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Op. CtueeH Bapu’
YMETHUYKKM MYNTUNNUKATH,
MYNTUNAMUMPAHN YMETHULM

EgHa of rnaBHUTE KapakTepUCTUKK Ha YMETHUYKMOT My—
NTUNMKKAT € HeroBoTO onuparse Aa duge AeduHupaH. Mo—
UMOT MYATUNIMKAT" e NpB nat ynotpebexn BO 60-TuTe 3a
4a ce onuvuie YMETHUYKO Aesio WTO He € HUTY OTne4aTok
HWTY HyMepupaHa UanueHa CKynnTypa TyKy cé ywTe camo
Hamepa ga ce npoussepge BO ronem 6poj konuu. U yuwTe
BeAHaW ce nojapysaaT Hecornacyeatka. [anv npeamMeToT
Tpeba Aa ro HampaBu HEKOj Apyr ocBeH yMeTHWKOT? [anu
Tpeba aa 6uge Mano u Hocuso UNu Tpeba fa Guae ronemo —
1 Kako MOXe [ie ce Crnopean co HaKk1TOT, of edHarta cTpaHa
Ha KpajHocTa, 4 CKynnTypaTa of gpyrata crpaHa? Koj e
HajManuoT 6poj KOMWW WTO Ke 3Haum ronem 6poj’ — AeceT,
[BaeceT, NeAeceT, CTO UK HeorpaHudeH 6poj? lanu e ymeT—
HUYKWMOT MYNMTWNIMKAT cekoraw TpuauMeHanoHanen? fanu
Tpeba fga 6uhe esTUH 1, CO TOa, MOTEHLMjaIHO AocTaneH 3a
cute? Kako e noBp3aH Co NPeTXoAHWTe Npov3Boau 3a Wnpo—
Ka noTpowysayka LWTO MMaaT yMeTHMYKa NoTBpAa WK KOH
KOMEpUWjaIHTe NMPOM3BOAM LTO CEe AU3ajHUPaHW Of HeKoj

' [ip. CtuseH bapu — PakosogwTen Ha 044€N0T 3a MOAepeH aHrnuCKu Bo
SpuTaxckata BubnuoTeka u asTop Ha JKHura 3a ymethuuute” (1995) u
YmeTrHnYKM MynTUnAvKaTur' (2001)




YMeTHUK? [lanu Moxe npeameT WTo BeKe NoCToen BO CBeTOT
fia 6uze CMEHeT BO YMETHWYKW MpegMeT co Hapenba og
YMETHUKOT — 1 aa ce npornacu 3a ,KoHgekcrucku'? U, ko-
HE4HO, ako eqHO roNemMo YMEeTHU|KO fero Unn uHcTanaymja
€ COCTaBEHO Off CIIMYHU CErMEeHTU Kou, criopes Toa, Moxe
Aa ce npodaBsaat oA44esNHO, Aanu 1 TUe MOXe [a ce cMeTaaT
38 YMETHUYKW MYNTUNIUKATU? YMETHUYKUOT MyNTUNNMKAET
© CTeHorpachckin OnvC Ha PasinyHu NpeameTH Cco3daseHu
04 YMeTHUYUTe Ha B0-TUTe: U KaKO WTO YMETHUYKUTE
NPaKTUKK Bapupaa BO cuUTe MpaBUM BO TeKOT Ha 20. u 21.
BEK, Taka 1 UHTepnpeTauujaTa 3a T0a WTO MOXe, a WTo He
MOXe Aa Gude MyNTUMAWKAT MOCTOjaHO ce MeHyBana. Bo
MOMEHTOT kora bo6 u Pobepta CMUT (,MynTUNMMKAT" uMe
Ha nuyHocTa lMarpuk Bpui) ro co3aade oHa WTo Toj ro Hapeye
.083-64HO." T. €. YHUKaTHU MyNTUNAMKaTH, AedburnymjaTa
CTaHa MaTepujan o4 Koj yMeTHWKOT ceKoj naT O4HOBO ro
cosgasa MyNnTUNUKaTOT.

Toa e uckny41Bo nojasa Ha 20-TUOT Bek U pesynrar Ha
Bpckara Mefy /Ba NnoBp3aHu pasBou. Mpso, duncodcku
rNefaHo, asToHOMUjaTa Ha YMETHUYKOTO A0 NOYHA Cepu—
O3HO Aa ce fosedysa BO npallare. Bontep beHjaMuH Bo
.YMETHMYKOTO feno Bo fo6aTa Ha MexaHudkaTa penpoayk—
umja® (1936) TBpAM Aeka wHaycTpujanuaalmjaTa v nojasara
Ha MacoBHA MOCETEHOCT ja 3aBpLUM epaTa Ha YHUKaTHYW, as—
TEHTUYHM YMETHWYKW NPeAMETH — OHME LTO MMaaT ,aypa'.
Bo Mefyepeme, yMETHUUKUTE ABMXKEHE KAKO Kybusmor, hy—



TYPM3MOT M KOHCTPYKTUBM3MOT MoYHaa Aa ja goeeaysaat
BO NnpalLarbe ynorara Ha yMEeTHUKOT Npu co3asatbeTo yMmeT—
HOCT — YMETHUKOT MOXe€ Aa ro 3emMe KOCTUMOT Ha cosfasay
v ga ynotpebu matepujand U MeToAM OF WHAYCTPUCKOTO
NpOM3BOACTBO, UMK A3 CTaHe cHabjyBady Ha ,nnaHosu” 3a
HEeKOj ApYyr LWTO co3faBa ,yMeTHWYKM fena‘. [lseTe CBETCKU
BOJHU W eKOHOMcKaTa fenpecuja Mery HWB, BepojaTHO ja
3abaBwja norukara Ha 0Boj pa3Boj cé go 60-TuTe. KoHuen—
TYanusMoT Ha aouHuTe 60-Tu v paHuTe 70-Tu cO Harnace—
HOTO WHCUCTMPAaHE Ha He-YHUKaTHOCTa W 0A0erHysarberto
Ha ranepuckuoT CUCTEM ja WHTEeH3nBupawe oBaa TeHAeH—
uuja. Bropo, Bp3 OBME TeHAEHUWW Brvjaea yHanpedysarbarta
Ha WHOYCTPHUCKUTE npouecu W matepujand. Of KpajoT Ha
[leBeTHAeCeTTUOT BEK Haamy, a ocobeHo no BTopaTa CBeT—
cKa BOjHa, MPoHajaouMTe Kako LTO ce aHoAgusauuja, enek—
TPOMK3a, CeYerbe Ha NNoTep, MOHUTOPCKO MeYaTerbe, Komop
TpaHcep, BakymupaHo o6nuKyBare Kako v Lena Husa
HOBM MPOM3BOAM, Kako Bajapcku metan Cenotekc, KOHTU—
6opga, dubeprnac, ctuponop, Xuapokan, Jlateke, munap,
NMAeKcurnac, nonuMeTuneH, NONMNPonNUIeH, NONUCTUPEH, Nin—
ypeTaH, Ponnekc, cTWpeH, ja co3aagoa ocHosarta Ha noTpo-
wyBsaykaTa nornka — MacoBHO MPOVWO3BOACTBO, MacoBHa
ovcTpubyuunja (Npeky nakyBareTo W HOBWUTE HayuHW Ha
TPaHCnopT), MAcoBHO peKknamuparse 1 MacosHa NoTpoLly—
payka. MpoceyHnoT Aom Belle UcnonHeT co HOBK NMPOU3BOAN
HanpaseHW 0 HOBW. MaTepujanu, W CO NMpUmMeHa Ha HOBW
NpOLIeCH: 1 YMETHULIMTE XXUBeaT BO TaKBU [OMOBU U HE MOXaT




£a ro usberHaT BAMjaHUeTO Ha OBME HOBM npov3Bsoau u ma—
Tepujanu. YMeTHUYKUOT MynTURAMKAT NOYHa 4a v uMu-
TVpa 1 napoaupa oBue CekojaHeBHW n06pa, a co Toa ro
AOBEAS BO Mpaluatbe oHa WTo Gele TpaguUMoHanHo npu—
aTeHo Kako yMeTHocT. AKo MHAycTpUjaTa BO AeBeTHae—
CETTNOT BEK ja KOpUCTEeLle YMEeTHOCTa Kako Haarpagba -
NP WTO MHAYCTPUCKMOT acnekT Gele 3amackupa co Kna—
CHYHM MOMMU KaKo, Ha npumep, BynkaHosa TonumHuLa, wH-
AYCTPUCKUOT KanuTanusam Ao TpeTtata fiekaga Ha asaeceT—
TMOT BEK, a NoToa W MoTpoWYBaYkarta NOruKa, MOXaT Crio—
GoaHo fa ce nodhanat kako YMeTHoCT.

Mog 6putaHcku mynTunnukar ce nogpasbupaar He camo
MynTUNNKaTh cosafeneHn oa GpUTaHCKM rpafaHu TYKY W
OHWe wTo bpuTaHuMTe rv Hanpasune so CTPAHCTBO Kako u
OHue cosafeHu of He-BputaHuuTe so Benuka BputaHuja.
PacTeqknTe cBeTCKU OBHXKEtba “3BplWWja BNUjaHWe W Bp3
BpuTaHuja U MMaa cBOM aBTOXTOHU no6opHUUM — drykeyc,
non apt, on apT. KMHeTUYKa YMETHOCT, MUHUMANU3am u
KoHuenTyanusam. lMpawareTo Ha NpsuoT GpUTaHcKu Mys—
TUNNUKAT e Cé yWiTe NpeaMeT Ha AWCKYCUU. EgHa MOXHOCT
6u buna ,FonemoTo Aeno” o janoHcko-amepukaHcka Myau—
“apKa u ymeTHu4Kka Joko OHo, namyyHa Bpeka co guMeHsum
16 x 117cMm., npousseaeHa Bo Bag Productions Bo AckoT Bo
Heorpaxu4eH 6poj, a NogoyHa NpUKaxaHa Ha U3nox6aTa
.3 > ! HOBA YMETHOCT Ha MyNTUNNMKATUTE" BO YMeTHUYKaTa
ranepvja Bajruenen (1970-1), egeH O[] FNaBHUTE NPOBOAHW—



UM Ha MynTURAMKaTUTe of 60-TuTe KoH 30MpKaTa Ha YMeT—
Hu4ykuoT CoseT. Ho, ¥ 0BOj NOAATOK € Cepuo3HO AoBeneH
BO mpawarse. ,XpomacayHa-oT" (1966) Ha CtjyapT bpok,
NNacTUYHO, 03BYHEHO U OCBETNEHO Aeno, Mpo3BeAeHo Bo
HeorpaHudeHa cepuja BO ranepujata JiucoH of JloHAOH, 6un
6un gobap KaHAWAart 3a npevoT OpUTaHCKKM MynTunnvkat
co3gafeH of 6puTaHcKu ymeTHUK. Manky nogouHa, Unlimi-
ted of BaT rv wsgage Myntunnukatute Ha Kewet u Mepu
MapTuH v lunad JIvjH: HUBHUTE W3jaBu BO BPCKA CO MyNTH-
MAMKaTUTE ce 3acHoBaa Bp3 MoAplikaTa Ha nogenbara Ha
TPYAOT BO MPOLECOT Ha CO3faBsarbeto Ha ymeTHocTa — 3a
JnjH ,Kora ckynnTypaTa € HanpaseHa BO (habpuka U He
3aBucK 04 ,JONWMPOT" HAa Marujata Ha YMETHWKOT, Hema npu-
uyMHa 30WTO He 6u Guna nNpov3sefieHa BO HeOorpaHu4eHu
KonuuecTtsa', gogeka nak Mepu MapTuH uHcUcTUHpalle Ha
(haKTOT geKa ,yMeTHUYKUTE flenia He e cekasatba... The ce
h13aM4KO, MaTepujanHo NpUCcycTBO Koe Tpeba Aa ce KOpucTw,
[1a ce rnefja v [ja ce xupee co Hero.” Ho, KOHCTPYKTUBUCTUY -
KMOT ugeanusam Gele coBnafaH of ycrnexoT Ha nonot.
EKOHOMCKMOT 6yM W pasurpaHarta rioHAoHcKa cueHa Ha 60-
TUTE CTaHaa BaXkHU (hakTopy 3a ycnexoT Ha M3fasaqute Ha
neyaTeHu M3aaHuja, kako Ha npumep Editions Alecto (ocHo-
saHo 8o 1960. o Mon KopHeon - LloyHc u Majkn [ukuH, Ha
KOW NoAoLHa UM ce npuapyxwja u Mapk nejseHEpyK, LloH
MHue, EHTonm Jonrneng v Llo Ctagxonm), Petersburg Press
(ocHosaHo og Mon Kopheon — LloyHe, Bo 1967.) n Wadding-
ton Graphics (ocHoBaHo oz lecnu BognHrron 8o 1966). Ame-



pUKaHCKKUTe non yMeTHUUM Kako Llnm JajH u Knec Ongexbypr
npasea MynTMnnukaTu Bo JloHaoH: JTIOHAOHCKUTE KoneHuum
Ha Knec: 1966" (1968) 6ea, BcywHOCT, eAeH YMBT cnabo pac—
TErNMBU NONMMYPETAHCKKU NaTeKC KoneHa v anyavpaa Ha To—
rawHarta moga v NyaunoTo Mo MUHKU CYKHWUTE W ,r0—T0" 43—
muTe (1 06paTHo, Nof0bpo OTKOIKY IEBO M AECHO), BO 3aTBO—
peHa kyTuja co coTo-nuTorpadmu, nagageHo so 120 Konuu
oA Editions Alecto. TyKa fo3Hasame W Apyru nofarouu: oT-
neyaTouute H6ea HanpaseHu BO Lautrec Litho Bo fluac v Bo
Editions Alecto BO JIoH[0H; KoneHata 6ea HanpaBeHU Kaj
npu3BesyBaqoT Ha Kyknu Models of JloHAOH U 06noxeHu
og Hadfields Radiation Research og Capu; akpunHaTta ocHosa
Gewe og J. Watson and Co. of JloHAoH, KyTujaTta og F. & J.
Randall of JloHgoH. MNogenbaTa Ha TPyAOT € noBeKke of o4n—
rnegHa.

70-TuTe n 80-TuTe 6ea penaTMBHO MUpeH nepuos 3a 6pu-
TaHcKuTe yMeTHUYKu myntunnukatu. Ongenbypr, OHO ©
Lutep PoT cé ywTte npasea gen of csouTe MyNTUMNWKaTH
20 bpuTaHuja, HO U nokpaj Hamopute Ha Llo TuncoH, JaH
XaMUnToH OUHAKN (YWjLUTO HAYMH Ha aHrakuparbe unyctpa-
TOpw, choTorpadu, rpachudkn Au3ajHepu U KameHopexxaudu
COBpLIEHO ce BKonyBalle BO NPOM3BOAHUOT MaHWp Ha
mynTunnukartot), Jejsug Tpemnet u Pudapa BuncoH, Hema—
Wwe MHOry akTMBOCTW. MynTunnukaTuTe, Kako U oTneda—
TOUUTE, Ce Nnokaxkaa MpUIMYHO MOANOXHW Ha eKOHOMCKaTa
peuecwja. Bo 6utkata nomefy ogpekysareTo Ha 6Uno Kak-



Ba 06jeKTMBHA UMNNMKauKja of CTpaHa Ha KOHUenTyanmamoT
W OTNOPHWOT U noHeenacTU4eH nasap Ha C/IMKKU W CKNynTypw,
1 OTMEYaTOKOT ¥ MyNTURIMKaToT 3akaxaa. Ce YuHu geka
YMETHUYKMOT MYNTURMMKAT Manky nosfiecHo npexmusea Bo
CA[l u BO KOHTMHeHTanHa Espona: Toa Gewe nepuoaoT
Kora Josed bojc Gelwe Ha BPBOT Ha CBOjaTa MHOBATMBHOCT
1 NPOAYKTUBHOCT.

Bo 90-TuTe BpuTaHuja noxwvieea Gnaro nogobpysatbe Ha
CTONAHCTBOTO, Taka LWTO MPOW3BOACTBOTO HA oTneyaTouu
¥ MyNTURAMKATK MOBTOPHO nodvHa Aa uyTtu. Ho, gamu Toa
belle 0XWBYBarbe UMW Nak myntunnuvkatute og 90-Tute
6ea cocem novWHaxkea nojasa? EKoHoOMcKKTe nogobpyBarba
6ea BoobuyaeHaTa AeTEpPMUHaHTa Ha 3aXXKMBEaHOTO Mpown3—
BOACTBO HAa MyNTUNNMKaTH, U Taka Bo 90-TUTe noyHa Aa
LyTH MPOW3BOACTBOTO HA HE-EKOHOMCKW aHaraxupadure
MYNITUMIMKATM — OHWE LITO HE CE HaMeHeTW 3a npoaaxoa,
3a pa3nuka of MynTunnukatuTte og 60-TuTe WTO 6ea NpoMo-
BMAPaHW Of ranepuute W neYaTtHUUUTE. YMETHULMTE ro of—
6eryBaa W1 ro urHopupaa ranepuckuoT cucTem — Tme opra—
HW3Wpaa CBOM COMCTBEHW N3noxou (femuen XpcT); padortea
u Kako nucatenu (Metjy Xurc, XyaH Kpys), a popmupaa v
Myaudku rpynu (Maptud Kpug, Llopyuna Ctap). U Bogea
CBOM COMCTBEHW ranepuu’.

‘MpopasHuuata” (1992) Ha Tpejow Emun u Capa Jlykac v
,Cynep npogasruuarta '93, (1993-8) Ha Capa CTeToH, Ka—



%0 1 .lMpopasHuuarta” Ha Knec Onpexméypr 04 60-TuTe BO
Foyjopk, ru noanpxxyeaa payHo uspaboteHute u, cneacTee—
HO, Manu eavumu, Hacnportu ronemwuTe cepun Ha npousee—
AEHU MyNTUNNVKaTK M3fafenn Bo KoMepyujantuTe rane—
puu. BoobuyaeHoto ABOrnacje Mefy ymeTHuuKoTO 4eno u
MYNTUNAWKaToT (Kage wro MYTUNNKaToT, BeywHocT, Gewe
NOBTOPEHO YMeTHUYKO Aeno) u mefy AopaboTeHaTta KoH-
Dekynja U MynTunnukator bea nosegeHu o npawatse:
MOMMOT Ha ,YMeTHWYKo Aeno” cTaHa comuHTeneH, Jnanu—

YMETHUYKUOT npegmeT Bo CeKOojAHeBHUOT XuBoT., Ho, ymer—
~MunTe kako Majk HencoH co Herosmor +38 NEKCUKOHOT Ha
nojaBuTe U UHChOpMATUBHOTO 3APYyxyBatbe. BoseseH Aoma—
WeH anapar (lMnectuk OHo Bewnp)* kopucrar 30MpLWTUHK Ha
NPpOHajAeHu MaTepujany 3a Aa Hanpaeat MynTunAukaTy,
YMeTHUUMTE oa 90-TuTe Gea MOAroTBeHW [a ru nostopar
YMETHWYKUTe gena u ga ja ynotpebar KOH(bekumjata — a,
ABETe M Hapekoa yMeTHUYKu MynTunankaTu.

Moctoewe Tpaguumonanio yBepyBarbe feka yMeTHUUKUoT
MYNTANNMKAT e TPOAMMEH3UOHaNeH 1 3aToa thotorpachumre,



0TNEeYaToLoTe W KHWrMTE He MOXe [a ce cMeTaar 3a Myn-
TNAMKaTW. FoNemMuoT NpULOHEC BO NPUMOr HA MyNTUNIN—
KaTuTe of cTpaHa Ha Josed Bojc Bo 70-TuTe u 80-TuTe ro
noTkona osa ysepysarse. 90-TuTe ja ofHecoa oBaa Kpu-
THKa AypW W noganeky. ,Manoxo6ata” (2000) Ha Mon Buk—
CTEHNM, LWecCT oTrneYaTouy Ha nNueHa nNnacTuka co CKKK Ha
AyrueBuTe He—-NPOCTOPU — 6e3BPeMEHM 1 aHOHUMHU HeKan—
HI W CTYAEHTCKM JOMOBM — MM HYAW HA KyrnyBaynTe MOXHOCT
[a CW HanpasaT CBoja CONCTBEHa U3NOX6a Of ,CIMKK': 13-
noxbara og 1998 so Te|T ranepujata v camara cTaHa yMmeT—
HWYKO Ieno, Urpa UMK urpadka, Myntunaukar 8o 100 konuu.
JlenoTo ,Crvka: og 1 go 20" (1997) of Mapk [IukeHcoH co
HU3WUTE 0f OPOEBM HACMMKAHW CO aKPWUM Ha NNaTHO (Moxebn
pechbepeHLa Ha ,crvkarbe no 6poesu”) e crvka UCTO TOMKY
KOMKY WTO € W MyNTUNAMKaT, nako noctojar 20 cKopo MaeH-
TWYHU KONWKW. [lunemarta mefy ABOAMME3NOHANHOTO U TpoAN—
MEH3MOHANHOTO e eneraHTHO 3aobukonera Kaj [leH Xejc:
HerosoTo ,Mpubexuwre” (2000), co NekuTe oA nnekcurnac
Bp3 AMruTaneH cubaxpom OTneuyarok, e ABoAvMEH3NoHanHa
,cruKa" (a, npuaHasam Aeka uma v Anabo4mHa), Ho BO ONTh4—
KaTa AUCTOp3uja NpasH1OT Kahes e NPoeKTUpaH Kako 0bjeKT
BO HAWMWOT NPOCTOP.

Mopaaw ycornacysarbe Ha npuopuTeTuTe, BUA3yerHata
TeKCTyanHa nospLMHATa, KHUAMMTE — MOXEOU 1 MPBUOT Ha-—
BUCTWUHA MACOBHO MpoussegeH npegmeT — 6ea cgarern
Kako ABoAUMeH3voHanHW. Bo ,MeTeopuToT WTo nara spa..."



(1998) KopHenuja Napkep KOpUCTW Tparu of U3ropeHvun
0] NOBTOPHO 3arpeaHo napye METEOPWUT 3a A4a MM Haropu
MecTarta co BaxHuTe obenexja Ha kaprata Ha JIOHZOH W,
npobuBajku HW3 manara, ja noTkona TpagulMoHanHara
ABOAUMEH3MOHAMHOCT Ha MOBPLIMHATA HA OTMEYAaTOKOT, HO
¥ Ha TekcToT/cnvkaTa. Mpeam [acuH oTuUAe yWwTe noganexy:
HeroswoT [lyx" (1998) e npecysara konuja Ha ,SBe3feHUOT
atnac Ha ,Kembpuy“: KomnpummupaHa BO Kanan Bo 06nuK
Ha AMCK, O04EKa nak CTpaHuuuTe WM TywoT ce npeTsopaar
BO NnaHeTa Ha AyXOBW, aCTPOHOMCKA ,aynka“, npeaMeT unu
TPoAWMEH3rWoHanHa suaHa donwja. Ho, TpaHcdopmauuute
He Mopa cekoraw paa 6ugart Tonky byksanHu: ,Ckannenot”
(2000) Ha CajmoH lNepuTOH ce cocTou Of paMHa cnvka Ha
CNOMHATMOT CKasnen Ha NIMCT XapTuja, HO u3rneda Kako aa
MOXe [a ce UCKOPUCTW 3a Aa ce uceve camuoT cebe.

MpawareTto 3a AUMEH3UUTE Ha cepunTe Bele OAroBop-
€HO UcTo Taka Bo 90-TuTe. KoHCTpyKTUBUCTUTE 0f 60-TUTE
WEOonOWKW I MpeTnoYuTaa HeorpaHu4eHuTe cepun, Wako
BO npakca paboTtea co 6pojku og 50 go 100 Konuu, Kako
WwTo npasea (04 MHOTY MOWHAKBU MPUHUHW) W NOMN yMeT—
HuyuTe. MHory og ymeTHUUMTE camo-u3fasaqu og 90-tute,
6e3 ga KopucTaTt TyfM NPOM3BOAW BO NPOLECOT Ha TBOpe—
tbe, paboTea co HMBOTO 3 +, — Kaje WTO TpojkaTta e Marvy—
HUOT [IMIaHOBCKM BPO] LUTO HeWTaTa ri NPaBv He—yHUKaTHU
“ He-cnapeHu. Ho, uMalle u Takeu WTO Hea rotToBu Aa ro
ypHat u nocnegHoto Taby: 506 u Pobepta CMWT passu ,Myn—



TUNNuKaT 6e3 efeH”, WTO e, BCYWHOCT, OKCUMOPOH, HO ae-
noTo ,BeToHCKM 3eneHyyk unu kKonu" (2000) cyrepvpa feka
MYNTUNAWMKATOT € KOHUENT, HaYuH Ha YMEeTHUYKO Mpon3-—
BOACTBO, U AeKa HWBHWOT O6poj MNK ronemMuHaTa Ha cepujata
He Ce BaXHW.

MpouecoT NPoUTB UAEHTUHHUTE, MAcCOBHO NPOU3BEAEHW
YMETHWUYKM MyNTUNNMKaTK Gelle WHTEH3UBUPAH W Of WHTe-
pecoT Ha yMeTHUUMTE 33 HECOBPLIEHKMOT, OT(PIIEH NPOU3BOS
o[l NpoM3BOAHATA NKUHWja, HO W Of WHTEPEecOT 3a OHWe Mpo-
“3BOAM WTO OTMagHare BO MPOUECOT Ha NoTpowysBaYkarta
NIOTUKA — UrpaykuTe U OMAaWHUTE MPOW3BOAM LWITO CU MO
HaofaaT naToT A0 NOTPOWYyBaYUTe cnopen KpUTeumymoT Ha
Cepuo3HOCTa U BKYCOT Ha MpojasaqvTe Ha yNuuHWTe Tearu
v v oThpnaat npogasuuuTe. Mpexsun [lasej, Koj HeoaamHa
HanpaBWX KepaMmuyki BEP3UU Of HEroBMOT MYyNTUNIUKAT
,Manuort uap* (1998), Bo cBOjOT pechepar 3a cemuHapoT ,[1o-
BeKekpaTHWTe 3Hadera 1 npeameToT Ha ICA B0 JloHAOH,
objaseH o cTpaHa Ha Multiple Store oa JloHgoH, 36opysa
3a HECOBPWEHOTO, 3a (HeNepuyHoOTO, UK, Kako LITO TOj ro
Hape4e ,MCKPMBOKOMYEHO", 3rPeLieHoTo, HECPEKHOTO KakKo
3a efjeH Buf OTMOP NPOTUB WHAYCTPUCKOTO COBPLIEHCTBO.
Ce pasbvpa, BTOPOBO € Marky npertepaHo, a uctopujata Ha
npoHajgouuTe, Kako WTo nokaxa ferpocku (1992), e npe-
nonHa co cenepu — KoH3epsaTta 6elle uamucneHa npepg
OTBOPAYOT 3a KOH3EpPBU, a MaTeHTOT He (hyHKLUMOHUpaLe
Kako WTo Tpeba npeuTe 50 roguHu. A, NOTPOLLYBAYKWOT Nasap



e MOMH co noBneyveHu nponasoaun. OBOj 0[JHOC KOH HEcoBp-—
WweHoTo Moxebu 36opysa npoTus ,Aenata“ Ha Homebase/
Tate NpoeKToT, ,Joma co ymeTHocTa" (1999), BO KOj y4ecTsy—
Baa yMeTHWUW Kako Puyapg [ukoH, Axuw Kanyp v EnucoH
BunguHr, paboTejku co WHAYCTPUCKKM Au3ajHepu co uen ga
cO34a/4aT KOMepuujanHo AocTarnHu npo3sogu 3a AOMaKuH—
CTBO, KOV BO UCTO BpeMe Ke BuaaT ¥ YMeTHUYKW MyTUMni—
KaTu: genoto Bunylwka unu muctpuja“ Ha Tonu Kper U Ha—
BUCTMHA MOXeE Taka fa ce ynoTpebu.

Bo 90-TtuTe, ja3oT Mefy 06UYHMOT, CEKOjAHEBEH 0BjeKT U
MYNTUNNUKATOT GeLle UCTPaXKyBaH U 0 YMETHULM Kako WTo
ce Hun KamuHre u Mapuwma JlesangoBeka: WTO € Toa WTo
ro nNpaBu yMETHUYKWOT mpeAMeT NouHakos o4 MacoBHO
npousBefeHaTa Aetcka urpadka Wnu MHxanaTtopoT 3a act-
mMa? YMEeTHUYKUTE MYATUNNMKATKA M1 TpeTMpaar CcexkojaHeB—
HUTE NpeaMeT Kako ,nowo objacHeTn" — CO HeCOOABETHU
[AUMEH3UM (NpEeronemMin WK npemani) Unn o4 HecooABeTHU
matepujanu: ,BeToHckuTe Yamuu® Ha Bob u Pobepta Cmut
oYUrneaHo He MoXar fa nnosar; ,[poTYBNOXapHUOT anapm”
(1997) Ha Hukn XpcT e obu4Ha UpBeHa nnactu4Ha ToYka u
HaMecTo yHKUMOHanHaTa KOMMOHEHTa CTOW BWHUN BO
MmuTtaumja Ha gpea”; ,OnykoT" (1994) Ha Puyapg BuncoH e,
BCYLWHOCT, BUHUMHA My3u4Ka nno4a 3a 45 BpTexu co ,Bofa
LITO KMIOKOTU Ha 4 MeTpU®, HO AyrnKaTa He e BO LeHTapoT Ha
nnoyarTaa 1 3aToa He MoXe fAa cBupu, 6apem He HOpMarHo.
OBa ce o4UrnefHo HeyHKLUMOHaNHK npeamMeTy.



Henoto ,OcHoBa 3a komeauja“ (1997) Ha lMon XoucoH e
Kopa of, 6aHaHa u3nueHa Bo OpoH3a — Ha Hea He Moxe aa
ce cnusHeTe. A, v BpoH3aTa He e MaTepujan WTo YecTo ce
KOPUCTW BO YMETHWUYKUTE MYNTUNNWKATK 3alTO ce cmeTa
[eKa npemHory notceTtysa Ha ,ckynntypa“. ,EH Enuot" (1992)
Ha E6urejn JlejH e uanueHa Tpara og cranano Ha AHOTO Ha
OPBEHW YeBnwW, WTO ja nobvea HameHaTa Ha 4esnuTe. 3af
CUTe OBWe fena NocTou eHO HYBCTBO Ha HeO—AadauCTU4Ku
XyMOp UMW, aKko HUWTO Apyro, Bapem ofdpefeHa UrpusocT.

HecomHeHo, Bo BpuTaHuja Bo 90-TuTe ce cny4u oXusy—
Barbe Ha myntunnukaTtute. [lpogasHuuarta 3a MyTunan-
katu' Ha Cenu TayceHg u Hukonac Wapn nponssege n
W3MoXu roniem 6poj MyTUNNMKATH, KOPUCTE]KK M MOLEPHNUTE
TEXHUKWU 32 NMPOM3BOACTBO — PYCKUTE 3Haerba Ha ceyere
co nacep Bo .www* (2000) Ha JleHrneHg v ben wnn nacepekun
nceyeHarta CUNMKOHcKa Kaura Bo [lMoemata” (2000) Ha Llo-
HataH KanaH, ucneckapeHuoT nnekeurnac M nonunponumieH
B0 ,KoHuenT Ha cesepot” (1998) Ha [enaven u CKanuoH -
W BO cepunTe of obemoT Ha npoussogwTe Ha [eHuc PeHe
of 60-TuTe. [pyrata KpajHOCT ce eBTMHUTE U 3abaByBaykn
NpOM3BOAHKM BPELHOCTW Ha npeysenuyeHarta [onema ywra-
pa“ Ha Capa CteToH. 3a ymeTHUuuTe Bo 90-TUTE YMETHUY—
KUOT MYNTWUNNWKAT NOYHA Aa CTaHyBa EKOHOMCKU (Kako M
hunocockr U UHAHCUCKKU) HAYWH 3a UCTpaxKyBarse Ha
uaeuTe WTo um Gea BaXkHM, 6€3 AONOSMHWUTENHO KOHLUenTy—
asiHo [a ja orpaHvHyBaaT YHUKATHOCTA Ha YMETHUHKOTO Aeno.




[lypv 1 ako ranepuck1oT CMCTEM NO HEKOE BpeMe rv 3adhatu
W HWB, OBOj HEO-[afaUCTUYKK AyX, HeLenvuB of npeTeopa-—
HETO Ha efleH NpeaMeT W efleH mMaTepwvjan Bo Apyr, cé ywTe
umalwe cybsepaviBHa MOK. ,BUCTMHCKOTO YMeTHWYKO geno”
(1994) Ha Mapk BonwvHyep, Kok U |JOKe] HA [pBEHA OCHOBa,
HanpaBeHW BO MAHUPOT Ha TPOMEUTE Of, KOHCKUTE TPKH,
rM napogupa He camo WynnuBuTe TPaguuuu Ha ccakarbeTo
Ha ymeTHOCTa TyKy U dmncocckute pacnpasu, o4 Kast o
Xajgerep, 3a Toa WTO e yMeTHOCTa. Toa MOXebu Baxu v 3a
HCTOpMjaTE Ha YMETHUHKUTE MYNTUMIIMKATHU, KOHKPDETHO uae-—
jata Ha beH BoTue og ®nykyc 3a ,MynTUnNAuMKaTt cnopeg
Haaus" BO HeroBoTO ,TOTanHoO yMETHUYKO Aeno’, Kaje WTo
CeKoj MOXe fia foAafle Ha3uB Ha CeKoj NpeaMeT, AaBajkn My
CTaTyCc Ha YMETHUYKO feno.



CysaHa Munescka
MYATUMINKAUUIA HA MAKELOHCKW HAYMH

TprHyBajku of TesaTa [eka He NoCTOW CUHrynapHa ge-
thuHULMja Ha MYNTUNAUUMPAHWOT OBjeKT WU MynTUnnkaTt
(aHr. multiple), y4ecHuuute Ha wanoxbarta Myatunankaym-
ja Ha MakefoOHCKM HaymH ce obuaysaaT 0BOj crneumdudeH
YMETHUYKV MEANYM Aa ro MHTepnpeTUpaaT Ha CBOj NHAMBU—
AyaneH HaduH. MaTtysaykara vanoxba Ha bpuraHckuoT
coBeT Multiplication — w3nox6a Ha YMETHUYKU MyNTu-—
MNAMKaTV O COBPEMEHU BPUTAHCKW YMETHULM U YMETHUYKK
rpynu Gelle AMPeKTHa NPOBOKAaLUMja 3a efeH BUi Ha npevc—
NUTyBare Ha Pa3NUKUTE BO KYNTYPANHWOT, NOMUTUYKUOT U
COUMjaNHUOT KOHTEKCT KOV NPeAu3BuUKYBaaT MOUHAKBU Bii—
LOBU Ha MyNTUNIMKAUUN.

Mpu cekoj obug 3a feduHULmMja Ha MyNTUNNKKAGTOT Kako
MeguWyM BCYLUHOCT Ce HameTHyea HaHanHoTO npallarbe
KoMKy Ha 6poj Tpeba Aa 6ufat Konuute Ha objeKTuTe 3a
fenoto fa 6une HapedeHo multiple. TOKMY Kako W BO ‘one-
off multiple’ unu “unikaten multiple’, OKCUMOPOHCKNOT Tep—
MUH Ha Bob u Pobepta CMUT (MynTUNAULMPaH NCceBaoHUM
Ha 6pUTaHCKUOT YMETHUK aTpuk Bpwn) Bo MHOry oA ae-—
narta og osaa u3noxba rpaHuyuTe Ha geduHulMjaTa 3a
MYNTUNIMUMPAHMOT OBJEKT Ce NOMecTeHn nog ehujaHue Ha
KOHLIENTYasIHUOT M KyNTYpHO cneuuchindeH npucTan KoH me—



24yMOT. VIDOHNBMPAETO U KPUTUKATE Ha KOH3YMEHTCKOTO
ONWTECTBO WM HEroBMOT KYNT KOH npoAyKuujata/penpo-
aykuujata, (paHatusMoT BO 060XKYBaHETO Ha OpPUrMHAMNOT
# OpYrd CAWYHKU KYNTYpHO-CcouujanHu (heHoOMeHW ce MCTO
T2Ka QUPEKTHO MOBP3aHu CO 0BOj YMETHUYKU MeauyM.

BeKe BO MoBeke HaBpaTV BO rPYMHUTE W CaMOCTOjHUTE
M3710X6K opraHuanpau o OTBOPEHOTO rpachuyKo CTyaMO
(#a np. BO Mpaghnykn excnepumeHT 1 v 2, 1997/ 2000)
pasmucnyearbata okony npobnemMoT Ha penauujata mefy
OPUrMHanoT U KonujaTa, penpoaykuujaTa, asTopckuTe npasa
# Cf1., 0C0DEHO BO rpaiuykuoT MeauyM, 6ea NPUCYTHN HU3
PasnMYHK Aena Ha YMeTHWULMTE CO Kou TWe He camMo LUTO ro
npowMpuja NoneTo Ha rpadukata TyKy YecTo AUPEKTHO ro
KopucTea MyNTWUNIIMKATOT Kako MOXXHOCT 3a crojysarbe Ha
rpachukata u MocoBPEeMEHNTE YMETHUYKM MeaUyMU Kako
ready-made, cpoTorpadmjata, uHcTanaywjata, BUAeO apToT,
U cfi. 3e[JHUYKO 3a PEYUCH CMTE aBTOPU W MPOEKTU e npe—
MCNWTYBAaHETO Ha PasnukuTe Mefy UHAYCTPUCKKU COBPLUEHO
penpoAyLUMpaHuoT 06jeKT — 4uja ynoTpeba Bo yMeTHoCTa e
nosHarta Kako ready-made M yMeTHUYKaTa MynTunaMKauuja
KOja WaKo nocTaseHa BP3 UCTUTE MPUHLMMK — penpogyKuyja
Ha efleH 0GjeKT BO cepuja, 0CTaBa MOXHOCT 3a MHOry pas—
TMHHA MHTEPNPeTayMn Ha CamuoT YMH HA CepUCKO MpoM3-—
BOACTBO.

lMPeTXo4HUOT MHTEpec 3a O4HOCOT Mefy CUHrYNnapHWUoT
YMETHUYKK YMH U penpoaykuvjata UM MynTunavkauujata
KaKo KOHTPafWKUMja Ha YHUKATHOCTa Ha YMETHWYKOTO Aeno



W ofpeAeH KPUTUYKKM OAHOC nMpema camuoT Mejuym e
eBU[EHTEH Kaj cuTe nokaHeTw asTopu. Kaj »KaHeta BaHre—
MU 0BOj WUHTEPEC € MPUCYTEH yWwTe Of HejauHWUTE nNpeu
MHCTanauuu, TPrHyBajku of Hej3uHOTO KOMMMEKCHO M3y4y—
Barbe Ha Teonowkata KoHuenuuja 3a uapaboTkaTa Ha
CaKpanHUoT MYNTUNAIMKAT — MKOHATa Kako efieH 0f OCHOB—
HUTE MPUHUUNK BO BU3aHTUCKaTa YMETHOCT, [0 ynoTpe-
6aTa Ha 'opurMHaneH’ MynTUNIMKaT of TupaxoT Ha Knayc
LWTek uspaboTteHu cnopes Llosed Bojc (Home Video, 1995).
Bo genara Ha BaHrenw rpanuuata Mery ready-made objeKktute
¥ MyNTUNAIMKTWTE He e HarnaceHa 61aejKu, Kako WTo e ciy4aj
U CO OpyruTe Mefuymu, Taa nocTojaHo ]a pe-gecunupa
HWBHAaTa hyHKUWja, Ha np. BO AenoTo Agam u Esa, 2004. Bo
genata Ha XpuctuHa KMeaHocka v JaHe Yanoscku
MyNTUMNMKATOT Ce MnojaByBa Ha HEKOSKY Pas3fvyHW HMBOA:
KaKo NPOTOTHUN (3aeAHWYKWOT npoekT Kebe 3a 3abasa
Hegaj6oxe, 2001 unu mMopenuTe 3a 6e340OMHULUM Ha
MBaHocka of cepwjaTta UpTexu 5e340MHOCTa Kako [oM,
2002), Kako cepuja of, HEKOJIKY KOMWKU, HO U BO MOrosieMu
TUpaxu (3aegHuyKarta nybnvkauvja 3a npoekToTt CaupanHo
natyBame, 2003, unu nunot cnucaHueto J, 2004,
KOHLUMUMNMPaHO o4 YanosBcku 3a YMETHUYKWMOT apxus Pe-
Boneep). He Tpeba Aa ce 3a06MKONM KPUTUYKWMOT NpeasHak
U CYNTUMHATA WPOHWja ynaTeHa Ha MynTUNIMKaToT BO OBME
MPOeKTU, 0COBEHO Kora MynTunnuuupaHuTe objekTu ce
HaMeHETW Ha 6e3[|OMHUTE LUTO O4UTNEHO He Ce KOH3YMEHTH
BO BoobuyaeHa cMmucna.



JIUMWTVPaHWMOT TUPaXx Ha [eceT NpUMepouUn 0f CTPUMOT
Heugentngukysato Ha AnekcaHgap CTaHKocKW e usfa-
neH He3asucHo Bo 2000. Toa e AupeKTeH pesynTar Ha eaeH
B/ OTMOP Ha @BTOPOT KOH YMETHUYKUTE UHCTUTYLUU W
u3gaBadvu KoM BO MPOLECOT Ha MynTunnukauujata Ha
YMETHWYKOTO AeNio ce WHBONBUpaaT 3apaju noBeKke pas-—
JIMYHU UHTEepecu KoW YecTo He ce WAEeHTUYHKU Ha OHWe Ha
YMeTHUKOT. VMpoHuy4Ha ynoTtpeba Ha MynTUNNUKATOT 0f
cTpaHa Ha CTaHKOCKW NpeTcTaByBa v YMHOXYBareTo Ha
pasfnuMyHu Manu Bo Kou MakegoHuja 6una BKnyYeHa BO
rpaHuuuTe Ha pasnuuHv gpxxasu ([lopTpeT Ha rparaHuHOT
Ha ®.M.P.O.M, 1998, co b. Capkarau). Bo ymeTHu4kuTe
nena Ha Cnaevuya JaHewnuesa 0BOj MeAWyM € Haj4ecTo
ynotpeben Kako metadhopa 3a yoseykaTa penpogykuuja
(Fexneanowko crebno, 1997), KOHTPOMMpakeTo Ha Bpe—
METO, MOBTOPYBarbeTO W NPOLeCcyasnHuTe pasnivku (puTyan—
OT Ha cnaBerse Ha pogeHaeH og JHesHuK Ha mandku, 2000),
HO U Kako npegynpegysatbe Ha orpaHvudyBarbara v Kpat-—
KOTpajHoCTa Ha XUBOTOT U 0b6jekTute (KpLUimBocTa Ha Xu-
sotor, 2003). 3a [ujaHa TomuK — Pagescka (koja napanenHo
Ha cBojata rpauyka akTUBHOCT CBOUTE rpaduKkn ru
npeTsopa W BO NUMWUTUPAH TUPaXK Ha Tenucu — MynTu-
naMKaTh), MynTUnnMKayujaTa e nospaaHa co NMpuHUMNOT Ha
penpoayuvpare Ha cnomenu. KopucTejku cTapu
thoTorpachui Taa ja aKTMBMpa Memopujata, a BO TOj KOH—
TEKCT CMOMEHUTE/CYBEHVWPUTE CTaHyBaaT MyNnTUNIUKaTu
KOW HUKOraw He ce MAEHTUYHU.



EfHa KOMNMEeKcHa KynTypanHo- MONUTUHKa KpUTWKa Ha
HEMOBTOPSIMBOCTA Ha COBPLIEHUOT ready-made BO YCNOBM
Ha TpaHauuuja Gelle BO OCHOBa Ha NpoekToT Jocue '96 Ha
Wrop Towescku (1997 r.). Of TO] NPOEKT npouanese fge-
noto Not-ready-made, 2004 Koe Ha U3BECEH HAYWH NOBU-—
KyBa ¥ Ha MpeucnuTyBare Ha siorikara Ha MynTUnnMkarToT
BO JIOKANHWOT KOHTEKCT Kora pesynratute Ha npogykuu—
jaTa u penpoAykuuvjaTa BO YCnoBu Ha npobnemMaTuyHuTe
npoLecK Ha npueaTh3aumMja U NnpoMeHaTta BO COMNCTBEHOCTa
Ha cpeAcTeaTa 3a npogykuuja, NPOU3BOAHUTE CUMIU U MPo—
U3BOJHWTE OJHOCK HYXHO Ce 0ApasyBaar Ha MnpouecoT Ha
co3fasarbe Ha YMEeTHWYKO Aeno, na v Ha MpucTanoT KOoH
HeropaTta MynTunnukauuja. Axa CTOjKOBWK, nak, co CBOWTE
OUrUTANHU 3anucK BO NPOEKTOT paranoia@soros.org.mk ja
perucTpupa, HO U KPUTHMKYBA HeorpaHuyeHaTa MoK 3a My
TUNNUKaymja U guctpubyumja Ha MHdopmauujata co nomow
Ha WHTEPHETOT, MOTOYHO Npefynpefysa Ha OrPOMHWTE MO—
JKHOCTU 3a Herosa 3noynotpeba, Ha npuMep 3a Hagrnegy—
Barbe, CO WTO MyNTUNIMKauujata Kako OCHOBEH MpUHUMN
Ha Koj ce 6aaupa BUPTYESIHUOT MeAUyM ce CBPTyBa MpoTvB
corncTBeHaTa No3uTUBHA HAaCOYEHOCT KOH OBO3MOXYBare
Ha crobodeH MpoToK Ha WHQOopMaLuu.




EnHa KoMnnekcHa KynTypanHo- NOMMTUYKa KpUTUKa Ha
HEenoBTOPNWBOCTA Ha COBPLWEHUOT ready-made BO yCNOBW
Ha TpaHauuuja Gelle Bo ocHOBA Ha npoekToT Jocue ‘96 Ha
Wrop Towescku (1997 r.). Of Toj npoekT npouanese fe-
noto Not-ready-made, 2004 Koe Ha M3BeCeH Ha4yuH NoBW-
KyBa W Ha npeucnuTysar-e Ha florukara Ha MynTunamMkaror
BO JIOKAnHUOT KOHTEKCT Kora pesyntaTuTe Ha npoayKuu-—
jata u penpoaykuuvjata BO ycrosw Ha npobnematudHuTe
npouecu Ha npueaTu3auuja v NpomMeHarta BO COMCTBEHOCTa
Ha cpeAcTearta 3a npoAyKuuja, NPOU3BOAHUTE CUAMKM U NPO-
M3BOAHWTE O4HOCW HYXXHO Ce ofpasyBaaTt Ha MpouecoT Ha
c03[aBare Ha YMETHWYKO [ero, na 1 Ha npucTanoT KOH
HerosaTa MynTunnmMkauyvja. AHa CTOJKOBUMK, nak, co csouTe
[UrUTanHK 3anicu BO NPOEKTOT paranoia@soros.org.mk ja
PErucTpvpa, HO M KPUTHKYBA HEOrpaHuyeHaTa MoK 3a Myf—
TUNAMKauuja 1 aucTpubyumrja Ha uHopmaumjaTa co noMoLw
Ha WHTEpPHETOT, NOTOYHO Npeayrnpenysa Ha OrpOMHWTE MO—
JKHOCTK 3a Herosa 3noynoTtpeba, Ha npumep 3a Haarnegy—
Bake, CO WTO MyNTUNNWKaUMjaTa Kako OCHOBEH NpuHumn
Ha Koj ce 6asupa BUPTYENHUOT MeauyM ce CBPTyBa NpoTuB
CONCTBEHATA MO3UTMBHA HACOYEHOCT KOH OBO3MOXYBarbe
Ha crnobofeH MPoTOK Ha WHdopMaumu.




Gavin Turk leBuH Tpk

Cave Rug, 2001 MewTepcky kunum, 2001
Hand knotted rug PauHO TKaeH KUIum
Diameter 245 cm avjametap 245 cM.
Edition of 5 5 KonnuK

Commissioned by Chrystopher Farr napauaHo ofi Kpucrodep Map




Igor Tosevski Wrop ToweBckmu

Not-ready-made, 2004 Not-ready-made, 2004
rejected bottles denepuuHM WHILKEbA
Edition of 5 5 Konumn




Mariele Neudecker Mapwuene Hojpexep

Mountain, 1995-8 MnaHuHa, 1995-8
Plaster, watercolour and filter floss UM, aKkBapen 1 caunex punrep
27x19x13cm 27 x19x13 cm.
Edition of 7 7 konuu
Made at the invitation of 13paboTeHo Mo NokaHa Ha

Camden Arts Centre Camden Arts Centre




Mike Nelson

Towards a Lexicon of Phenomena
And Information Association,

An Introductory Home Apparatus
(Plastic Ono Band), 2000

Cassette, battery Lamp, tin, wire
48x13x3cm- °

Edition of 12

Camden Arts Centre

Majk Henson

3a NeKCUKOHOT Ha NojaBuTe 1
WHGOPMATUBHOTO 3APYXKYBatbe
BOBEf|eH JoMalleH anapart
(Plastic Ono Band), 2000
KaceTa, 6atepucka namba,
namapmHa, Xuua

48x13x3 cm.

12 konumn

Camden Arts Centre



Peter Liversidge
Objects made at work while
| should have been working
(brief case set), 1998

Mixed media
34x23x6,5cm

Edition of 4

MuTtep Jingepcuy

MpegmeTty n3pabotenw Ha pabota
nopeka tpebawe ga pabotam
(komnner 3a akToBKa), 1998
KOMOMHMpPaHa TeXHWKa
34x23x6,5cMm.

4 konun




Graham Little Fpeam Jintn

Attachment, 1998 MNpwnor, 1998
Acrylic paint on wood akpunHa 6oja Ha gpBo
8x425x6cm 8x42,5%6cm.
Edition of 8 8 konuu




Dalziel & Scullion

The Idea of North, 1999

Compass in engraved perspex disc
Diameter 9 cm

Edition of 200

Commissioned by The Multiple
Store

HDan3wven & CkannoH
KoHuenT Ha ceBepoT, 1999
KOMMac Ha u3rpasvpaH gucK og
nnekcurnac

AvjameTap 9 cm.

200 Konuwn

HapauaHo of Multiple Store
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Mark Dickenson Mapk JukeHcoH
Painting 1-20, 1996 Cnuka 1- 20,1996
Acrylic on canvas AKpUn Ha NNaTHO
25.5x30.5cm 25,5x30,5cm
Edition of 20 20 Konuu
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Dijana Tomik Radevska Aujana Tomuk Papeecka
Turn Your Memory On, 2004 Bknyuw ja memopujata, 2004
Wooden boxes / printed PVC foils lpBenu KyTun co nevaTteHun gonuu,
Silkscreen and flat print, 15x 20 x 7 cm CUTO U BUCOK NeyaT, 15x 20 x 7 cm.
Edition of 2x 5 Tupax:2x5




comrasecnves i ik

Ana Stojkovik AHa CTojKoBuK
paranoia@soros.org.mk, 1999 paranoia@soros.orgmk, 1999
3.1"floppy discs, disc cover, photo 3.1 "dnoni fmckeT, omoT, otorpaduja
Edition of 10 10 konvm
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Edward Allington EpBapa ANVHITOH

Device for Measuring Angels, 1993 Ypen 3a mepetbe aHrenu, 1993
Sand cast bronze BpoH3a nveHa Bo necok
22x125%x35cm 22x125x3,5cm
Edition of 20 20 konun

Commissioned by Bonner Kunstverein HapayaHo o Bonner Kunstverein




Fiona Banner ®uoHa baHep

Table Stops, 2000 I'paHnyHKMUKM 3a Maca, 2000
Glazed ceramics, with wooden box rnasvpaHa KepamuKkaco apBeHa KyTuja
Dimensions as installed AUMEH3NW CNOPeq MHCTanaumjata
Edition of 100 100 konuu
Commissioned by The Multiple Store HapauaHo op Multiple Store




David Bachelor Oejsup bauejnop

One Wheel on My Tpxano Ha mojot
Monochromabile, 1998 MoHoxpomobun, 1998
Red and green versions (upBeHa v 3eneHa Bep3vja)
Metal, perspex and paint MeTan, nnekcurnac v 6oja
19%16x22cm;20x24x21 cm 19x16 x22 cm.; 20 x 24 x 21 cm.
Edition of 20 20 Konuu
Made at the invitation of n3paboTeHo No nokaxa Ha
Camden Arts Centre Camden Arts Centre




Jonathan Callan LloHaTaH Kanau

Poem, 2000 Moema, 2000
Laser-cut book with silicone Nacepcku obpaboTeHa KH1ra
40X25x25cm CO CUTNKOH
Edition of 100 40x25%x2,5cm.
Commissioned by 100 konumn
The Multiple Store Hapa4aHo op Multiple Store
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Pamela Golden Mamena FlongeH
Civil Engineering, 2000 TpagexHuwrso, 2000
Pair of porcelain cups and YWBT NOPLIENAHCKM LWonju U
saucers, decorated YWHUBUMHBE, YKPACEHW
with transfers CO oTnevaTouun
Diameter 13 cm avjametap 13 cm
Edition of 15 15 konum
Made at the invitation of W3paboTeHo Ha nokaHa Ha

Camden Arts Centre Camden Arts Centre




Graham Gussin

Ghost, 1999

'The Cambridge Atlas of the
Stars'/pulped paper disc

Diameter 20 cm

Edition of 50

Commissioned by The Multiple Store

Fpeam MNacuH

Ayx, 1999

+Kembpuiios see3geH atnac”
[VCK of} NpecyBaHa xapTuja
nawjametap 20 cm.

50 konuu

HapauaHo oa Multiple Store



Elizabeth Wright Ennsa6er Pajr

Ham Sandwich and Oxford CeHpBuy co wyHKa u,0Okchopp”
English Dictionary, 2000 aHrmMucKn peuHmi, 2000
Printed Oxford English Dictionary oTneuarteH,o0kchopa” aHrMUCKU PEYHUK
24x17x6,5cm 24 x17 x6,5 cm.
Edition of 10 10 Konwuu
Made at the invitation of n3paboTeHo No NokaHa Ha
Camden Arts Centre Camden Arts Centre



Catherine Yass KetpuH Jac

Steel: Blast Furnace (detail), 1997 Yenuk: Brcoka neuka (getam), 1997
Photographic transparency ®oTo caja v npoekTop
and light box 13,5% 16 x4 cm.
13,5x16x4cm 5 konuun
Edition of 5 N3paboTeHo Ha nokaHa Ha

Made at the invitation of
Camden Arts Centre Camden Art Center




Bob and Roberta Smith Bo6 n Po6epta CmuT

Concrete Vegetables, 1998 beTtoHcku 3eneHyyK, 1998
Concrete 6eToH
76x19x7cm 76x19x7sm.

Unique multiple €AWHCTBEH NPUMEPOK




Cornelia Parker KopHenuja Mapkep

Meteorite Lands on the MeTeopwT nara Bp3
Millennium Dome MuneHvymckarakynona
-on Buckingham Palacé - Bp3 BaknHramckara nanara
-on the Houses of Parliament - Bp3 3rpapara Ha [lapnameHToT
-on Wormwood Scrubs - Bp3 Bopmeya Ckpabc
-on St Paul 's Cathedral , 1998 - Bp3 Kategpanata Ca.[lon, 1998
Maple boxed framed maps of KapTH Ha JIOHAOH BpameHy BO jaBopoBa
London revealing burn mark left by KyTWja Ha KOw Ce rejaar Tparure
the meteorite in various locations Ofi METEOPUTOT Ha Pa/NiHM NoKaLmMmn
Set of five, each 54 x 69 cm CET Ofj NeT Nap4Miba, cexoe Mo 54 x 69 cv.
Edition of 20 at each location 20 Konuw 3a cexoja nokaumja
Commissioned by the Multiple Store HapauyaHo of Multiple Store

e BB




Sarah Staton Capa CteToH

SupaRings, 1999 Cynep npcrexu, 1999
Cast bronze nueHa bpoH3a
20x20x 10cm 20x20x 10cm.

Edition of 9 9 konwu




Aleksandar Stankoski Anekcanpgap CTaHKOCKMN

Hierarchy, 2000 Xvepapxuja, 2000
3 ink jet prints of drawing, 3 WHK LIET OTNeYaToLu Ha LUpTexX,
wood/glass neHKano, 4pBO/CTakno
21x29cm 21x29cm

Edition of 5 5 Konum




Richard Wentworth Puuappg BentBOpT

Halfa Mo, 1993 MonosuHa momeHT, 1993
Stainless steel measuring Yenuk WTOo He p'focy.a,
jug and tape MeH3ypa 1 NneHTa
Diameter 45,5 cm AvjameTap 45,5 cm.
Edition of 30 30 konuu

Commissioned by The Serpentine Gallery HapauaHo og Serpentine Gallery




Boyd Webb Gojn Be6

Skirmish, 2000 Mpectpenka, 2000
Mixed media KOMOWHMPaHa TexHWKa
Dimensions as installed AMMEH3MK Criopef MHCTanaumjata
Edition of 100 100 konun
Commissioned by the Multiple Store HapayaHo of Multiple Store




Abigail Lane

(Ann Elliot), 1992

Wood, rubber and metal tacks
Dimensions as installed

One of 20 custom made pairs,
with box

A6wren JlejH

(EH Enuom), 1992

OPBO, 'yMa U METanHu KnHLW
[LWMEH3MN Criopef nHCTanauujata
efeH og 20-Te UMBTa HanpaBaeHW
1o nopauka, co KyTuja



Langlands & Bell Nenrnenpc & ben
www, 2000 www, 2000
Laser-engraved crystal glass nacepcku U3rpaBrpaHa KpUcTanHa Yawa
10ecm 10 cm.
Edition of 100 100 konum
Commissioned by The Multiple Store HapayaHo oa Multiple Store




Julian Opie

Fiona and Richard, 2000
Painted steel and wood,

with box

Two pieces each 20.5 x 3,5 cm
Edition of 40

Made at the invitation of
Camden Arts Centre

Liynujas Onu

®Ouona v Puyappg, 2000

HaCIMKaH YenuK 1 fpBo, Co KyTuja
[BE Napuniba, cexkoe no

20,5x 3,5 cm.

40 konuu

n3paboTeHo Ha rokaHa Ha
Camden Arts Centre



Dermot O'Brien HepmonT O'Bpajax
Luminescence Ill, 1995 Ceetno 3, 1995
Silvered Light bulb and box cpebpeHa CBETU/IKA W KyThja
Edition of 100 100 Konun




Paul Winstanley Mon BuHcTteHnmn
Exhibition, 2000 W3nox6a, 2000
Cast plastic and transfers, NueHa nnactnka
with box : 1 OTMeYaToLm, Co KyTuja
Dimensions as installed LVUMEH3MW Copea WHCTanatujarta
Edition of 100 100 Konvn
Commissioned by the Multiple Store HapauaHo of Multiple Store
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Mark Wallinger

A Real Work of Art, 1993
Painted die-cast metal,
wood and metal plaque
13x12x7,5cm

Edition of 50

Mapx Bonunyep

BUCTMHCKO YMETHUYKO aeno, 1993
HaciMKaH fieH MeTan, ApBo 1
mMeTanHa gponuja

13x12x7,5cm.

50 konun



i

Zaneta Vangeli MaHeta BaHrenn
Adam and Eva, 2004 Agam v EBa, 2004
Detail Detan
4 photographs, 1987, 19 x 27 cm 4 potorpadun, 1987, 19 x 27 cm
and six belts for Tae Kwon Do 1 wect nojacu 3a Tae Kwon Do, 1990
Edition of 5 5 konumn




Rose Finn - Kelcey

House Rules, 2001

Miniature circuit board with red LEDs
encased

in vacuum-formed plastic
94X23X1.7cm

Edition of 100

Commissioned by the Multiple Store

Poys ®uH - Kencu
Npaswna Ha Kykata, 2001
MuHWjaTypHO UHTErpanHo
KOIIO, TEYHW KPUCTany BO
BaKymupaHa nnactuka
94X23X1.7cm

200 konuum

HapauaHo o Multiple Store




Tracy Emin

Exploration of the Soul, 1994
Canvas, felt, bound book and
photographs

19.5x20cm

Edition of 20

Tpejcun EMun

WcrpaxyBatbe Ha aywara, 1994
MnatHo, dunu, NoBp3aHa KHUra n
¢doTorpadpum

19,5x20 cm

20 konum



John Frankland Llon ®pexknanp

Untitled (rebagged sand), 2000 Be3 Hacnos (npeTypeH necok), 2000
Plastic sack and sand MnacTyHa BpeKa 1 Necok
77x52%x17 cm 77x52x17 cm
Unlimited edition HeorpaHuueH 6poj Ha Kkonuin
Made at the invitation of w3paboTeHo Mo nokaHa Ha
Camden Arts Centre Camden Arts Centre



Anya Gallaccio Ama lanaumo

One dozen red roses, 1992 [y3vHa upBeHu po3u, 1992
Dried rose petals, beeswax, WcyweHn nuB4mMiba 0 po3u, NYeniH
linseed oil, varnish BOCOK, NEHEHO MacTUNo, NaK u
and plastic, with box NNacTuKa, co KyTuja
42x10.1x12cm 42x10,1x12cm
Edition of 20 20 konuu
Commissioned by the Institute of Hapa4aHo oa MHcTuTyTOoT 32
Contemporary Arts coBpemeHn YMETHOCTI




Tim Head

Industrial Holes,1999

4 cut cards

Overall 29,5x5x 21 cm
Edition of 20

Made at the invitation of
Camden Arts Centre

Tum Xen

WHaycTpuckmn gynku, 1999
4 ceyeHN KapTuykn
BkynHo 29,5 x 5 x 21 cM.
20 konun

w3paboTeHo No nokaxa Ha
Camden Arts Centre




Dan Hays Oen Xejc

Sanctuary, 2001 Mpubexuwure, 2001
Digital cibachrome print, avruTaneH cnbaxpom oTreYaTok,
Perspex lenticular o6jekTuB o, Nnekcurnac
50,8x73,6cm 50,8x73,6cm.
Edition of 50 50 konum
Commissioned by The Multiple Store HapauaHo o Multiple Store




Paul Hodgson Mon XoycoH

Comedy Basic, 1997 OcHoga 3a komegnja, 1997
Bronze 6GpoH3a
27x17x6,5cm 27 x17x6,5 cm.

Edition of 50 50 konuun




Hristina Ivanoska / XpucruHa MBaHocka /

Yane Calovski Jane Yanosam
Cover page of the publication HacnosHa crpana oA nybnukatijata
Spiral Trip, 2003 Crvpanto natyeatse, 2003
Full color, 68 pages, 16,5 x 22,5 cm MNevarero B0 60ja, 68 cTpaHK, 16,5 x 225 av
Design: Ana Stojkovik [Ouzaji: AHa CrojkoBuk
Produced and published by Contemporary MpoayKLmja 1 n3naHve Ha LieHrapor
Art Center - Skopje 3a CoBpemeHI ymeTHOCTH - Ckonje
Edition of 500 Tupax: 500

B ——— s e




Damien Hirst OamueH Xpcr

Home Sweet Home, 1996 [Lome, cnapgok gome, 1996
Screenprinted ceramic CWTO NMevaT Ha KepamuKka
Diameter 21 Avjametap 21 cm.

Edition of 1500 1500 konun




'SHHHHR

Nicky Hirst Hukn Xpcr
SHHHH, 1997 Nerl, 1997
Enameled stec' emajimpaH YennKk
24x90cm 24 x 90 cm.
Edition of 10 10 Konum




Hussein Chalayan
Air Mail, 2000

Tyvek

Unlimited edition

PLLLPIPELLILY
=

A LIS ISI IS SIS Y,

XyceuH Yanajax
Bo3aaywHa nowrta, 2000
Tueek

HeorpaHuyeH 6poj Ha Koruu



David Cheeseman
Strain, 1999

Stainless steel and torch
Diameter 23 cm

Edition of 12

Made at the invitation of
Camden Arts Centre

DejBug Ynsmax
Wcrernyeatbe, 1999

Yenuk WTo He p'focysa v namba
Aujametap 23 cm.

12 konum

n3paboTteHo o nokaxa Ha
Camden Arts Centre




Slavica Janeslieva CnaBuua JaHewnvesa

T-shirt Diary, 2000 [HeBHUK Ha manukn, 2000
Silkscreen on textile CUTO Neyar Ha TekcTun
Edition: 50

50 konuu







5. Awa lanaumo

Ypap, 1997

CUTO OTNEe4aToK Ha orneganc
8x10x0,5cm.

25 Konum

npuBaTHa 36vpka

Anya Gallacio

Blow, 1997

Silkscreenad glitter on mirror
8x10x0,5cm

Edition of 25

Private collection

6. KpuctuHa Mekn
Mpwnor, 1994

NNaTHo, MnacTvKa, CTakno
30,5 x 30,5 cm.

9 konun

nﬁmaama 36MpKa
Christina Mackie
Attachment, 1994

Fabric, glastic, lass
30,5x305cm

Edition of 9

Private collection

7, Ennzabert Jle MouH
Tonka 3a nnaxa, 1996
NONNETUNIEHCKN Kecu,
MONMEeCTepCKkU BNakHa
AnjameTtap 3,5 cm.
HeorpaHunyeH 6poj konun
npwBaTHa 36upka
Elizabeth Le Moine
Beachball, 1996
Polythene bags,

polyester filament
Diameter 3,5 cm
Unlimited edition

Private collection

8. CajmoH NMepuToH
Ckannen, 2000

ofoeHa xapTuja

6x1cm.

HeorpaHuueH 6poj npumepoLu

Cynep npopasHuuya / SupaStore

1.AN :
AnyMUHWYMCKO opyje, 1999
JIMEH anyMnHUYM

10x8x

100 konuwn

Al

Aluminium Guns, 1999

Cast aluminum

10x8x2cm

Edition of 100

2. Cajmon Bun

Enndusa, 1998

LPBO, YenuK 1 060eH rpalok
7x5x5cm.

9 konuu

Simon Bill

Pineal Gland, 1998

Wood, steel and painted pea
7x5x5cm

Edition of 9

3. llejk u iuHoc Yenmen
TenedoHcKa KapTuuka, 1995
nnacTtuka

55x85cm. 3
HeorpaHuyeH 6poj Konuu
npuBaTHa 36vpka

Jake and Dinos Chapman
Phone card, 1995

Plastic

55x85cm

Unlimited edition

Private collection

4. Knep Kopuran
HajronemuoT LekuH Ha ceetoT, 2000
nnacTuka

awnjameTap 9 cm.

50" konun

Clare Corrigan

The Worlds Biggest Sequin, 2000
Plastic

Diameter 9 cm

Edition of 50




Simon Periton

Scalpel, 2000

Coloured paper

16x1cm

Unlimited edition

9. Capa CreToH

MwuHu umrapu, 1993
ofoeHa npecysaHa XxapTuja,
CyHIep W KapTOHCKa KyTuja
50 konumn

Sarah Staton

Mini Cigarettes, 1993
Painted paper pulp, sponge and
cardboard box
9x4x7cm

Edition 50

10. Capa CreToH

lonema yurapa, 1991
oboeHa NpecyeaHa xapTuja
27x12x12¢cMm.
HEOFEBHMHEH 6poj npvmepoLmx
Sarah Staton

Large Cigarette, 1991
Painted paper pulp
27x12x12cm

Unlimited edition

11. Capa CreToH

Kpna 3a cagosu, 1995
TyWHa neH

40 x 50 cm.

35 konun

Sarah Staton

Dish Cloth, 1995

Ink on Linen

40x 50 cm

Edition of 35

12. Capa CreToH

Konue, 2000

nenen

Anjametap 27 cm.

50 konun

Sarah Staton

Button, 2000

Ash

Diameter 27 cm

Edition of 50

13. Capa CreToH

rna, 2000

APBO 1 060eH anyM1UHUym
37x2x2cm.

50 konun

Sarah Staton

Needle, 2000

Wood and aluminum paint
37x2x2cm

Edition of 50

14. Capa CreToH
MoHeTta, 1993

o6oeHa npecyBaHa xapTvja
nujametap 10 cm.

100 konuwu

npwBarHa 36upka

Sarah Staton

Coin, 1993

Painted paper pulp
Diameter 10 cm

Edition of 100

Private collection
15.TesnH TpK

bactyH, 1295

nonupaHo ApBo 1 cpebpo
P 30x2x2 cpM.

9 konuu

npuveatHa 36upka

Gavin Turk

Walking Stick, 1995
Polished wood and silver
30x2x2cm

Edition of 9

Private collection
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Multiplication — A British Council touring exhibition of
Artists’ Multiples
Museum of the City of Skopje, Skopje, 26.07 — 22.08.2004
Exhibition selected by Diana Eccles, Brett Rogers, Sarah Staton
Exhibition co-ordination overseen by Jo Gutteridge and Louise Wright
Exhibition registrar: Dana Andrew
Exhibition setting design by Sarah Staton and built by Shape and Visual
Arts
Workshop: Craig Henderson, Marcus Alexander, Tony Connor, Gareth
Hughes and Peter Marigold
With thanks to: Sally Townsend (The Multiple Store), Jacqueline Jeffries
and Giles Eldridge (Camden Arts Centre, London), Dr. Stephen Bury (The
British Library), Andree Cooke, Colin Ledwith, Paul Stolper, Sadie
Coles HQ, Pauline Daly
All works of the British artists are from the British Council Collection
unless stated otherwise.
Exhibition co-ordination in Macedonia: Jasmina Namiceva

Multiplication — The Macedonian Way
Open Graphic Art Studio, Skopje, 26.07 — 26.09. 2004
Uniqueness of Multiplication, public discussion, 27.07. 2004
Production: Museum of the City of Skopje — Open Graphic Art Studio
and Swiss Cultural Programme Macedonia, unless stated otherwise.
Curator and text: Suzana Milevska
Translation from English: Maja Hadzimitrova — Ivanova
Images © The Artists
Texts © Dr. Stephen Bury and Suzana Milevska
Photography: Mathew Hhollow, Rodney Todd — White & Son, and
Stanimir Nedelkovski
Lay-out of brochure: TRI publishing centre
Pre-print and printing:
Catalogue © British Council Macedonia




Dr. Stephen Bury'
Artists’ Multiples, Artists Multiplied

Perhaps the chief characteristic of the artist’s multiple is its
resistance to definition. The term was first used in the 1960s
to describe an artwork that was neither a print nor an editioned
cast sculpture but was still intended to be produced in a large
number of copies. Here agreement abruptly ceases. Did it have
to be manufactured by someone other than the artist? Should
it be small and portable or could it be large — and how would it
compare with jewellery at one extreme and sculpture at the
other? What was the least number of copies that would consti-
tute ‘a large number’ — ten, twenty, fifty, a hundred or an unli-
mited edition? Was the artist’s multiple always three-dimen-
sional? Had it to be cheap and so potentially available to all?
How did it relate to pre-existing consumer products that have
an artist’s endorsement or to products commercially available
but designed by an artist? Could an object pre-existing in the
world be changed into an art-object by the artist’s fiat — and
editioned ‘readymade’? And, lastly, if a large artwork or instal-
lation was made up of similar units, which were therefore
saleable separately, could these be artists” multiples too? The
artist’s multiple is a shorthand description for various objects
made by artists since the 1960s; and as artistic practice has

! Dr Stephen Bury Head of Modern English, The British Library and the
author of Artists’ Books (1995) and Artists” Multiples (2001)




varied so widely throughout the twentieth and twenty-first cen-
turies, so interpretation of what a multiple can or cannot be
has been constantly challenged. To the extent that Bob and
Roberta Smith (a multiple name for the singular Patrick Brill)
produces what he calls ‘one-off’ i.e. unique multiples, the defi-
nition has become a material from which the artist makes the
multiple anew each time.

It is a distinctly twentieth-century phenomenon and the re-
sult of the conjunction of two related developments. Firstly,
philosophically, the auto-nomy of the artwork had begun to be
seriously questioned. Walter Benjamin in ‘The Work of Art in
the Age of Mechanical Reproduction’ (1936) argued that indus-
trialisation and the rise of the mass audience had ended the era
of unique, authentic art objects — those possessing ‘aura’. Me-
anwhile, art movements from cubism, futurism and construc-
tivism began to question the role of the artist in the making of
art — the artist could take on the mantle of the fabricator and
employ the materials and methods of industrial production, or
become the supplier of a *blueprint’ for someone else to manu-
facture ‘the work of art’. Two World Wars, and an economic
depression in between, probably delayed the logic of this de-
velopment until the 1960s. Late 1960s and early 1970s con-
ceptualism with its de-emphasis on uniqueness and its eschewal
of the gallery system intensified this underlying tendency. Se-
condly, related to this strand, were developments in industrial
processes and materials. From the end of the nineteenth century




onwards and increasingly after the Second World War, such
innovations as anodization, electroplating, dye-cutting, screen-
printing, dye-transfer, vacuum-forming and a succession of
new products sculpt-metal, Celotex, Contiboard, fibreglass,
foamcore, Hydrocal, latex, mylar, Perspex, polyethylene, po-
lypropylene, polystyrene, polyurethane, Rhoplex, styrene and
styrofoam, provided the underpinning of consumerism — mass
production, mass distribution (through packaging and new
forms of transport), mass advertisement and mass consump-
tion. The average home was permeated by new products made
from new materials, employing new processes: artists too live
in homes and could not but be influenced by these new products
and materials. The artist’s multiple began to mimic and parody
these everyday goods, and, in so doing, question what had been
traditionally acceptable as art. If industry in the nineteenth
century had used art as a superstructure — where industry was
disguised in such classical terms as a Vulcan’s forge, by the third
decade of the twentieth century, industrial capitalism and then
consumerism could vaunt itself, nakedly, as art.

The British multiple includes not only multiples made by
British citizens but those made by them abroad and by non-
Britons in Great Britain. Increasingly worldwide movements
impinged on Britain or had autochthonous proponents — fluxus.
pop art, op art, kinetic art, minimalism and conceptualism.
What was the first British artist’s multiple is still a matter of
debate. One possibility would be Bag Piece (1961) by the Japa-




nese/American musician and artist, Yoko Ono, a 160 * 117
cm. cotton bag, manufactured by Bag Productions, Ascot. in
an unlimited edition, and later shown in the ‘3 > ! new mul-
tiple art’ exhibition at the Whitechapel Art Gallery (1970-1),
one of the main conduits of 1960s multiples into the Arts
Council Collection. But there is a serious question mark against
this date. Stuart Brock’s Chromasound (1966), a plastic, sound
and light piece in an unlimited edition produced by the Lisson
Gallery, London, would be a good candidate for the first British
multiple by a British artist. A little later, Unlimited, Bath,
published multiples by Kenneth and Mary Martin and Lilane
Lijn: their pronouncements on the multiple were particularly
trenchant in their championing of the division of labour in the
process of making art — for Lijn “when a sculpture is made in
a factory and does not depend on the ‘touch’ of the artist for
its magic, there is no reason why it should not be produced in
unlimited quantities” and Mary Martin insisted that “works of
art are not memories... they are physical, material presences
meant to be handled, gazed upon and lived with.” But con-
structivist idealism was overwhelmed by the success of pop.
The 1960s economic boom and the swinging London scene
were significant factors in the success of print publishers like
Editions Alecto (founded in 1960 by Paul Cornwall-Jones and
Michael Deakin, later joined by Mark Glazebrook. John Guin-
ness, Anthony Longland and Joe Studholme), Petersburg Press
(founded by Paul Cornwall-Jones in 1967) and Waddington
Graphics (founded by Leslie Waddington in 1966). American




pop artists such as Jim Dine and Claes Oldenburg made mul-
tiples in London: Oldenburg’s London Knees: 1966 (1968) con-
sists of a pair of slightly malleable polyuret-haned latex knees,
referencing the craze for mini-skirts and go-go boots of con-
temporary fashion, (and mirrored, rather than left and right)
in a cloth case with photo-lithographs in an edition of 120,
published by Editions Alecto. The by-lines are revealing: the
prints were made at Lautrec Litho, Leeds and Editions Alecto,
London; the knees manufactured by the mannequin manufac-
turer, Models, London, and coated by Hadfields Radiation Re-
search, Surrey; the acrylic base by J. Watson and Co., London
and the case by F. & J. Randall, London. The division of labour
is self-evident.

The 1970s and 1980s were a comparatively quiescent pe-
riod for the British artist’s multiple. Oldenburg, Ono and Di-
eter Rot still produced some of their multiples in Britain but,
despite efforts by Joe Tilson, lan Hamilton Finlay (whose
mode of employing illustrators, typographers, graphic design-
ers and stone cutters perfectly suited the production ethos of
the multiple), David Tremlett and Richard Wilson, there was
little activity. Multiples, like prints, seem very susceptible to
economic recession. Between the denial of any object implicit
in conceptualism and the resistant and more inelastic market
for painting and sculpture, both the print and multiple fal-
tered. The artist’s multiple seemed to have survived slightly
more easily in the USA and mainland Europe: it was a period




when Joseph Beuys was at his most productive and innovative.

In Britain the 1990s saw a slow upturn in economic fortunes
and both prints and multiples began to flourish again. But was
this a revival or was the 1990s multiple a different phenom-
enon? If economic upturns were the usual determinant of vigor-
ous multiple production, the non- economically engaged mul-
tiple — not intended for sale in the sense that a 1960s multiple
would be promoted by a gallery or print workshop, began to
flourish in the 1990s. Artists evaded or ignored the gallery
system — they organised their own exhibitions (Damien Hirst);
they functioned as writers (Matthew Higgs, Juan Cruz) and
formed bands (Martin Creed, Georgina Starr). And they ran
their own ‘galleries’.

Tracey Emin and Sarah Lucas’ ‘Shop’ (1992) and Sarah
Staton’s ‘SupaStore 93’ (1993-8). like Claes Oldenburg’s “The
Store’ in 1960s New York, championed the handmade and,
therefore necessarily, small edition as opposed to the large
editions of fabricated multiples published by commercial gal-
leries. Conventional dichotomies of the artwork/multiple
(where the multiple was really a repeated artwork) and the
assisted-readymade/multiple began to be questioned: indeed,
the notion of the ‘artwork’ became suspect. Mariele Neude-
cker’s plaster, watercolour and filter-floss Mountain was made
in an edition of 7: but to all intents and purposes these are what
would have traditionally been called repeated or a series of




artworks. The ‘readymade’ is usually thought of as the oppo-
site of an artist’s multiple, importing the everyday into art
whereas the multiple exports the art object into everyday life.
But artists such as Mike Nelson Towards a Lexicon of Phe-
nomena and Information Association. An Introductory Home
Apparatus (Plastic Ono Band) used assemblages of found ma-
terials to make multiples. 1990s artists were prepared to
repeat artworks and employ ready-mades — and they called
both artist’s multiples.

Traditionally, there had been the assumption that the artist’s
multiple was three-dimensional, and photographs, prints and
books could not be counted as multiples. The huge multiples
output of Joseph Beuys in the 1970s and 1980s undermined
this assumption. The 1990s took this critique further. Paul
Winstanley’s Exhibition (2000), six transfers on cast plastic,
with images of Augéan non-spaces — timeless and anonymous
waiting rooms and student lounges — offers purchasers the
opportunity to hang their own exhibition of “paintings’: a
1998 exhibition at the Tate itself becomes a new artwork, a
game or toy, a multiple in an edition of 100. Mark Dickenson’s
Painting: 1 to 20 (1997) with its rows of numbers painted in
acrylic on canvas (perhaps a reference to ‘painting by num-
bers’) is a painting as much as a multiple, although there are 20
of them, almost identical. The two/three dimensional dilemma
is neatly sidestepped by Dan Hays: his Sanctuary (2000) with
its perspex lenticular over a digitalcibachrome print is a two-




dimensional ‘painting’ (I appreciate this has a depth too) but
through optical distortion the empty hamster-cage is pro-
jected as an object into our space.

Because of the priority accorded the visual text surface, books
— perhaps the first truly mass-produced object — have been
seen as two dimensional. Cornelia Parker’s Meteorite lands
on... (1998) uses the burn-marks of a reheated meteorite frag-
ment to scorch famous landmarks on the London A-Z atlas,
penetrating to the maps below, undermining the traditional
two-dimensionality of print and text/image surface. Graham
Gussin has taken this even further: Ghost (1998) is a pulped
copy of ‘The Cambridge Atlas of the Stars’: compressed in a
disc-shaped mould, the pages and inks becoming a ghostly
planet or astronomical ‘hole’, an object or three-dimensional
wall plaque. But the transformation need not be so literal:
Simon Periton’s Scalpel (2000) has a flat image of the said
scalpel on a sheet of paper, as if it could be used to cut itself out.

The question of the size of edition was given a 1990s answer
to. The constructivists of the 1960s had ideologically favoured
unlimited editions although in practice they operated in the
50-100 bracket, as did (for very different reasons) the pop
artists. Many of the 1990s self-publishing artists, not employ-
ing fabrication by others as a mode of production, operated at
a 3+ level — three being the magic Duchampian number that
made something not unique or a pair. But some were prepared




to push at the uitimate taboo: Bob and Roberta Smith has
developed the ‘one-off multiple’, an oxymoron, but Concrete
Vegetables or Cars (2000) suggest that the multiple is a con-
cept, a mode of artistic production, and that its numbers or |
edition size are irrelevant.

The case against the identical, mass-produced artist’s mul-
tiple was strengthened by the interest of artists in the imper-
fect, rejected product of the production-line, and by an inter-
est in those products that had fallen by the wayside in the
process of consumerism — the toys and domestic products that
find their way by a sort of gravity of taste to the street traders’
stalls and reject shops. In his contribution to the seminar,
‘Multiple Meanings and the Object’ at the ICA, London, Gren-
ville Davey, who had recently made slipware versions of his
Little Emperor (1998) multiple, published by the Multiple
Store. London, with very high production values, talked about
the imperfect, the fault, what he called ‘the wobbly’, the er-
ror, the mistake and the distressed as a line of resistance against
industrial perfection. Of course, the latter is exaggerated and
the history of innovation, as Petroski (1992) has shown, is
littered with failure — the can invented before the can-opener,
or the zipper that did not function properly in its first fifty
years. And the consumer market is plagued by product with-
drawals. This attitude towards the imperfect perhaps argues
against the ‘works’ of the Homebase/Tate project, ‘At Home
with Art’ (1999), involving artists such as Richard Deacon,
Anish Kapoor and Alison Wilding working with industrial de-
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nese/American musician and artist, Yoko Ono, a 160 * 117
cm. cotton bag, manufactured by Bag Productions, Ascot. in
an unlimited edition, and later shown in the ‘3 > ! new mul-
tiple art’ exhibition at the Whitechapel Art Gallery (1970-1),
one of the main conduits of 1960s multiples into the Arts
Council Collection. But there is a serious question mark against
this date. Stuart Brock’s Chromasound (1966), a plastic, sound
and light piece in an unlimited edition produced by the Lisson
Gallery, London, would be a good candidate for the first British
multiple by a British artist. A little later, Unlimited, Bath,
published multiples by Kenneth and Mary Martin and Lilane
Lijn: their pronouncements on the multiple were particularly
trenchant in their championing of the division of labour in the
process of making art — for Lijn “when a sculpture is made in
a factory and does not depend on the ‘touch’ of the artist for
its magic, there is no reason why it should not be produced in
unlimited quantities” and Mary Martin insisted that “works of
art are not memories... they are physical, material presences
meant to be handled, gazed upon and lived with.” But con-
structivist idealism was overwhelmed by the success of pop.
The 1960s economic boom and the swinging London scene
were significant factors in the success of print publishers like
Editions Alecto (founded in 1960 by Paul Cornwall-Jones and
Michael Deakin, later joined by Mark Glazebrook, John Guin-
ness, Anthony Longland and Joe Studholme), Petersburg Press
(founded by Paul Cornwall-Jones in 1967) and Waddington
Graphics (founded by Leslie Waddington in 1966). American



pop artists such as Jim Dine and Claes Oldenburg made mul-
tiples in London: Oldenburg’s London Knees: 1966 (1968) con-
sists of a pair of slightly malleable polyuret-haned latex knees,
referencing the craze for mini-skirts and go-go boots of con-
temporary fashion, (and mirrored, rather than left and right)
in a cloth case with photo-lithographs in an edition of 120,
published by Editions Alecto. The by-lines are revealing: the
prints were made at Lautrec Litho, Leeds and Editions Alecto,
London: the knees manufactured by the mannequin manufac-
turer, Models, London. and coated by Hadfields Radiation Re-
search, Surrey; the acrylic base by J. Watson and Co., London
and the case by E. & J. Randall, London. The division of labour
is self-evident.

The 1970s and 1980s were a comparatively quiescent pe-
riod for the British artist’s multiple. Oldenburg, Ono and Di-
eter Rot still produced some of their multiples in Britain but,
despite efforts by Joe Tilson, lan Hamilton Finlay (whose
mode of employing illustrators, typographers, graphic design-
ers and stone cutters perfectly suited the production ethos of
the multiple), David Tremlett and Richard Wilson, there was
little activity. Multiples, like prints, seem very susceptible to
economic recession. Between the denial of any object implicit
in conceptualism and the resistant and more inelastic market
for painting and sculpture, both the print and multiple fal-
tered. The artist’s multiple seemed to have survived slightly
more easily in the USA and mainland Europe: it was a period
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Suzana Milevska
MULTIPLICATION - THE MACEDONIAN WAY

Starting from the position that there is no singular defini-
tion of the multiplied object — multiple, the participants of the
exhibition Multiplication — The Macedonian Way attempt to
individual interpretation of this particular medium. The Brit-
ish Council touring exhibition of artists’ multiples by con-
temporary British artists was a direct provocation for a kind
of questioning of the differences in the cultural, economic and
social context that result in various kinds of multiplications.

Along each attempt for defining of the medium of multiple
the banal question for the necessary number of copies in order
to name an art work multiple pops up. As in the case of ‘one-
off multiple” or unique multiple — the oxymoronic term of the
British artists Bob and Roberta Smith (actually a multiplied
pseudonym of the artist Patrick Brell) in many of the exhib-
ited art works within the context of this exhibition the borders
of the definition of the medium have been expanded under the
influence of the contextual and culturally specific approach
towards the medium. Irony and critique of the consumer soci-
ety and its cult for production/reproduction, the fanaticism in
adoration of the original, as well as other cultural phenomena
are also directly related to this art medium.

In several previous occasions within the solo and group pro-
jects of the Open Graphic Art Studio (e.g. Graphic Experiment




1 -2, 1997/2000) the reflections of the problem of relation
between original and copy, reproduction, copyright etc, par-
ticularly within the medium of printing, were present through
different art works when the artists were not only expanding
the field of printing but also applied the multiple as a possibil-
ity for linking the principles of printing to the more contem-
porary media such as ready-made, photography. installation,
video-art, etc.

Common to almost all artists and projects from this exhibi-
tion is the re-thinking of the differences between the perfect-
ly and industrially produced object, which application in art
context is known as ready-made, and the art multiplication
that although based on similar postulates, gives way to more
possibilities of interpretation of the mere act of serial reproduc-
tion.

The pre-existing interest for the relation between the singu-
lar art act and the reproduction or multiplication as contradic-
tion to the uniqueness of the art work and determined critical
approach towards the medium is evident among the invited
artists.

For *aneta Vangeli this interest is present in her very first
installations, starting with her complex investigations of the
theological conception of the production of sacral multiple —
the icon, as one of the basic principles of Byzantine art, but
also with exhibiting of the ‘original’ multiple from the Klaus
Steck’s edition of Joseph Beuys’s multiples (Home Video, 1995).
The border between ready-made and multiples is not empha-



sized in Vangeli's work, mostly because, as is the case with
other media as well, she constantly re-defines their function,
e.g. in Adam and Eve, 2004.

In the works by Hristina Ivanoska and Yane Ealovski the
multiple appers in several different levels: as a prototype (mu-
tual project: The Blanket for Fun and Emergency, 2001 or in
the for homeless from Ivanoska’s series of drawings Homeless-
ness as Home, 2002), in series of several copies, but also in
large editions (the publication for their collaborative project
Spiral Trip, 2003 or Calovski's concept for the art archive
Revolver’s pilot magazine D, 2004). The critical approach and
subtle irony directed towards the multiple in these projects,
especially when having on mind the ones aimed to homeless
that can hardly be imagined as common consumers.

The limited edition of ten copies of the comic strip Non-
identified by Aleksandar Stankoski was published independently
in 2000. It was a direct result of the resistence of the artist
towards the art institutions and publishers that get involved in
the process of multiplication of art works with various inter-
ests that often differ from the interests of the artists them-
selves. The multiplication of several different maps in which
Macedonia was included in the borders of different states from
The Portrait of the Citizen of EY.R.O.M., 1998 (with B. Sraka-
njac) was also an ironic application of multiple. In the art
works by Slavica JaneSlieva this medium is usually used as a
metaphor for the human reproduction (Genealogical Tree,
1997), control over time, repetition and procesual differences




(e.g. for the ritual of celebrating the birthday in T-shirt Diary,
2000). but also as a warning for the limits and passing of life
and objects (Fragility of Life, 2003). For Dijana Tomic — Ra-
devska (that in parallel to her printing activities turned her
prints to limited editions of carpets — multiples) multiplication
is linked to the process of reproduction of memories. By using
old photographs she activates the memory and thus the memo-
ries/souvenirs become multiplies that are never identical.

A very complex cultural and political critique of the non-
repetitiveness of the perfect ready-made in the conditions of
transition was the basis fundamental for the Igor ToSevski’s
project Dossier’ 96, 1997. Out of that project derived the work
Nor-ready-made, 2004 that in a way calls for a questioning of
the logic of multiple in the local context when the results of
production and reproduction in the conditions of problematic
processes of privatization and shift in the ownership of means
of production and labour power and labour relations necessary
reflect on the process of production of art work and on the
position towards its multiplication. Finally, Ana Stojkovic with
her digital records from the project paranoia@soros.org.mk

registers, but also criticize the unlimited power for multiplication
and distribution of information with internet, more precisely
warns to the enormous possibilities for its abuse, e.g. for sur-
veillance, with which the multiplication as a basic principle of
the virtual medium can turn against its own positive direction
towards free flux of information.
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