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TOHW KPE
TONY CRAGG

Touu Kper/Tony Cragg, Spectrum, 1977, nnactuka/plastic, exhibitions view, MOCA, Skopje
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JlunjaHa Hepnenkoscka

TOHW KPEL

BO MY3EIOT HA COBPEMEHATA YMETHOCT
BO CKOMIE

TONY CRAGG

LlenokynHata akTmBHOCT Ha ToHu Kper ykaxysa Ha eaHa AucTaH-
uvpaHa nosuumja oa KnacuyHaTa CMUCIa Ha co3aBarbeTo: 0cno-
604eH 04 BUCOKONApHUTE naeu 3a CKyNTyparta Kako NpuBuiuri-
paHa kaTteropuja BO CUCTEMOT Ha BpeAHOCTUTE, TOoj 1 npucTanysa
Kako KOH eiHa KopucHa (hukumja, Kako KOH cyncTaHua mefy MHOLL-
TBOTO CYMNCTaHUMU WTO ja COMMHYBaaT KynTtypara. A Kyntypara 3a
HEro He e HALWITO APYro TYKy 36Mp Ha KOPUCHW NPOU3BOAM, UK KAKO
LITO TOj MM HapeKyBa e/ileH BUA CEKPETH KoM TeNoTo ru uchpna 3a
Aa moxe fa noctou. Minu: "Toa ce cyncTaHuum kKo Tpeba aa ru
npousseneMe 6UAejKn TUe HW ro OnecHyBaaT HaWeTo MPeXu-
ByBah€ UCTO OHaKa Kako LTO NajakoT ja npasu ceojaTa mpexa"’,
Bo Taa cekpeuuja HapeyeHa KynTypa cKynnTypaTa npeTcrasyea
eneH nocebeH BuA Ha cekpeT. OTBapajku eaHo WMPOKO none Ha
MOXHOCTU Ha "naderse" Ha Toj cekpeT, ToHu Kper Hé coouysa co
e/Ha MOLUHe BUTasiHa 1 peyucH cocema HenpeasuanuBa cocTojba
Ha Wupere Ha MpOoCTOPOT Ha CKynnTypaTa , NPOCTOP BO KOj
NocTOjaHo ce CpeTHyBame CO HOBM U HeoYeKyBaHu hopMu M co-
LPXUHM,

ToHu Kper e yMeTHMK CO OrpOMEH Onyc, yMETHWUK Yuu ena ce 3ac-
TaneHu BO HajpeneBaHTHUTE W3AaHMja WTO Ce OAHecyBaaT Ha
ymeTHocTa Ha 80-Te roavHu. Toj ce cmeTa 3a KnyyHa urypa Ha
TakaHapedeHaTta "Hosa 6putaHcka ckynnTypa“, 3a YMEeTHUK KOj
WTO ja Aaae rnasHaTa Hacoka Ha pa3BojoT Ha CKynnTypara 8o 80-
Te.

Manoxb6ara Ha ToHn Kper wTo ce oapxa Bo MyaejoT Ha coBpeme-
HaTa ymeTHocT Bo Ckonje (dhespyapu-mapT 1997) Gele nasoHpea-
Ha MOXHOCT 04 6nMcKy Aa ce 3ano3HaemMe CO TBOPELWTBOTO Ha 0BOj
ronem ymeTHuk. Mianoxobarta 6elwe KoHUMNupaHa kako "mana" pe-
TPOCNEKTUBa COCTaBeHa 04 TpUHaeceT Aena HacTaHaTv mefy 1978.
n 1994. : New Stones : Newton's Tones, 1978; Pakeru, 1981; 2macy,
4 kamersa, 1983, [1nogosu Ha Hewwja pabora, 1989; MarnacTupcku
karegpanv, 1990; Loxaarneuy,1990; MurepariHa xwmua, 1990; @op-
munngpepa, 1990; Bua, 1990; @urypu ogq 6pomua, 1992; Cryyy-
Barbe, 1993; AamuuuctpaTusHa uesnynosa, 1993 u ObuyHu noTpo-
wysaym, 1994,

New Stones : Newton's Tones oa 1978., e napagurmaTcko aeno Ha
Tonu Kper, geno 3a koe JIuH Kyk Benu geka " ... peTpocneKkTUeHo
TOYHO ja oapeayBa KpuTudkara npecspTHuua. CounHeTa oa nnac-
TUYHKN Aenyuiba cobpanu Bo 6nv3nHa Ha ranepwjara, notoa ua-
NOXEeHW cornacHo 6ouTe Ha CNekTapoT, Taa PaAVUKanHO ro MeHy-
Ba OMceroT Ha pedhepeHuUnM N yKaxKyBa Ha 3Ha4YeH-eTO Ha rnasHu-
OT NpeaMmeT, 3aAp>XKyBajKu Npu Toa HEKOM CTaBOBK 33 NPOLECOT U
co3aaBareTo KoM rv Haofame Bo aenarta Ha AHape u Jloxr. Osa
Aeno ja UCTakHyBa 0Baa npeopyeHTaumja u NOBTOPHOTO AehUHM-
parbe, a He AMPEeKTHOTO oTdpnarse, WTo Habp3o Ke ja TpaHcdop-
MMpa yMeTHOCTa Ha cospemenvumTe Ha Kper'?. Osaa koHcTaTta-
uvja Ha i Kyk ykaxkyBa Ha OHOj 3Ha4aeH NpecspT WTo AefoTo
Ha Kper ro nHayrypuvpatue Bo NoneTo Ha CKy/nTypaTa npu KpajoT
Ha 70-Te, a KOj MOXe Aa ce YnTa Kako NPOAOSIKYBaHe Ha HeKou
acnekTy Ha AOMUHAHTHUTE YMEeTHUYKM ABUXKEHa 04 Toa Bpeme,
HO UCTOBPEMEHO 1 Kako 0ANyYyBaYku Yekop Hanpea. Mako Bo oBa
Aeno ceé ywre ce 3abenexysa BnujaHueTo Ha Puyapa JloHr (Bnu-
jaHue 3a koewTo Kper e cocema CBeceH: "BO Hekoja cMucna, cé
ywTe Hanukysawe Ha aeno Ha Pudapa JIoHr Koj, cekako, umaile
3Ha4ajHo BfMjaHWe BO HEroBOTO cO3AaBare, HO YyBCTBYBaB AeKa
Ke Tpeba aa ce cnpasam CoO Toa BO MOUTE uaHu aena'?), cenak Bo
HEero ce OTKpMBa €4eH cocema NovHakoB Ha4YuH Ha pasmucnyea-
He: 3a pasnuka oa JloHr u Heroearta "noetuka Ha NpPocTopoT” BO
KOjalwTo ce oupTyBa BpcKarTa Mefy YOBEKOT M npupoaaTa Bo Hej-
3uHaTa eceHuujanHa, yHusepaanHa aumexsuja, kaj Touum Kper ce
OTKpuBa eaHa nouHaksa noruka. OHa WTo BO HErosuTe gena oa
70-Te ce jaByBa Kako CBOEBWAHO NapTuuMnupare Bo AOMEHOT Ha
KOHUEenTyanHaTa u cvpomallHaTa yMeTHOCT, cera Bo 0Ba Aeno ce
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TOHW KPET

oTBapa KOoH eAeH "nocopmaneH npuoa KoH paborara': cKynnTy-
paTta BeKe He ce pa3MucnyBa Kako CUCTEM Ha UAeu, 3anucuy v 3Ha-
UM, TYKY Kako ejHa OTBOpEHa MOXHOCT Ha pasnM4Hu nocTankv npu
LITO CKYNNTypaTa ce YnTa 1 Kako AUCKYPC 1 Kako NpucycTeo, naeja
¥ npeTcTasa, Npouec U matepujan, npeameT u cnuka. "New Stones
: Newton’s Tones" npeanara eaeH HOB OAHOC Mefy MaTepujanoT u
npeaMeToT, OAHOC KOjWTO BeKe Bo HapeaHoTo aeno ("LipseHa

Paxern / Rockets, 1981, apso/wood

koxa'oa 1979.) Ke ce HAAOMNONHM CO ACNEKTOT Ha CnnKaTa co WTo
Ke Ce M3MEeHW Ha4YMHOT Ha KOjITO AOoToraw ce yutawe marepuja-
not. MarepuvjanuTe u npeaMeTUTE BEKe He ce pasrneaysaar Kako
W3BOEHM KaTeropuu, TyKy Kako mefycebHO KoMnaTtubunHu: mMa-
TepujanoT ro CoNMHyBa NPeAMeTOT UCTO Kako WTO NpeaMeToT
cTaHyBa matepujan. OaHOCHO "MarTepwjanoT U NpeaAMeToT npeT-
CTaByBaar CfvKa, a crimkara u MaTepujanoT ro couuHyBsaar npea-
METOT, UCTO KaKo LUTO CnukKaTa u NpeaMeToT cTaHysBaaT mMaTepu-
jan"*. OBOj 0AHOC, KOjWTO HA HEKOj HAa4YuH Belle aHTUuuMnNupaH Bo
"New Stones : Newton'’s Tones" , HO BUCTUHCKM 6elle nocTaseH BO
"LipseHa koxa", a ocobeHo Bo "XKonTtuoT cpn", 6elle 0BO3MOXEH
He nopaav Toa WTOo Toj MaTepujanuTe n npeameTuTe r nsbupatue
BP3 OCHOBA Ha HMBHATA CTPYKTypa, UNK Nak Bp3 OCHOBA Ha CMU-
cnarta Ha cybjekTuBaTa 0AnyKa, TYKy Bp3 OCHOBA Ha HUBHaTa ea-
HOCTaBHa (hyHKUMja WTO TVe ja UMaaT BO eAHa uenvHa, a Toa e
uenuHaTa Ha NpU3BeAeHOTO, KyNTypHOTO munje. 3a Kper kynTyp-
HWOT, NPOU3BEAEHVMOT aMbueHT npeTcTasysa Hawa Hosa "npupo-
Aa", na oTTaMmy HeroBUOT UHTEpeC 3a 06UYHWUTE, CeKojaAHEeBHN Ma-
Tepujanu u NnpeaMeTH, 0TTaMmy WHTEpPecoT U 3a"HajBynrapHuoT,
HajeBTUHMOT" MaTepujan: nnacTukara. Co oBoj maTepujan, co He-
rosarta pasapobeHa, thparmeHTupaHa "npupoaa”, Kper ru cosaa-
e 8o nepuoaoT oa 1979 go 1985. HajhacuUMHAHTHUTE NOAHU U
svaHu " cnuku' Ko npousnerysaart oA ypbaHarta cpeavHa, "oa
MacoBHaTa KynTypa v nonynapHuTe Mutosu's. Toa ce BCyWHOCT
HajoOUYHM CITMKU NPEB3EMEHU 0] CEKOjAHEBHNOT XUBOT: CIVKK Ha
aBMOHM, PAKETH, WNLWNHLA...HOBEYKM thurypw (nonvuajum, Uuavjax-
uu..), nTuum...lNMoHekoraw BO CBOUTE NOAHWU U SUAHU "CNUKK' Ha-
MECTO NNacTukKa KOpUCTW ApYyr MaTepujan, napuvra oA ApBO UNn
0TNaaouM, Kako WTo e Cnyyaj co suaHaTta uHctanauuja "Paketun”
on 1981. BO KojallTo cnuMkara Ha pakeTute e ohopmeHa co oboe-
HW napy4uHba ApBo.

Ona cpeavHata Ha ocymaeceTTuTe Kper paboTw TpoavMeH3noHan-
HM "CKyNNTYpW" KOM WTO npectasyBaaT KOMOMHaUM]E Ha rOTOBK
nNpeaMeTy CO Pa3NUYHN MaTepujani: NNacTuka, KameH, Apso, Kako
¥ TPOAWMEH3NOHANHN reoMeTpUcKkn (hopmu n3seneHu 8o Apso,
KOMOVMHUPaHWU U HapeaeHW Taka WTo (hopMupaaTt eaeH CNOXEH OA-
HOC Ha reoOMEeTPUCKM NIMHUK U NEePCNeKTUBK, eaeH BMA Keasun-ap-
XUTEKTOHCKM CKYNINTYPW, Kako WTOo rv Hapekysa Tomac Mekese-
nu. OBOj Ha4uH Ha paboTa Habp30 ce NpolupyBa Co Aena HacTaH-
aTu Co eAeH BMA Ha "Tanoxere" , Ha peaerbe Ha pasnuyHu marte-
pujanu 1 rotoBu NpeaMeTH, NoToa UHCTanaumm u CKyInTOPCKK
othopMeHU, KOH3UCTEHTHN Aena, efleH BUA MOHOIMTHW 06jeKTH
(kakBwM WTO Cce aenara uanuneHn Bo 6pOH3a KOW LITO TOj MM U3NO0XK
B0 BpuTaHckuoT nasunjod Ha BeHeuuckoTo BueHane 1988.). U
NoKpaj pasnuyHUTe NOCTanky Ha rpaaeHeTo Ha Aenara cenak Bo
CUTE HUB Ce YuUTa eaeH 3aeaAHUYKM npobnem, a Toa e npobneMoT
Ha MaTepujaTa v HejsMHMOT NoTeHuwmjan 3a TpaHchopmaumja. Moa-
fajkv o4 hakToT Aeka cekoja maTepuja, opraHcka unv Heopras-
cKa, e cocTaBeHa oA NPOCTU U CNIOXEHW eNeMeHTH, N AeKa cekoe
Teno nayu "ronem 6poj Ha CyncTaHuMM Ko uMmaar ceoja (hyHkumja
BO KOMNMWKYBaHWOT Kpyr Ha HawuoT metabonuaam"® , Kper ja
Hacouu cBojaTa paboTa KOH UCTpaXkyBarbe Ha cnoxeHara Mpexa
Ha CTPYKTypanHvWTe OAHOCHM W HUBHAaTa eHepruja, WTo ro 0Bo3-
MOXyBa NpoLecoT Ha TpaHctopmaumja U Ha BKPCTyBatbe Ha pas-
nuyHu hopmu 1 3Hadera. Bo "MaHnacTupckuTe kateapanu” og
1990. e npuMeHeT NPUHUKMNOT Ha peAere Ha Hacnarv, NpPUHUMN
61M30K A0 HEKOW MAEM 32 apXUTEeKTypaTa, a KojWwTo MoXe Aa ce
OTKpWe W BO OpraHckuoT ceeT ; Bo "®urypu oa 6pomna’” oa 1992,
0BOj NPUHUMN Ha peAerse rpaav eAeH CNoXXeH 0AHOC Mefy OHa WTo
3Ha4u opraHcka v aptudmumenHa npupoaa: nabopaTtopuckuTe
CTakfIeHn caaoBm 04 KOW e CO3AaAeH0 0Ba AenO Ce npeaMeTi au-
3ajHupanu co oapeaeHa HameHa, Toa ce NpeaMeTy Yvj Au3ajH ce

Loxaaneu / Newt, 1990, rpauuT / granite

6a3upa Bp3 opraHckuTe hopMu “Bp3 CTOMAKOT Uu ApYryu OpraHu
KOM UCTO Taka npeTcTaByBaaTt Xxemucku cagoeu'” . Bo "®opmuHud-
epa” oa 1990., cospaneHa oA runcaHu eneMeHTH, ce cyrepupaar
NPUMUTUBHUTE OPraHn3mMM Yuu WTO (hOCUIM MOXAaT Aa ce Hajaar
BO CEAUMEHTUPaHUTE reonowku cnoesu. nu so "MunepanHa xu-
ua", oa 1990., eaHa ronema rpaHuTHa CKYNTypa, KojaluTo acouvpa
Ha HEKaKOB apXxeonowKn 06jexT.
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CuTtynpajku ja ceojaTa CKynnTypa Ha rpaHuuaTa Ha OHa LWTOo 3Ha4u
ApTAULINENHO M OPraHCKo, NPoM3BeAEHO U 06IMKYBaHO, BUANTMBO
1 HEBUANUBO, HAABOPELLHO U BHATPELHO (MMajKu M Npu Toa Kako
nosaguHa co3HaHwjaTa o4 NPUPOAHUTE HayKu: reonoruja, 6uonor-
vja...) Tonn Kper cosnaBsa eaeH HeovekyBaHo 6oraT u pasHoBUAEH
CBET KOjLUTO € NOCTOjaHo BO NPOLeC Ha MeHyBake N MeTamopdo-
3a, CBET BO KOj Ce OTKPMBaaT HEKOM CYLUTMHCKU acnekTu Ha Ha-
wara seke Anaboko noaeneHa u pacueneHa npupoaa. Cihakajku
ro YOBEKOT Kako MaTepuja Mefy Apyrute MaTepuu, Kako eAeH Bua
Ha "Mucneyka matepuja", Kper co eaHa 6earpaHuyHa ynopHocT ja
pazapobyBa, ja aToMuaupa Heroeara CywTUHa: NpoAvpajku ana-
60Ko BO cekoja nopa, BO cekoja Hacnara, BO CeKoja Herosa BuA-
nvBa Wnu HeBmAnMBa cocTojba (NpMpoaHa WM KynTypHa) Toj ja
oTBapa MOXHOCTAa Ha €AHO HECKPOT/IMBO pacnpckyBake Ha 3Ha-
YereTo M cMucnara. Ho Toa He BOAW KOH eHTPOnuja Unu Xaoc, TyKy
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TONY CRAGG

chopmu 1 BO cekakos BuA ycnosu nebaart u ucnpobysaart eaHa
nonoxo6a, a notoa ucnpobysaaT Apyra, 3a Aa ja npoHajaaTt oHaa
hopma Koja Hajnoseke UM oaroeapa”® . Kako WTo cé BO CBeTOT
MOXe Aa ce npeobpasn BO HOBM (hOPMU, Taka M BO CKynnTypaTa
MOXe Aa ce cneau uctuot npuHuvn. 3a Toun Kper ckynnrtyparta
npeTcTasyBa efleH BUA UCTpaxyBayka AUCLIMNIIMHA KOja LITO MOXe
Aa HU 0BO3MOXW Aa ro cpatume 6eckpajHUOT U HenpeasuAnuB
noTeHuuwjan Ha matepujata. Osa HeasocMUceHo 36opyBa 3a Hero
Kako 3a YMETHUK KOjITO He Ceé COMHeBa BO (hM3n4HOCTa, BO Ma-
TepujanHocTa Ha ceBeToT. MefyToa, HeroBuoT nornea, Herosarta
MUCIIa He Ce ONTOBapeHu CO TeXUHaTa Ha MaTepujanHocTa Ha cee-
TOT. Wl KOra KOpucTH LUBPCTHU, KOMMNAKTHU, TELWWKKU MaTepujanu (ka-
MeH, MeTan...) TOj ycnesa Aa UM Aaae, Co Ha4YMHOT Ha KOMOUHALL-
ujata v pacnpeaenbara Ha eneMeHTUTe, eaHa AMMeH3vja Ha nec-
HoTuja. Bo Toa noTceTyBa Ha OHOj (OPMPEHTUHCKM NOEeT 3a Koj 360-

Murepanna xwnua / Mineral Vein, 1930, mepmep / marble

HanNpoTue, CBeA04YM 3a BeNIMYeHCTBEeHUOT NopeaoK Ha XUBOTOT U
CBEeTOT.

Toun Kper ce cMeTa 3a YMETHMK KOj CO NecHoTuja npemuHysa oA
efeH CTUn Ha apyr, oa eaHa hopma Ha apyra, oa eaeH marepujan
Ha apyr. PasHoBuAHOCTa Ha HEroBOTO Aeno e (hacuMHaHTHa U
3avyayBadka . AKO 3a HEeKOU KpUTU4Yapu Toa Nnpeav3suKyBsa oa-
peaeHn TEeWKOoTMU BO TONKyBaweTo, cnopea Towu Kper, Toa Bo-
onwTo He Tpeba Aa npeTcTasysa npobnem: AOBOMHO € caMo Aa
ce 3Hae 3a KOMMMeKCHOCcTa Ha CBeTOT, 3a cnocobHocTa Ha maTe-
pujata aAa ce passuea na aga ce caTtv cywTuHaTa Ha oHa WTo
3Ha4yu pa3HOBWMAHOCT, NPOMEHNMBOCT, HEMOCTOjaHOCT. BeywHocT
“Tpeba camo Aa ro 3amMucnvMme BpeEMETO, MHOTY AOSNT BPEMEHCKM
nepvoA BO KOj Hacekaae BO YHMBEP3YMOT, He caMo Ha nnaHertarta
3emja MonekynuTe HanvkyBaaT Ha CKYNNTypu 04 cuTe BUAOBM U

pysa Utano KansvHo Bo cBouTe AMepukaHckv npeaasarba. [oT-
ceTyBa Ha 'Bnao KaBankaHTv v Ha HEroBMOT JIeCeH CKOK "Koj ce
n3avra Haa TexuHaTa Ha CBeTOT NoKaXyBajku Aeka HerosaTa
TeXWHa ja COAPXW TajHaTa Ha necHoTujaTa"®.

' "UnTepsjy co Tonu Kper", Tonu Kper, My3ej Ha coBpemeHara ymeTHocT, Ckonje,
1997 (cat.exh.)

2 Lynne Cooke, *Redefinisanje: Nova britanska skulptura osamdesetih godina®,
Moment 15, Beograd, 1989

3 *"UuTepsjy co Tonn Kper", on. umT.

*Ucro.

*Nena Dimitrijevic, *Sculpture after evolution®, Flash art International 117, 1984

& *UuTepsjy co Toxn Kper" on, umr.

" Ucto

® Ucto

? ltalo Calvino, Americka predavanja, Delo 1-3, Beograd, 1989
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2 macw, 4 xamersa / 2 Tables, 4 Stones, 1983, npso, kameH / wood, stone

Liljana Nedelkovska

TONY CRAGG
AT THE MUSEUM OF CONTEMPORARY ART
SKOPJE

The overall activity of Cragg points out to a dis-
tancing position from the classic meaning of cre-
ating: freed from the elitist ideas of sculpture as
a privileged category in the values system, he
approaches it as one useful fiction, as a substance
among the many ones making up the culture. And
for him, culture is nothing else but a sum of use-
ful products, or as he calls them, a type of secre-
tions thrown out by the body so that the latter could
exist. Or: 'These are substances that we should
produce because they make easier our existence
in the same way that the spider makes its web.'
In that secretion called culture, the sculpture rep-
resents a special type of secretion. Opening a
wide field of potentials for 'emission' of that se-
cretion, Tony Cragg faces us with a very vital and
almost unpredictable state of enlarging the space
of the sculpture, a space where we constantly

meet new and unexpected forms and contents.
Tony Cragg is an artist of great opus, an artist
whose works are present in the most relevant pub-
lications concerning the art of the 80's. He is con-
sidered a key figure of the so-called 'New British
Sculpture', an artist who provided the main direc-
tion in the development of the sculpture in the
80's.

The exhibition by Tony Cragg, held at the Muse-
um of Contemporary Art in Skopje (February -
March 1997), provided an excellent opportunity to
have a close view of the creation of this great ar-
tist. The exhibition was designed as a 'little’ retro-
spective made up of thirteen objects of art creat-
ed between 1978 and 1994: New Stones: New-
ton's Tones, 1978; Rockets, 1981; Two Tables,
Four Stones, 1983; Fruits of Somebody's Work,
1989; Monastery Cathedrals, 1990; Salamander,
1990; Mineral Wire, 1990; Forminiferra, 1990;
Sight, 1990; Bromide Figures, 1992; Happening,
1993; Administrative Cellulose, 1993 and Ordinary
Consumers, 1994.

New Stones: Newton's Tones of 1978 is a para-
digmatic object of art by Tony Cragg, a piece of
art of which Lynne Cooke says that "...it assess-
es retrospectively exactly the critical turning point.
Made up of plastic parts gathered in the surround-
ing of the gallery, then exhibited pursuant to the
colors of the spectrum, it changes radically the
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scope of references and pinpoints the significance
of the main object, whereby preserving some vi-
ewpoints on the process and creation which we
find in the works of Andre and Long. This object
of art pinpoints this change of orientation and the
new re-defining, and not a direct rejection, which
will soon transform the art of the contemporaries
of Cragg.' This conclusion by Lynne Cooke under-
lines that key turnover, which was inaugurated by
the work of Cragg in the field of sculpture at the
end of the 70's, and could be read both as a con-
tinuation of some aspects of the dominant art
trends of that time, and also as a decisive step
forward. Although this object of art still bears the
influence of Richard Long (an influence of which
Cragg is absolutely aware: 'In a sense, it still re-
sembled the work of Richard Long who, of course,
had great influence on its creating; however, | felt
that | had to deal with this in my future works.). A
very different way of thinking is still open in it: con-
trary to Long and his 'poetics of space' whereby
the connection between the man and the nature
is shown in its essential, universal dimension, the
works of Tony Cragg uncover one different logic.
His works of the 70's appear as somewhat par-
ticipating in the domain of the conceptual and poor
art, now this work is open toward a ‘more formal
approach to the work': the sculpture is not any-
more thought of as a system of ideas, inscriptions




and signs, but as an open possibility for various
procedures whereby the sculpture is read like a
discourse and as a presence, an idea and per-
forming, a process and material, an object and
image. New Stones: Newton's Tones suggests a
new relation between the material and the object,
a relation that, already in the next object of art
(Red Skin, 1979) will be supplemented by the as-
pect of the image, thereby changing the way in
which the material was read. The materials and
the objects are not treated anymore as separate
categories, but rather as being mutually compat-
ible: the material make up the object in the same
way as the object becomes the material. Name-
ly, 'the material and the object represent an im-
age, while the image and the material make up
the object, in a same way the image and the ob-
ject become the material.' This relationship - that
was somewhat anticipated by
New Stones: Newton's Tones,
but was indeed installed in Red
Skin, and especially in Yellow
Sickle - was made possible not
because he chose the materi-
als and the objects on basis of
their structure or on basis of
the reason of a subjective de-
cision, but rather on basis of
their simple function that they
have as one whole, and thatis
the whole of the produced, cul-
tural milieu. For Cragg, the cul-
tural, produced ambiance me-
ans our new 'nature’; hence his
interest for usual, everyday
materials and objects, hence
the interest also for ‘the most
vulgar, the cheapest' material:
plastic. With this material, with
its ground, fragmentary ‘natu-
re', Cragg made, during the
1979 - 1985 period, the most
fascinating floor and wall 'pic-
tures' that originate from the
urban environment, ‘from the
mass culture and the popular
myths'. Actually, these are
most ordinary images taken
from everyday life: images of
aircraft, rockets, bottles... hu-
man figures (police officers, In-
dians...), birds... Sometimes,
in his floor and wall 'pictures’,
he applies other material, piec-
es of wood or junk, as in case
of the wall installation Rockets
of 1981, where the image of
the rockets is formed by colored pieces of wood.
Since the mid 80's, Cragg has been working tridi-
mensional 'sculptures' which are combination of
ready-made objects with different materials: plas-
tic, stone, wood... and tridimensional geometrical
forms applied to wood, combined and put in or-
der thus forming a complex relationship of geo-
metrical lines and perspectives, a kind of quasi-
architectonic sculptures, as Thomas Maccavelly
calls them. This way of working soon has been
supplemented by objects of art created by a kind
of 'sedimentation’, by layering various materials
and ready-made objects, then, installations and
sculpture-like made, consistent works, a kind of
monolith objects (such as the works molded in
bronze exhibited at the British Pavilion of the 1988
Venice Biennale). In spite of the different proce-

dures in constructing the works, a common prob-
lem is still read in all of them, and that is the prob-
lem of matter and its potential of transformation.
Starting from the very fact that every matter, or-
ganic or non-organic, is composed of simple and
complex elements, and that every body secrets
'a great number of substances that have their
function in the complicated circle of our metabo-
lism', Cragg has directed his work toward research
of the complex net of structural relationships and
their energy which enables the process of trans-
formation and crossing of various forms and me-
anings. A principle of layering sediments is applied
in Monastery Cathedrals of 1990, a principle close
to some ideas for the architecture, and which co-
uld be discovered also in the organic world. In
Bromide Figures of 1992, this principle of layer-
ing constructs a complex relationship between

Durypu 04 Epomns / Bromide Figures, 1992, crakno / glass

that which means an organic and artificial nature:
the laboratory glass containers, which make this
work, are objects designed with certain function;
they are objects whose design is based on organic
forms, 'on the stomach or other organs that also
represent chemical containers.' Forminiferra of
1990, made of plaster elements, suggests primi-
tive organisms whose fossils can be found in the
sedimentary geological layers. Or Mineral Wire of
1990 is suggestive of a huge granite sculpture as-
sociating of a certain archeological object.

Situating his sculpture on the border of that which
means artificial and organic, produced and sha-
ped, visible and invisible, outside and inside (ha-
ving as background the information of the natural
sciences: geology, biology...) Tony Cragg creates
unexpectedly an abundant and diverse world that
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TONY CRAGG

is constantly in process of changing and metamor-
phosis, a world where are uncovered some essen-
tial aspects of our already deeply divided and split
nature. Understanding man as a matter among
other matters, as one kind of a 'thinking matter’,
Cragg, with one endless persistence, splits up, at-
omizes his essence: penetrating deeply into eve-
ry pore, into every sediment, into every his visi-
ble orinvisible state (natural or cultural), he opens
the possibility for an untamed sprinkling of the me-
aning and the sense. But, this does not lead into
an entropy or chaos; on the contrary, it testifies
for the magnificent order of life and world.

Tony Cragg is considered an artist who easily goes
from one style to another, from one form to an-
other, from one material to another. The diversity
of his work is fascinating and is amazing. If to
some critics, it provokes certain difficulties in the
interpretation, according to Tony
Cragg, it should not be at all a
problem: it is enough just to know
the complexity of the world, the
ability of matter to develop, so that
one could understand the essence
of that which means diversity,
changeableness, inconsistency.
Actually, ‘we should just imagine
the time, a really long period of
time, in which all over the universe,
not only on planet Earth, the mol-
ecules resemble sculptures of all
kinds and shapes, and in all kinds
of conditions, they float and try one
position, then try another one, in
order to find that shape which suits
them most.' Just like everything in
the world that can be transformed
into new shapes, the same princi-
ple could be also followed in the
sculpture in this way. For Tony
Cragg, the sculpture is a kind of a
research discipline that can ena-
ble us to understand the endless
and unpredictable potential of mat-
ter. Without any doubt, this speaks
of him like an artist who does not
question the physicality, the mate-
riality of the world. However, his
look, his thought are not loaded
with the burden of the materiality
of the world. Even when he uses
firm, compact, hard materials
(stone, metal...), he manages to
give them a dimension of easi-
ness, by way of combining and
allocating the elements. Thus, he
reminds on that Florentine poet
mentioned by Italo Calvino in his American Lec-
tures. He reminds on Guido Cavalcanti and on his
easy jump, 'that is elevated above the weight of
the world, showing that its weight contains the

secret of the easiness.'
Translated by: Darko Putilov

' Interview with Tony Cragg, Tony Cragg, Museum of Contempo-
rary Art, Skopje, 1997 (cat. exh.)

? Lynne Cooke, Redefinisanje: Nova britanska skulptura
osamdesetih godina, Moment 15, Beograd 1989

3 Interview with Tony Cragg, quoted work

4 Same

 Nena Dimitrijevic, Sculpture After Evolution, Flash Art interna-
tional 117, 1984

¢ Interview with Tony Cragg, quoted work

’ Same

*Same

# ltalo Calvino, Americka predavanja, Delo 1-3, Beograd, 1989




TOHW KPET:
CKYATTTYPATA -
OYAKPYM HA MATEPVIATA 1 MACIATA

Pasrosapana: Coma Abaymnesa

TONY CRAGG:
SCULPTURE -
MATERIA'S AND THOUGHTS FULCRUM

Inferview with Tony Cragg
Inferviewer: Sonia Abadgieva

Mo yeTupmeceT roamHun, Kora 3a nocneaed nat Bo Ckonje 6ewe
BUAEH efieH roneM ckynntop - maectpo XeHpu Myp - Bo Mysejor
Ha coBpeMeHaTa yMeTHOCT ce ocTBapu cpeabarta co eaeH oA Haj-
roneMuTe XvBK CKyNNTOpU Ha AeHeluHuHaTa - ToHu Kper. U3nox-
6ata , opraHuaupasa Bo copaboTtka co ranepuwjata KHon og Bu-
eHa ¥ co AenyMmHa napTuuunauvja Ha bpuraHckuoT coseT, coap-
Xewe aena o4 pasnuyHu Nepuoaun Ha asToposaTa akTUBHOCT,
NpeTcTaByBajku eaHa KOHUM3Ha TBOpeYka reHesa, on Spectrum
(1977) no Simple Consumers (1994). Bo pamkuTe Ha oBaa npeseH-
Tauuwja Bo MCY, Tonu Kper umaiue v pasrosop co nybnukara.

Tonu Kper e pogen Bo Jlusepnyn 8o 1949 r. Ja nocetysan Buwara
LKONa 3a TeXHUKA VU M3BecHO BpemMe paboTen Bo 6uo-xeMucka na-
6opatopuja. MoToa ctyaupan Ha Royal College of Art Bo JloHAOH.
Mo4HyBa aauanara oa 1977, roamHaTa Ha HEroBOTO Npecenysarbe
Bo BynepTan, Nepmanuja. Bo nocneanuTe AsaeceT roavHu vman
Haa 160 camMOCTOjHM HacTanu, y4ecTByBan Ha 3Ha4yajHu rpynHu
n3nox6u, Ha buernaneto Bo Beneuwja (1980, 1988). lobUTHUK e
Ha HajBMCOKOTO NPU3HaHUe 3a NIMKOBHA YMETHOCT BO Benuka bpu-
TaHwja - Harpapata TapHep. YneH e Ha KpanckaTa akaaemuja Bo
JNonaoH. On 1988 npeaasa Ha JiukoBHaTa akagemuja 8o [lucen-

Aaopd.

Tonu Kper u Corva AGaunesa, MCY, Cxonje, 1997
Tony Cragg and Sonia Abadjieva, Museum of Contemporary Art, Skopje, 1997

W npunara Ha reHepauujata Hosu 6puTaHCcKu CKynnTopu 04 OCyM-
aecettute (Bun Byapos, Puyapa [ivkoH, Aunw Kanyp, EHTOHM
Fopmnu...). Kako AVPeKTHW HacneaHWuM Ha HoBaTta opveHTauuja
BO cKynnTyparta oA ceaympecettute (Pudapa JloHr, funbept u
Llopy, Kapn AHape, Art and Language), Kper v HeroBute Konerw -
BPCHUUKM, Ce orpaayBaaTt OA NMKOBHWMOT hopmanusam v npeana-
raaT HOB CKYNNTOPCKM ja3nuk 1 KOHLENT, BTeMeneH BP3 pecTuTyu-
ujaTa Ha NPeKHaTUTe BPCKU Mefy yMeTHOCTa, ONWTecTBOTO U
npupoaara. Kper ce 3actanysa 3a NOBMCOK CTENEeH Ha CeHanbun-
HOCT, CNpOBeAyBaH HM3 eMnupucka nepuenuuja Ha OU3n4KoTo U
WHTENEeKTyanHoTo onkpyXyeare. Co3aasajku 8o enoxara o kpa-
jOoT Ha ucTopujaTa Ha yMeTHOCTa, TOj v NpoLWMpyBa rpaHuumnTe Ha
MOXHOTO BO CKynnTypaTta 3acHoBaHa Bp3 "CTpyKTyparnHaTa u
hyHKUMOHANHaTa CNUYHOCT HAa KOHpeTHaTa peaniHoCT Ha Helw-
Tata". Bo HerosaTa IMYHOCT Ce CrojyBaaTt xemudapoT/anxemu-
4apoT CO NUPUYapOT, MeTauan4apoT U Hay4YHUKOT, ONTUMUCTOT
¥ CKenTUKoT. HerosaTa naeja 3a o6HOBa Ha CKy/inTopckaTa nek-
cvKa rv noapasbupa 03Ha4YeHoCTUTE 04 coumjaneH, eTUYKN U Bo-
onwITo aHTpononowku pea. Kako aktueeH Habrbyaysad Ha pesnvk-
TUTE OA BUCOKAaTa TEXHOJIOruja n NOTPOLLYBAYKUOT MEHTaNUTET,
€03/AaBa Co M30LWTPeHa KpUTUYKa CBECT 3a COCToj6MTe BO AeHel-
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HaTa umBunusaumja. OnwTrara cnuka Ha cerawHocTa e npocneae-
Ha Co cepuo3Ha oncepsaumja Ha MonekynapHara /atomeckara rpaa-
6a Ha MaTepujaTa Oa Kow ce Hanpasenu HewTaTta. EHeprujaTta ja
Haco4yBa BO BUAOM3MEHYyBarbe Ha MaTepujannTe u Ha cKynntypa-
Ta BO BPEMETO 1 NPOCTOPOT Ha ceoniTaTa Mefy3aBucHOCT Ha noja-
BWTE Ha CUTEe paMHuLWTAa.

Kako TUNu4eH KOPUCHWK Ha cnoboaaTta Ha NOCTMOAEPHU3MOT,
T.Kper ro nospaysa CBOjOT Hay4eH Mnorfea Ha cBeToT Co ymeT-
HWYKWOT, MpaBejKu CUHTe3a Ha OPraHCKOTO W HEOPraHCKOoTO, dur-
ypauwjara  ancTpakuujara, pauMoHanHoTO 1 NOETCKOTO, chparun-
HOTO ¥ CONUAHOTO. Bo 6pUbaHTHO M3BEASHUOT BpUKONAX Ha ma-
Tepujanu (UHAYCTPUCKW WK Ap. OTNAAOUM, APBO, FPaHuT, 6poH3a,
TUMC, CTakIo, NoNMypeTaH, KaMeH, r1nc) ce npocneaysa TpaHchu-
rypauujata Ha hparMeHTUTe 04 PasfiM4HoO NOTEeKNO BO CKYNNTOp-
CKa LenvHa co TpaHCcLeHAeHTHa 03Ha4YeHOoCT.

TeopewTBoTO Ha TOHM Kper Heé cooYyBa CO e4eH BUA Ha Heo-yTon-
uja, cnpoTUCTaBeHa Ha AecTpyKuwjaTa, eHTponujaTa, saraaysarbe-
T0. ViaejaTa - aa My ce Aaae Noce6HOCT Ha eaeH Aen 04 06MHHNOT
CBET - € OCHOBHUOT KBanuTeT Ha HeroBara yMeTHOCT.

Osoj pasrosop e BogeH Ha 20 hespyapu 1997, 3a Bpeme Ha npecTo-
jot Ha Tonn Kper no NoBOA HerosaTta aHTonorucka npeaeHTauvja
8o MCY, Ckonje.

Comba Abaunesa: Bawara cKky/ntypa rnpomsnerysa o4 nosHaro-
TO CKY/INTOPCKO rHe3A0 Ha opraHckute ghopmu Ha Xerpn Myp n
bapbapa Xensopa, npocrieaeHn 04 nHAYCTPUCKUOT gbopmarnunsam
u MuHUMaM3am Ha Entorn Kapo un "npexkmrHari’ oa Puyapa JloHr
u HerosuTe cospemeHnuy. eHepaunjata Ha Hosure bpuTaHcKku
CKY/INTODY, HA KOja ¥ npunarare 3aeaHo co Pu4apa [AnkoH, AHuw
Kanyp v EHTOHM [OpMITH, C8 HAAA0BP3YBA HA CELNPUYEH HaMH
Ha oBaa Gpurarcka Tpaanumja. [Nosxaro my e Bawero oabnsarbe
Ha BakeuTe nosBp3ysarba. Meryroa, kako wro nawysa Bawnot
corpararmt T.C.EmmoT "oHa WTO My ce C/ly4yBa Ha HOBOCO3AaAe-
HOTO AE/10 € HELLTO LWTO CUMY/ITAHO Ce CITyHyBa Ha CHTe A4e/ia WTo
Hemy My npetxoqene". bes pasnnka Ha Bawara rosiema ecTercka
U MUCITOBHA ANCTaHLAa 04 CIOMEeHaToTo rHesA0, Om cakana 4a M1
Kaxkere HewTo rnoseKe 3a Bawara BK/1y4eHOCT BO reHepayncKnTe
ucnpenneTyBarba Bo OHa 3Ha4ajHo roJsie MosHaTo BO CBETOT Kako
OpUTAHCKA CKY/IITOPCKA WKOIA.

Tonu Kper: Mefy npBuTe HewTa WTO rM OTKPUB Kora OTMAOB BO
1969. Ha YMETHUYKOTO yuunuwre, 6ea ronemute v Bo3byAnusu
06nacTv Ha MMHUMaNHaTa U KOHUEenTyanHaTa yMeTHOCT BO ceayM-
pecettuTe. Buaejku Toraw 6es CTyAeHT v umas camo 30 roavHu,
pearupas CO CNOHTaHO oAylweByBare. Cenak, Toa He bewe camo
eMOTUBHA peakuvja, Co ornea Ha HUBHUOT KBanuTeT, CylTecTse-
HUTE U enemMeHTapHUTE HewTa WTo r1 coapxea Aenara Ha Hocu-
TenuTe Ha OBMe TeHaeHUun. BepyBas Aeka HUBHATa jaunHa Ke me
MOTVBMpa Aa npasam ckynnTypa. o osa BnujaHue v oaywesy-
Barbe, BO e4eH MOMEHT 3aKNy4vB AeKa He 1 npunafam Ha oBaa re-
Hepauuja. WTO e ¥ TO4YHO: Tve Gea nocTapy 04 MeHe n Beke Gea
eTabnupaxu ymeTHUUM. OunrneaHo e Aeka Taa e ronema resepa-
uvja (kako WTO e BNpoYeM v MojaTa), Koja Ha KpajoT Ha KpavwTara
Hanpasu pesofyuuja Bo GpuTaHckaTa ckynnTypa. Hekon oa Hus
noAoUHA CTaHaa AMPEKTOPU, MMaa MOK, MoXea C& Aa KOHTPOonM-
paat u , Ha HEeKOj Ha4uH cTaHaa peakUWoHEepHW. JetnHUTUBHO MK
elwe jacHo aeka jac He cym Aen oA Toa. Osaa reHepauvja Beyw-
HOCT pearvpalle Ha JenaTa Ha eAHa UHTepecHa rpyna ymeTHuum
€O XyMaHuTapHa 3arpukeHocT (04 NepuoaoT No BTopaTa CBeTCKa
BOjHa) , yMeTHWUM Kako XeHpu Myp, AnbepTo LlakomeTu, MapuHo
MapwHu, Kou ce obuaysaa Aa Hanpag2T eAeH BUA Ha GnaropoaHa
curypaumja. '

HusHaTa peakuuja ce maHuecTupalie npexky MUMHUManucTu4kn
thOpMM NN KOHLIENTYaNHW PELIEHUja, CNYXejKn Ce CO HOB PeYHUK

TONY CRAGG

Ha MaTepujanu, WTo 6elwe 0cobeHo 3Ha4ajHO BO Toa Bpeme .Mmajku
v NPeABMA CUTE OBUE CO3HaHuja, pelwms cam aa ro hopmynupam
moeTto aeno. OgamHa, ywTe oA paHuTe ceaymaeceTTy, YyscTBy-
BaB AeKa He CyM Aen OA Taa reHepauuja.

C.A.: Janm un co Bawmre BpcHUUN 04 YMETHUHKOTO yHHITNLLTE He-
MaBTe rOTECHN PesiaLmm, Pasrosopy, NoIeMnKn?

T. K.: MHory manky u petko. v nosHasae bun Byapos, Pudapa
[vkoH. Ho aypu n aeHec He paboTam CO HUKOro, He AUCKYTUpam
3a ymeTHocTa. PaboTume Ha apyra OcHOBa, ce pasnukysame. Ha
npvmep, FfopMnu e Moja reHepaumja , HoO BO yMETHUYKa cMucna He
cMe eaHa ucTa reHepaumja.

C.A.: OHa wro e 3abenex/smso 04 AncTaHua, ce cnportucrasysa
Ha BaweTo kaxysare. Mucriam aexa 8o Bawara resepaumja roc-
TOM "33E4HNYKY BUIYESIEH MAMOM"3a KOJ nuLLyBa Ha Np.BengnH:
"[DUHEBANA e NONHAKOB UMarnHaTBeH Tvil 04 Anpep, nako ce T1e
COBPEMEHULM, HO MOITIEAHATO O4 MOWKNPOK aros, osnue 488 Tmna
ce obeauHyBsaar BO 3aeAHNYKN CTUI1, OAHOCHO BeAHaW v npe-
[103HaBaMe eneMeHTUTE WTO rv NoBP3yBaar ABajuara Kako rper-

Forminifera, 1990, runc/plaster

CTaBHULM HA HUBHATA reHepauwja". Bnpoyem 6esTe opMy/mpa-
Hu 8o ceertot kako New British Sculpture u uznarasTte Ha 3ae4-
HUYKIN N3TTOXKOMN.

T.K.: Camo Kyco Bpeme 3aeiH14KM HacTanysaeme 1 Tue U3noxou
He ce 3HauajHu. [naBHo 6ele Aeka NpeTxoaHaTa reHepauvja Gewe
WCKNYYMTENHO CUMHA M Taa AOMWHMpALe CO cuTyaumjaTa Bo ce-
aymaecetTuTe. Tpebawe 4oNro speme 3a Aa ce neduHmpa Yme-
TaTa noauuvja Ha Hawara reHepaumja vis a vis cnomeHarara. M kora
uarnepalwe geka paboTute ce pacducTyBaaT, BCYWHOCT cTaHa
jacHo Aeka NpUOpUTETHO MECTO HeMa CKynnTypaTa, TyKy CrMkap-
CTBOTO: UTanujaHckute cnukapw, basenuu, Kudep. Kora , aHauu,
[leKa Kora [ojae AoNrooyYeKyBaHarTa npoMeHa rno ceaymaeceT -
Te, Toa 6ewe NpoMeHa BO CNMKapcTBoTo. ManoxbuTe 6ea npe-
TEXHO CO CNMKapcKv Aena v 3aroa no4Has Aa uanaram Bo AOU-
HUTe ceaymaeceTTu. BCYWHOCT ce YyBCTBYBaB MHOrY U30MMpaH,
Ha MOj HayuH. BeB CpeKkeH LWTo MoXam Aa rv nokaHysam U Aa M
roMaram Ha yMeTHULMTE WTO MY cakas, Ha A0OpUTE YMETHULIM Kako
[vkoH, Kanyp u Byapos. [lypn Hekane 1983/84 3abenexas Aexka
HaBUCTMHA € HA NOBWAOK eAHa HOBAa CKyNNTOpCcKa reHepauuja, He
CaMO Ha aHrUCKK, TYKY M HA repMaHCKu, XONaHACKW, Aypy U Ha
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thpaHuycku ckynntopu. belwe jacHo, BO cpeanHaTa Ha ocymaeceT-
TUTE, AeKa HaBUCTUHA NOCTOMN eAiHa jaka CKynnTopcka rpynauumja.
Mo4yBCTBYBaB NOBTOPHO, A€Ka HATY BO TOj MOMEHT jac He CyMm
Hej3uH aen (cMmeekrse).

C.A.: Bo oBoj nepmod ja HanywiruaTe AHrimja v ce rpecesimsTe 80
lepmarmja KagewTo 1 AeHec XxvseeTe. 30U/To TOKMy Byrieprtars ro
u3bpasTe 3a Balue [oCTOjaHo MecTo?

T.K.: Mo 3aBplwyBsarbeTo Ha CTyaAuUTe BO AHrnuja, ce npecenvs Bo
Byneptarn, Mlepmanvja. MojaTa npsa xeHa , co Koja uMmaB ABe Aeua,
6ewe pogeHa Tyka. [1o pa3BoAoT CO Hea, OCTaHaB Aa Xuseam U
noHaramy Bo Byneptan oa noseke npuuunHu. MNpso Toa e MHoOry

T et

T.K.: He 3Ham. [la 6uaam UCKpeH, BOOMLWTO HE MU € rpuxa 3a Toa.
Hemam npobnem BO OAHOC Ha HaUWOHanNHWTe kateropuun. YyscT-
ByBam Aeka 6putaHckarta nybnuka, nako ja HanywTus npea 20
roOAvHY, C& ylTe e 3auHTepecupaHa 3a oHa wTo ro pabotam. Oa
Apyra cTpaHa, UMam OANWYHKU BPCKK co MepmaHuvTe, nanaram Ha
M3M0XO6MTE Ha KOWLLTO ME NOKaHyBaar , a UMam 1 YeTUpu repmaH-
CKW peua.

C.A.: [la ce Bparume Ha Bawara ymetTHocT. Henpeasuanvsocra e
YecTo CrIOMEeHyBaHa BO KOHTEKCTOT Ha BalmoT CKYINTOPCKH 1po-
uec, Wro MoXe 4a ce 4oBeAe Bo periayunja co 040MBarkeTo 4a ce
pabotu criopea O4Hanpes yTepaeH KoHuent. Ho nHrerpanHocra
Ha Bawero gerno me ynarysa Ha 471a60K0 06MucieHa reqesa. Haj-
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Touu Kper co aenoTo AguuwncTpupara uenynosa, 1993, apso / Tony Cragg and his work Administered Cellulose, 1993, wood

n06po MecTo 3a paboTa BO CMUCNA Ha MPOCTOP, MaTepujani u nyre
cO KoM MOXaMm aa paboram. Ha asaeceTnHa kunomeTpu ce Avcen-
nopc v Kenu. Bo rpagoT uma noseke oa 50 My3ejcku KoHuMnmpa-
HU NPOCTOPU CO OANMYHU Konekumu. Mima Akaaemuja, noseke Te-
aTpu 1 nosHaTu yes mysudapu. Bo nepecettute Byneptan, kako
WwTO 3HeTe, Helue rnaBHO cpeanwTe Ha Fluxus. Tyka ce, unu 6ea
Nynepu, Kudep, Bazenuu, Kupkeby, Llemc Jn Bajepc. Bo oBaa
cmucna Byneptan e Moxebu eaAMHCTBEH TaKOB rpaj BO CBETOT.

C.A.: Kako e [a ce XuBee KaKko yMEeTHUK BO APYro ONKPYXyBare?
Kako rnegaar Ha Bac epmaHunTe, €o orsieq Ha Bawero 4ecTto
YHECTBO HA U3ITOXONTE CO BPUTAHCKUTE YMETHNLIN?

Hanpea Kako A4a ro co3aaBasTe HeopraHCKHoT CBEeT, [10Toa Cé
3acharvBTe CO TPAHOGUIYPALMIA Ha XUBHOT CBET M HAJIIOC/1e Harpas/BTe
ener sua objextv. Osa ce pasbupa, Be mMoriam 4a He ro cqatnTe Kako
XpoHororvja Bo paborersero. Cero Toa ynaryBa Ha 3aK/Ty+OKOT, AeKa
haxkTwaku Bue cTe ja npeasnaerie, cTe ja NPoeKTrpasie nagjara 3a cos-
fiaBarbe Ha eneH Apyr CBeT, W Aa ro napagpasupan Tomac Mexese-
v, Bue cTe HeLTo KaKo YMETHUK - Gemuypor?

T.K.:Toa e vHTepecHo, HO npaluarbaTa CTaHyBaaT ce NnoBeKke pressing.

C.A.: Ce pa3bupa, ako He cakarte He Mopare Aa 04AroBopuTe Ha
oBa npatarse.
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T.K.: He, oBa He e HeBaXXHO npaluarbe, HO e TELUKO Aa Ce OAroBOpy.
CBecHo, HO He U yLUTe Ha NOYETOKOT, KOra rv Npases Aenara Kako
Spectrum (WTO e NnpeTcTaBeHo v Ha nanox6ata BoMCY so Ckon-
je), TeopeB Bp3 6a3a Ha HewWTo WTo 61 MoXen Aa ro Hapeyam a
kind of particular, wTo He 6ewe BO BPCKa CO NPOCTOPHUTE CTPYK-
TYpY BO CBETOT HanpaseHu o4 Aenoew - particles- kako WTo ce
aToMWUTe, KNeTKkuTe, sees3ante Ha HeboTo, WTO umaart nocebeH
ksanuTeT (particular quality). Kora ro Hema Toa octaHyBaaT eaeH
BMA Ha CrioesM, CTpaTa, CTaHyBa peneBaHTHO TanoxereTo (lay-
ering). Kora ce noara A0 CnoeBuTe, HAMEeCTO KoXa ce A06usa nosp-
l1Ha, OAHOCHO eKCcTeH3uja. EkCcTeHanjaTa Ha HeKOj Ha4uH HacTo-
jyBa narv 3aTBOPU KNETKUTE W, rMarofiMBo peyeHo, Toa e MoXxebu
OHa WTO ce cryvyBsa Npy co34aBaHeTo Ha NnaHeTaTa, Ha yHuBep-
3yMOT - uaejata Aeka HewrTarta ce 3aBUTKyBaaT/3aTBopaaT BO
CBOEBUAHM HanoHYUHbA, OAHOCHO CTaHyBaaT KNeTKU UK CNNYHO.
Bo osBaa cMucna Mucnam aeka e haHtactTudHa uaejara Ha 6moxe-
Mujata npea XuBOTOT, T.e. Ha npeja - 6uoxemujaTa unu Ha opram-
ckara xemuja. lNocTojaTt orpomeH 6poj Ha MONeKynu , NoOHeKoraw
MWMOHM aTOMW BO eHa MONeKyna, Kov ce ABMXKene BO BuA Ha
Kancynv no npuMmopauvjanHara nospliMHa Ha nnaHeTara, Kou ce
BCYWHOCT npsuTe kneTtku. OTKpUB Aeka 3a MOeTO AEeno COo Wu-
wuwara( Gpomuagrn gomurypu, 1992, nanaravo n Ha uanoxobara Bo
MCYV, m.3.) e MHOry 3Ha4ajHa U KopucHa Taa MeTo4onorvja Ha rpa-
[erbe Ha KNeTKuTe, OAHOCHO Ha TenoTo v oprauuTe. UcTo Taka
chaTue Aeka Toa e NerMTUMEH Ha4vH Ha NIUYHO rpaaerbe co 6aBHO
CBPTYyBakbe Ha CTPaHuuMTe Ha HelTaTa WTo Me UHTepecupaar .
Bo oaHoc Ha npawareTo 3a co3aasameTo. 3HaTeTe , jac He ro
co3aaBaMm CBETOT M HUKOj He ro co3aasa NUYHO. Jac cym aypu u
6e360xHuK. Ho oa apyra cTpaHa BepyBaM BO MaTEpujanHuoT pas-
BUTOK Ha yHuBep3ymoT. Bepysam aexa e Toa HeBepojaTHO 3Ha-
4ajHo. MonekynuTe ce AenaTt u CTaHyBaaT XWBW HeWTa, ce Nosp-
3yBaar Ha pasnuyeH Ha4YMH U co3aasaaTt NocTojaHo Apyrk hopmu
Ha XuneoT. Bo opraHn3amoT Tue ce MHory 06p0 NOBp3aHK, HewWwTo
CMUYHO Ha MHTepHeT. Mucnam aeka waHuTe opraHuamm Ke 6uaar
co ywTe noaobpu nosp3ysarka. ETe, Toa e Bu3mnjarta 3a matepu-
JanHUOT pa3BuTOK Ha eAeH HeBepOojaTHO KOMMNNUUMPaH HauyuH. Jac
NoCTOjaHO MM YyBCTBYBAM W MOXam Aa rv pasbepam 6as3vyHUTe
HoBeYku NoTpedu aAa ce Guae penuruo3eH, 3aToa WTo e TeWKo Aa
ce chaTu Aeka martepwjaTta ro npaeu Toa 6e3 ga 6uage BoaeHa,
OAHOCHO KOHTpOonupaHa. PakTU4Yky BepyBamM AeKa Taa He € KOH-
TposfmpaHa, Aeka cnocobHOCT Ha camarta marTepuja e aa ce passu-
8a unu He. M Toa e haHTacTU4YHO 3a MeHe.

C.A.: flanm oBaa KoHCTaTaumWja H1 romara 4a ro pasbepeme HalwmoT
YHUBEP3YM U 4a ce cghaTume nogobpo cammre cebe?

T.K.: Ce pasbupa. Ako Toa He ro cchaTume, ocTaHyBaaT MHOry
paboTu HejacHW Ha cuTe NnNaHoBu. M npaBereTo CKynnTypa v ca-
mara CKynnTypa 3a MeHe He ce Bp3yBaaT noseke 3a uaejarta aa
ce co3aasa Hekoja YyaHa kaTeropuja Ha NpeAMeTH, Kou ce HeuH-
AYCTPUCKW, HENPUPOAHW, HEYNOTPEe6NMBM U KOW, Ha HEKO] HauuH,
crnyxar 3a aekopauuja Ha 3emjaTta. Mucnam, aeka ckynntyparta
ro HaaMuWHyBa TOa, 04U NpeKky oBaa KoHcTaTauuja. Taa uma Mox-
HOCT Aa cTaHe cepuo3Ha UCTpaxkyBayka AVCUMNIIMHA Koja MOXe
[a Hi nomorHe Aa ja pazbepeme npomeHaTa Ha matepujarta. A Toa
e noTpebHo 6uAaejKK 1 HUe yyecTeyBaMe BO Taa NPOMeHa: MHory
HOBMW Martepujanu, NpeaMeTy U CN. Cce pas3sune Ha oBaa nnaHeTa
Kako HMKaae Ha Apyro MecTo BO yHuBep3ymoT. EBonyuujata Ha
maTtepujata e NPOAYKT U Ha HAWWOT UHTENEKT, eAeH BUA HEeroso
npowupyBsatse.

C.A.: Kage Bo 0Baa eKCTeH3anja Ha yMOoT ja INeaare apxurexktypara?
T.K..lMpaBeweTo Ha rpanosu, 3rpaavTe, KyKuTe nposnerysa oA

HaLWeTo Teno Kako efeH BUA Ha nayere, Kako HewWwTo wTo Tpeba
Aa ro ucchpnvme oA HaweTo Teno 3a Aa MOXEME 4a NMOCTOMME.

TONY CRAGG

C.A.: AHA/IOrHO HA WKOJIKUTE.

T.K.: Tokmy Taka u noseke oa Toa. OBaa cekpeuuja ja Hapedysame
Hawa kyntypa. Kora matepujanute Ke rm cTaBume BO APYr KOH-
TEKCT UM BOONLWTO Kora rv n3bupame, obnvkysame, OCMUCTTyBame,
u3meHyBame, Kora ro 6apame HUBHOTO 3Hauyerse, Aobusame Apy-
ro 4yBCTBO Ha OArOBOPHOCT. M caMOTO npaBetse Ha CKynnTypara
(making sculpture) e Bo 0BOj KOHTEKCT.

C.A.: Vimam Bne4aTok [eKa, C/Ieaejkv ja npupolara Ha Cexoj ma-
Tepujarn, Bue ro bapare KOHTaKToT CO CBETOT , O4HOCHO ro Tperu-
pare Kako 00JeKT Ha PECneKT, KaKo "ANPEKTHO YyBCTBYBaMe Ha
HewTo". EQHal pekoBTe AeKa cTe "eKkcTpemeH marepujamvcet'. Be
Mosiam objacHeTe Mu ro Toa.

T.K.: AnconyTHo. lNoBeKe naTu Cym pekon, Aeka Hue NyreTo Ha-
LIETO ONWTECTBO KO € MHAYCTPUCKO v 6a3npaHo Bp3 Npom3soa-
CTBOTO Ha 6e3BpeaHV NPOAYKTH, rO HapedyBame Marepujanuc-
TUYKO, NpUTOA Aasajkn My edpTMHa U HeratueHa KoHoTaumja. Ho
3abopaBame feka 360poT maTepujaneH NOTEKHYBa 04 NaTUHCKW-
oT 36op mater-tris, WTO 3Ha4n Majka. Toa ce ogHecysa Ha TeNnoTo
Ha MojaTa 3eMja 1 Npeky OBOj MaTepujan uMame epoTcka BpPCKa,
rv uspasysame HawmTe xenbu u cn. 3aToa Mopame ga uMame u
rofiemM pecnekT KOH Hero u ronema oaAroBopHocT. CeTo Toa WTo ro
PEKoB AMPEKTHO Ce 0AHecyBa Ha MojaTta CKynnTypa.

C.A.: Bawmre fnena ce TONIKYy eBUAHTHO MATEePUJaITNCTUYKHN, IO
MOBUKYBAAT [4OMUPOT BO OU3NYKE M BO KOHLENTYATHa CMUCTIA.
Camure Bue, Ha [okymeHra 7 Bo 1982, nsjasmsre, gexa "e nor-
PEOBHO fa ce MMAaT HerocpesHn UCKyCTea co 0bjeKTuTe U nper-
crasure: rnejarbe, Aonuparbe, MUpUCarse, Crylarke - 1, 4eKa
TpEba THE MCKYCTBA Aa ce pernctpupaar'. 17 roqnHu nogouHa ,
B0 uHTEPBJyTO cO OTaHH, N3jaByBare 4eKa He ce corniacysare Kora
nybnukara rn gqonvpa Bawwnre ckynnrypu. fannm ce pabotu 3a
npomera Ha crtasor?

T.K.: Toa e eaHocTasHo. Hema npuumnHa 3a 3byHeTtoct. Mucnam
Aeka kora ce cobupaart nHdopmaumm He MoXe aa ce uma output
6e3 input. Input ce nobmsBa BO KOHTAKTOT CO CBETOT, Kora Ha np.
Aeuara rv gonvpaart poavTenvTe Unu rv npenosHasaar no HuBe-
HWOT mupuc. MoBekeTo uHopMauum HiM goafaat npeky BUAOT.
BuayenHuoT ecekT e MHOry nouHTeHauseH . Kora cobupame in put,
Toa ce cny4ysa npeky mMupucoT, aonupoT. LLITo ce oaHecyBa Ao
out put BO yMETHOCTA, jac rv pecnekTupam, npea ce, BU3yenHuTe
KBanuTeTu Ha AenoTo. [Npeo, 6uaejku MoXaM Ha CBOj Ha4MH Aa ro
KOHTponupam v Tonkysam. BTopo, AonupareTo Ha mouTe aena
3HauM 1 HMBHO 6p30 yHUWTYBabe. [lenarTa ri noctasysam Bo Npoc-
TOp ¥ cakam Tue Tamy Aa buaar rneaaHun, a He aa ce pakysa co
HUB.

C.A.: fleHec BoO yMeTHOCTA 1 BO XUBOTOT BOOIUTO, CE [104ECTO ce
360pyBa 3a noTpedara 04 3a64HNYKN 4y X, NAPTHEPCTBO, yHECTBO
U MHTEpaKUMfa Ha oBeKe pamHuLITa. Vigejara yMeTHUKOT 4a CTa-
HEe CBECeH 338 eANHCTBOTO Ha JIyIeTo, NPUpPoAAaTa, OnuTecTsoTo, e
peakuvja Ha onrospeme noTxpaHysaHara naeja 3a AecTpyKumya,
eHTponuja nm cmpr. Cyau Iabrivk 360pysa 3a norpebara o4 sense
of enchantment Bo ymerTHocTa. fanm HaBucTHHa yMeTHoCTa MoXe
A4a npuaoHece 3a 4a ce HaamuHe oyTrysarbero? Kako Bue rneaare
Ha 0BMe rojasu 1 4asM MMATe NPULAOHEC HA OBA 110718, UMaJKH rnpes-
Bu4 Aexka Bawero TBopewrBo aHTHUMIUPano e[eH Bug Bakso
oaHecysar-e?

T.K.: MNpepg ce, Tpeba aa 6uae jacHO AeKa HWEe YMETHULMTE CMe
vHAMBMAYanuu u aexka paboTume no cBoe M Ha cBOj HaumH. Kora
ce coo4yBsame CO NyfeTo BO My3euTe, ranepumnte, MeauyMuTe v cri.
ce 4YysCcTBYyBaMe MHOry OTYfeHO W He Ha cBoja TepuTopwuja.
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TOHA KPET

3aeaHNYKUTE NPOEKTU HEe Ce CocemMa HeraTuBHU nojasu, Guaejkun
nyfeTo ce obuaysat aa copaboTysBaart co CBETOT CO eMOTUBHE U
WHAMBMAYyanHa Buauja 3a nojasuTe. Mo4HysaaT Aa ce cobupaar 1
[a y4ecTByBaaT BO OBUE COLMO-(PNNOCOdCKN ABUXKEHA, KOW BO
U3BECHA CMUCNA Ce MHTEePEeCcHU U BO ronem Aen no3utusHu. Ho
oTCeKorall NoCTOEesne CamMmo HEKONKY NIMYHOCTH - (hunocodm, Hay4-
HULK, MOETYH, YMETHULM - KOW UMane Buauja WwTo UM npeTxoaena
MHOry NooAamHa Ha OApeAeH MacoBHu MaHugecTaumu. Bo osaa
cMucna, NpeAa Aa ce nojasu eKoNoWKoTO ABMXeHe BO AMepuka
YMaLLe camMo HEKOJKY M30NUPaHN MHAMBMAYM KOM He 6ea ApeKT-
HO 3acerHaTv 04 ekornorvjata Kako WTo e Taa AeHec AedmHupa-
Ha, HO IV MHTepecupana Bpckara co npupoaara. He Tpeba aa ce
sabopasu aeka u Joszed Bojc nomorHa aa ce pasbepe npupoaarta
W BpckaTa co Hea. HeroBoTO NpuKNy4yysarbe KOH 3es1eHnTe ce
CNy4u MHOry nogouHa. AKO HeKoj noeanHeu paboTu Ha 3HavaeH
ONWTECTBEH NPOEKT, NyfeTo AUPEKTHO UMK WHAMPEKTHO Ke ja
npu3HaaT HeroeaTta KoHuenuuja , Aypu v Ke y4ecTsysaart BO Hea,
NpUAOHECYBajKkn 3a HejauHoTo Noao6po opmynuparbe. 3a xan,
B0 MOMEHTOT KOra Toa CTaHyBa WAeonoruja unm Teonorvja, 3a MexHe
cé e rotoso v HeynoTpebnueo, 6e3 pa3nuka Ha Toa WTOo 3a MeHe
Hema nosHavajHa paboTa oA Toa Aa ce buae BKNyYeH BO eKo-
NOWKOTO ABWXEH:e, BO MNapTujata Ha 3enexuTe. Toa e MHOry ex-
cnoHMpaHo UcKycTBo. CBEeCeH CyM Aeka Beke HewTara ce aedu-
HUpaHW W Aeka cé noeeke nyfe pasmvcnysaart BO 0Baa Hacoka,
HO YMETHWLMTE CeKorall ce AucTaHumpaar: noyHysaart Aa mucnar
Ha apyru npoekTu. MpobnemaTukara WTo ja cnomeHysare Gewe
3a MeHe akTyesiHa npej ABaeceTTvHa roAvHW.

C.A.: 3Hayu fm T0a AEKa HA YMETHULINTE UM € OMU/TeHa CamMo BO-
[eykara , asaHrapaHara noauumfa, oHa Ha BpsoT?

T.K. Ma uarneaa aeka e Taka co HauBMAyanucTuTe.

C.A.: 3a eqHo og Bawmre HajkoxepeHTHu 4ena ro cmeram Form-
inifera, 1992. Bo Hero ce MHTerpmupaHn 1 CMUpeHn CripoTUCTaBeH-
ocTuTe Mery KpesKoTO M COIMAHOTO, OPraHCKOTO U BEeLITAYKOTO,
MPUMODAMASTHOTO 1 COBPEMEHOTO, hopMara u eposujara. Bawara
ghunocoghmja ¥ IMKOBHO MCKYCTBO 0 CO34aBaat YyBCTBOTO 3a
curTesa, 3a uenmHa. [anv 6u crioMeHane 1 Apyro 4eo Wro ja
MUCTI BAKBATA XOJMCTHUYKA CTPYKTYpa Ha CKynanTypara?

T.K.: Ce cornacysam co npoueHkata Ha Forminifera. ima ywre
©4HO NOCTapo AeNO WTO jac ro CMeTaMm 3a 3HauajHo: Yermpu ynHm
. Bo Hero ce nocTasysa npalareTo 3a rpaHvuara mefy parmeH-
TWTe ¥ uenuHaTa, 6uaejky BO BAKBMOT BUA Aena nocTojaHo noc-
TOM AUXOTOMMja Mefy AenoT (aenosuTe) U MHTerpanHata copma
(Ha umHmjaTa, Bo cnyyajos). Toa ja coapxu uaejata 3a uenvHara.
Wnejata 3a eAMHCTBOTO € HA MHOTY MOC/IOXKEHO paMHULLITE OTKON-
Ky WITO HUEe MOXeMe Aa cu 3amucnvme. [leHec Tpeba Aa ce noep-
3yBame CO HeLWTO ApYro, NpeA Cé, Co HaykaTa, Ui co yMeTHocTa.
MHory nyfe AeHec He Ce CBECHM 3a OHa LITO M1 ONKpYXyBa: enek-
TpuKara, KOMMjyTepuTe, HOBUTE MaTepujani, U He 3HaaT Kako ceTo
Toa hyHKUMOHMPA. He ce npalwysaarT, Ha np. 3alWTo € OLUeTOT Ku-
cen, WeKepoT Cnaaok, 0fI0BOTO TELWKO, & CTAaKNOTO NPOSUPHO?
Mma TonKy MHOTY NMpUYMHK A2 C€ MUCIU Ha TakBM HelTa v Toa He
nopaau Hekoja Hay4Ha, 06jeKTUBHa NpUYNHa, TYKY 8AHOCTaBHO OA
€MOTMBHM nobyan.

C.A.: [leHec, BO nepuodoT 1o “Kpajor Ha yMeTHoCTa *, MOXebu e
fennacupaHo v aHaxpoHo Aa Be npawam wro e 3a sac HoBOTO?
Cenak, Bawara 3anHTepecupaHocT 3a HayKara, notparara o suc-
TUHATA M AYXOT HA YTOMMWJATa LTO IV MPOHUKHYBa BawnTe CKy/-
TypY, ro oxpabpysa MoeTo /byBOMUTCTEO.

T.K.: Mucnam aeka He e TelWKOo Aa Ce Hanpasu HewTo HoBo. He e
npo6nem aa ce co3fane HewTo WTOo Aocera HuKoraw He 6uno

HanpaseHo. Mpobnem e Aa ce co3aane HewWwTo BO CUCTEMOT Ha
MUCNEHE M aKUMja, LTO 0BO3MOXYBa Kako KOHCTPYKTUBHO Aa ce
Aejcteysa. Toa e MUCNIOBEH CUCTEM KOj € AeN 04 TOa WTO MOXe U
WTO e BCYWHOCT CKynnTypaTa. Taa e eAeH HaBucTHa owTap WH-
CTPYMEHT 3a /ia Ce OTKpWe HeWTo 3a Npupoaarta Ha Marepujantu-
OT CBET 1 3a Hawara penaumja co Hero. Toa e OHa WTOo e 3Ha4ajHo
M HOBO, @ HOBOCTA 3apajav camaTta HOBOCT MMa MUHOPHO 3HaYeH-e.
Jac cym noHekoral Mp3enuB 1 Hemam xenba HUWTO Aa Hanpasam.
MHory 4ecTo CyMm NpuHyAeH Aa npasam ckynntypa. MpasereTo
CKynnTypa e npouec BO KOj He pasmucrlyBam 3a Toa WTO e HOBO.

C.A.: [To3HaT CTe Kako MHOry Cepuo3eH yMEeTHUK. AnacTpaKkTHa-
78 AMMEH3Ma Ha NMPOMEHATA, USMECTYBalrbara, Henpeasnaimeoc-
TUTE Ha QHParMeHTHUTE U AESTYNHAETA CO KoM ja co3aasare Lesin-
HaTa Kako 4a ynaTysaar Ha MocToerbeTo Ha vrpara (play) 7

T.K.: UrpaTa e haHTactTyHa onoauvumja Ha cé WTo e Haasop OA
3emjaTa. ViMa MUNMOHW TOHM MaTepwjanu BrpaaeHn BO eaeH jak
nparmaTudeH cuctem. Hemam notpeba Aa ce HaTnpesapysam €O
Toa. [leHec Bo Ckonje 3abenexas ronieMa Konum4nmHa Ha matepu-
janu BrpaseHy BO HELUTO KOPUCHO, & CaMO HEKOJKY K1sorpamv oA
Toa e NnpeTBOpPeHo BO ymeTHoCcT. MoTuBauujaTa Aa ce co3aasa
CKyNNTypa He e nparmaTu4Ha, eHepreTCcku cTpora, TyKy uctpa-
XyBauka, 4yBCTBUTENHa, epoTcka. 3a Aa ce Hanpasu yMeTHUYKO
neno notpe6Ha e urpa. Taa He e nparmaTtuyHa, 6uaejku oA urpata
He npouanerysa ynotpebeH npoaykT. 3a pasnuka o4 play, game e
noBeke CTPYKTypanHa u cTparterucka, a jac Hemam notpeba aa
6uaam cTpater, HO Umam noTpeba npeky urpaTta Aa co3aasam.

C.A.: He cakam [a BepyBam AeKa 334 BawnoT UBpCT Marepm-
JATMCTUYKM KOHUENT BO CKY/INTYpaTa HeMa COH ¥ POMaHTHKA. 3Ham
fAeKa Hasrierysam Bo MHTHMHM CQDEPH, HO, Cenak, ro o4eKysam
Bawero Mucrierse.

T.K.: Bo npawatbe e Hegopasbuparbe. 3a Toa UCTO Taka He noc-
Towm jasuk. Kako WTO e Tewko Aa Ce ONUWaT jakuTe epoTeku uc-
KycTBa Taka e TewWwko Aa ce onuwaTt eMounnTe KOWWTO ce MHOry
ancTpakTHu HewTa. Ha np. oBaa Moja nanoxo6a o BawmoTt my3ej
e first size exhibition, eaHa MHory ao6pa cenekuvja. Kora pa6otes
yTpUHaBa Ha nocTaByBarbeTO UMas eAHO HeONUCUBO YyBCTBO Ha
3a/10BOSICTBO, KOE HE MOXe Aa ce packaxe. Toa e eaHa NpOoHKK-
HaTOCT WTO HEe MOXe [a Ce NOBTOPU UNu Aa ce NoYyBCTBYBa HU-
Kaze Ha Apyro MecTo. Ha ymeTHAUMTE HA YyAeH Ha4YWH UM e noT-
pebHa Hekoj BuA Ha apora. MpaseHeTo CKynnTypa e HewTo cnu4-
HO. U Kora nyfeTo ke nobapaart noAenukaTHu WHopmauuu oa
aBTOPOT, TOA € TONKy 6NUCKY A0 HUBHATa eMOTMBHA CTPYKTYpa,
LUTO He HaofaaT 360pOBM Aa KaxkaT Ha KOj Ha4uH Tue YyBCTByBaarT.

Manox6aTa Ha Toxn Kper Gewe
oapxaHa 8o My3ejoT Ha coBpeMeHarta
ymeTHocT Bo Ckonje,o0a 20 ¢espyapu
no 10 mapT 1997.
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Nanuen Cytud

SABUITE HA AYCK

Bo 1990 roaunHa, Tonu Kper Hanpasu eaHa
Mana kepamuyka CKynnTypa WwTo ja Hapeye
Komnnerer nanay (3abure Ha J/lycu). Osaa
3ronemeHa penpoaykuuja Ha 3abute Ha He-
KOj Haw aaneyeH apukaHcku Npeaok e
eaHo oA peTkuTe aena Bo koe Kper ekc-
NAWUMTHO ro NpeTcTaByBa YOBEYKOTO TeNo
WK, KaKOo LITO e TyKa Cny4ajoT, AeNnoBv o4
Tenoto. Ce pa3bupa, 6pojHn aena oa Hero-
BWOT “nnacTtvyeH” Nepuos ce UCTO Taka 3a-
CHOBaHu Ha TenoTo, a 0co6eHO Ha HEeroeo-
TO, KO€ TOj NOHeKOorall ro npeTcTasyBsa no-
BP3aHO CO HEroBMOT OMWUIEH MaTepwmjan Bo
TOj NepuoA (Kako Bo ABTOMOPTPET Ha CTO/T-
nyavnn ABTonoprper co speKa). Tyka mMo-
Xe Aa ce HasBeaaTt v OHWe Aena oA UMKny-
COT EBpOCKY 1 aghpUKaHCKM KYITTYPHN MU-
To8u (1985), KOU ce NoBMKYBaaT Ha UCTO-
PVCKMOT penepToap Ha npeTcTaByBare Ha
Tenoto. Kputuyapkara Jiun Kyk so 1987
yKaxa neka “taMmy KagewTo yoBedkaTa
copma ce nojaBysa Bo aenoto Ha Kper, Taa
e cekoraw ambnem unu npeTcrasa, na oT-
Tamy e NIOrMYHo WTOo AOTOraw Taa ce jaBy-
Ba caMmo BO HerosuTe suaHu gena"'. Osaa
oncepsauumja € ToYHa U BO OAHOC Ha Hero-
BWTe nogouHewHn aena. Bo ocHosa, Kpe-
roBOTO Aeno ce cocTou oA 0bjekTv u npeT-
cTasu Ha 06jeKTH BO KOM YOBEYKOTO TENo
e rnasHo OTCYTHO. Ho, M NnoKpaj Toa, peTko-
cTa BO NpeTCTaByBaHeTO Ha TenoTo BO Ae-
noto Ha Kper He 3Ha4yu AeKa HeroBuoT CBEeT
€ HaceneH eIMHCTBEHO CO 06jeKTH BO KoM

45

TONY CRAGG

NpeoBnaaysaaT UCKNY4YMBO HUBHUTE BHAT-
peLHN BU3YEenHU 0COBEHOCTY.

Kako npBo, npeTcTaBeHnTe, penpeseHTy-
paHuTe, HKOPNOpUpaHUTe U KOMBMHK-
paHuTe 06jekTu BO aenara Ha Kper ce Haj-
YEeCcTOo paYHo UK MHAYCTPUCKK Npon3Beae-
HU 06jeKTH (M npeTcTasu Ha 06jeKTH) Ha-
npaBeHn 04 YOBEKOT 3a Aa rv noceaysa
unu aa rv ynotpebysa. 3aroa, u nokpaj oT-
cyTHOCTa, Tpeba Aa cMme cnenu 3a Aa He
BMAMME AeKa Tenoto BO OBWE Aena e,
BCYLWHOCT, CENPUCYTHO, HO HE BO NO3UTUB-
Ha chopma, TyKy Kako Heratus. Lnwuksa,
pasHu BUAOBU KOHTEJHEpU, CTONNLUM, KYKH,
Benocuneaun, meben u anaTku, ceTo Toa e
MHKOPMNOPUPaHO Kako Aa e Taka HajaeHo Bo
Aaenara, unu nak, npeTcraseHo, 3roneme-
HO, peayuupaHo, noHekoraw AecopMmpaHo
NN COCTaBEHO BO YyAHU KOMOMHaUMM,
CvTe oBue 06jeKTH ro NoBUKyBaar rrneaa-
YOT Aa rv 3eme, Aa pakysa CO HUB, Aa v
ynotpebysa, Aa ceAHe Ha HUB UK Aa Xu-
Bee co HuB. CuTe Tue ce MoAenupaHu cno-
pea pakaTa Wnv TemoTo, Kako WTo ce, Ha
npumMep, OrpOMHUTE paYKu 3acafeHu Bo ap-
BEeHWUTe Tpynuu BO LlesysiosaHara memopu-
Ja(1991) unw Bo AgmuructpuparHara uesny-
103a(1992). Ce pa3bupa, HeKkoj Hay4HWK oA
Apyra nnaHeTa 6u ce Hama4un o6uayBsajku
ce Aa ja cchaTv CTpyKTypaTa Ha BKynHata
YoBeyka aHaToMmuja (a aa He 36opyBame 3a
Hawara rncuxonoruja) ako ce pakoBoAu
cnopea oBaa rofiema Konekuuja Ha nekosn-
HO COCTaseHun oTucoun. A cenak, Toj Bepo-
jaTHo 61 MOXen Aa NnocTaeu NnoBeKke UHTe-
pecHu n Moxebu 3abenexuTenHu xunore-
31 3a HaWuTe OCHOBHM NOTPE6M 1 3a rnas-
HUTe (hyHKUMKM Ha HawuTe Tena.

Hewma, mefyToa, comHeHue aneka Komrner-
HWoT nanay (3abure Ha Jlycn) 6u 6un He-
pelwnusa eHurma 3a BOH3eMCKMUOT ucTpa-
XyBau (ce pasbupa, AOKOSIKY BO HerosaTa
COMCTBEHA aHaToMMja He Ce WUCTO Taka
BKNy4eHv 3abute). lypu v ako ce cpnm ao-
NOSHUTENHa CBeTNMHA CO NOMOLW Ha eaHa
Aapyra ckynntypa Ha Kper Ha ucta Tema,
nako 6e3 pethepeHum Ha Jlycu (Komnnerex
nanay, 1993), Aeno WwTo ce cocTom oA Ha-
BUCTMHA rOfieMn 1, aKo MOXe Taka Aa ce
Kaxke, nomanky parmeHTMpanm 3abu, Ha-
WKWOT MHTepnnaHeTapeH aHTpononor 6wu
MOXen NecHO Aa Npomaluy BO NpoueHkara
neka oBve 06jeKTU KOW LITO CE TONKY EHUr-
MaTtu4Hu 3a Hero, a Tonky amunujaphm 3a
Hac, He ce BKnonyBsaaT cocema co ocTaHa-
TUTe eneMeHTn Ha cKynnTyparta Ha Kper.
Toj He 61 6un BO cocToj6a Aa pasbepe aeka
TWe He ce caMo pPenpoayKuUMM Ha apTedak-
TW, TYKY AeKa ce eNleMeHTH WTO npunaraar
OVPEKTHO Ha TEeNOTO Ha TOj MUCTEPUO3EeH
BMA no3Hat kako homo sapiens. HawwoT
noceTuTen oA ApYyruTe ranakcuum, Koj Mo-
xebu Ke buae y4eHuk Ha Hekoj Jlepoa-Typ-
XaH 04 HeroBaTa nnaHeTa, BepojaTHO 6u
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chaTtvn Aeka HoBeykuTe cywTecTsBa ce
pasnvKysaaTt 04 0CTaHaTUTe CylWTecTsa no
TOa WTO TUe v NpowKnpyBaart NpUpoAHUTE
¢hyHKUMM HA HUBHWOT OpraHn3am npousse-
aysajku aptedakTu. Cyaejku cnopea H1B-
HaTa hopma, Toj 683 COMHEHME Ke 3aKny4u
neka 3abute Ha Jlycu 6une anaTku Hame-
HEeTU 3a KpLUeHe WNKn Ton4Yere, OAHOCHO,
HewwTo norpyba BapujaHTa Ha MHOry rnonec-
HO MPEeno3HaTNMBMOT TONYHUK NPeTCTaBeH
3ae/IH0 CO HEroBMOT aBaH (Kako WTo MOXe
Aa ce BUAW Ha NPUMEpPOT Ha ABaH v T0/1-
yHuk, 1986) Bo KperosaTa cKynnTypanHa
eHUMKNoneauja Ha Yoseyku anatku. [e-
AyKUMWUTE Ha BOH3EMjaHWHOT, Cropea Toa,
61 6une penaTtuBHO TOYHW.

Co npunu4Ha CUrypHoCT MOXemMe Aa npeT-
noctasume aeka ako Kper nocsetun Ase
CKynnTypu Ha Temara Ha 3abure (a 8o np-
BUMOT CNy4aj, He Ha GVMNOo Kow cTapy 3abu),
3a Toa nocToesne Ase rnasHu npuynku. Mp-
BaTa, KojawTo He 6m Guna Tonky o4urnea-
Ha 3a BOH3EMjaHWHOT, 3a KOro yMeTHocTa
e BepojaTHO HenosHaTa uaeja, e Taa Aeka
YOBEYKOTO TESO0 COAPXKMN MANKy eNeMeHTH
KOW Ce TONKY UBPCTM W TOMKY CKynnTypan-
HW Kako WTo ce 3abute. BropaTta npu4mnHa,
KojawTo 61 ru NnoTpAUNa NOru4yHUTE Ae-
LAYKUMM WITO MY T UMAYTUPAB Ha HawwoT
Nepoa-T'ypxaH oa nnaHetata Mapc, e Taa
leKa 3a CUTe XXVBW CyLITecTBa, a He caMmo
3a nyfeto, 3abute ce eaHa opraHcka npea-
chopma Ha OHa LWTO CTaHasno No3HATO Kako
opyauve U Ha OHa LTOo, CNopeA wucTaTa no-
ruka, ce Hapekysa apTuuumeneH ceeT o4
koj Kper ja passuBa cBojata CKynnTypa,
“cBeT cO3/4aAeH 04 YOBEKOT"? KOH KOjWwTo
Kper ce obpaka BO cuTe CBOW UHTEPBjya v
TekcToBW. 3abuTe o4MrnenHo He ce opyan-
ja TyKy, Kako ¥ ocTaHaTuTe eNieMeHTH Ha
TenoTo WTO Ce NPOLMPEHN CO OpyAaujaTa,
ro nokaxysaaT oHa WwTo Kper 4ecTo ro uc-
TakHyBalle, a Toa e AeKa npupoaara v cse-
TOT CO34a4eH 04 YOBEKOT Ce BO KOHTUHYM-
TeT.

Hekoj 61 moXen 4a Aoaane v TpeT hakTop
WTO CNYXW Aa ce 06jacHu LenvoT pacnoH
Ha AenoTo Ha Kper, Ha TOj HauYWH WTO Ke '
cMmeTa 3abuTe 3a UHCTPYMEHT CO KOj MHOTY
KUBOTHU, BKNY4yBajKu rv Tyka u nyfeTo, ja
acuMunupaaT martepuvjata oA Koja ce cos-
nanenu. Bo oBoj cny4aj, CyWTUHCKOTO 3Ha-
yerbe Ha KperosoTo aeno 6 Moxeno Aa ce
npMnuLe Ha HEroBMOT OTBOPEHO NpoKna-
MUpaH maTtepujanuaam, 3alwWTo Toj eaHal
caMu1OoT ce onuLa Kako “eKCTpeMeH maTtep-
njanuct” v oTUAe TOMKY Aaneky WTo Nosu-
Ka Ha co3aaBarbe “MarepvjaneH BusyeneH
jasuk Koj e NCTO TOMKY, ako He ¥ noseke
YyBCTBUTENIEH Ol FOBOPHWUOT MM NLLAHK-
oT jaauk”™. Cnopea kpuTnyapkara JiuH Kyk,
osaa “emdatuyHa’ aeknapauvja 0BO3MO-
XyBa npoanaboyeH ysua BO “‘CaMmoTo cpue
Ha HerosoTo aeno”. Kyk cyrepupa aeka

Kperosata akTMBHOT ce 3acHOByBa Bp3
“waejaTta neka HoBeKoT ce AedmHupa u ce
3ano3Hasa cebecn HU3 0HOCOT CO OKOSH-
HaTa, WTO BKNy4YyBa Ce, 04 reofiowKnTe
dopmauum Ao ypbaHuTe KOHCTPYKLUUK, OA
opyaujaTta Ao anatkuTe yrnotpebexu aa My
fAapaat hopma Ha CBeTOT, Ha MebenoT v Ha
ocTtaHaTuTe 06jeKTH Npon3BeneHu Aa rv sa-
[oBoNnaT HerosuTe AHeBHU noTpebu”. OT-
Tamy, BO TPOAUMEH3MOHANHOTO Aeno Ha
CKyNNTOPOT “4oBekoBaTa ersucTeHumnja e
objaBeHa npeky opyavjata, mebenoT v oc-
TaHaTuTe 06jeKTH Co Ko TOj ro obnvkysa
CBOETO nocroere™.

Bo 0B0j MaTepujaneH u MaTepujanucTuykm
cBeT, NpUMopAUjanHuTe 3abm Ha Jlycu u uc-
TOBpPEMEHO peaoT 3abu co Kou Hue uBa-
Kame feHec, npeTcTasyBaaT HEONXO0AHO
npenneTyBarbe BO KOHTUHYUTETOT WTO ro
noBsp3yBa YOBEWTBOTO CO CBETOT BO KOj Ha-
LIMOT CTATYC € MAEHTUYEH CO OHOj Ha CeKOj
Apyr husnykm objexT. 3abuTe ce 0AroBop-
HV 3a NPBUYHOTO TPaHcgopMUpatbe Ha ma-
TepujaTa OA KOojawTo CMe Co3AaneHu, na
oTTaMy ro nomaraart v BapereTo. M HaBuc-
TWHA, TeMarta Ha BapereTo e BO pasfinyHu
NpUNUKK NpucyTHa Bo AenoTo Ha Kper. Ha
npwmep, Cs. ['opfu u namjara (1984) ce co-
CTOV 04 Maca UCrpenneTeHu UpeBoBUAHN
NNacTUYHW UEeBKM LWTO coapXaT 06jeKTH
Kako cTan 3a Melarbe Ha macno, sBpboBo
ApBo 1 maca. Bo eaHo nHTepsjy 8o 1993 co
XajHu-HopbepTt Jokc, Kper ro noreHuupa
MeTathopUYHUOT KapakTep Ha Herosute
o6uau 8o peunknupatreto. Komnapauvjara
Ha JOKC Ha CBUOLIMTE W NpenneTuTe Ha LeBs-
KWUTE CO BUTKaHETO Ha 3mujata (>KMBOTHO
€O 3HauyuTenHa penyrauuja Bo atneTckuTe
AVrecTBHM crnocobHocTw), Kper oarosopu:
“Jac 61 6un noBeKe CKMOH Aa rv cnopeaam
co ytpobarta. AKO 3emMam KaHanusauunoHn
uesku, 61 Moxen aa rv ynotpebam 3a Aa
onuLIam CTPYKTYPU WITO Nu4aT Ha upesata
BO yTpo6aTa unu Ha CUHUMP OA MONEKYNH,
a 0/l KOV HATY eAHa CTPyKTypa He e BUA-
nusa"s, Camute Hacnosu Ha KperosuTte
3a6HM CKYNNTYpK nokaxkysBaaT AeKa Hero-
BUOT VHTEPEC € BO UCTPaXyBaHeTo Ha (he-
HOMEHOT Ha roNiTakeTo U BapeHeTo U BO-
ONITO BO BUAOBUTE Ha ancopbupare: 4o-
BEYKOTO XMBOTHO € HaBuCTUHA “KoMmnne-
TeH nanay”, cnocobeH Aa ro acumunupa no-
BEKe WM NoMmanky Cexoj Bua marepuja Bo
KOPMCT Ha CONCTBeHaTa NpoayKuwja.

ToKMy 0BOj yHUBEp3aneH KOHTUHYMTET Ha
maTepujata e OHa KOH WTOo pedekTupa
ymeTHocTa Ha Kper. Mneaajkv noaaneky oa
chacumHMpaHocTa oA Nnap4uHbaTa ocBexeHa
nnacTvka, KojawTo Kper BoO paHuTe oCyMm-
[eceTTy ja ynoTpebu 3a aa cospane 6poj-
HU aena (1 KoM peyucy ro 3aceHuja BUCTUH-
CKMWOT pacrioH Ha HerosoTo Aero), cocema
e jacHo aeka Toj cexoral ce CrnyxXen co e-
CTPEMHO LUMPOK Avjana3oH Ha maTepujany.
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Bo oBaa cMucna, Kako WTOo TOj YeCcTo Npua-
Hasa, Kper HOCW ronemo HacneacTso o4
HEroBuTe NPeTXOAHWLMU BO WEeceTTuTe u
paHuTe ceayMAeceTTH KOW, 04 MUHUMANn3-
MOT NpeKy NnonapToT 1 apTe-nosepa, “uaeH-
TuhMKyBaa HajpasnnyHu BUAOBU MaTepu-
janu wTo My npunafaar Ha CBETOT HaaBOpP
0A YMETHOCTa U KoM v aedmuHupaa Kako
KOPMCHW MaTepwujanu 3a ymeTHocTa™. AB-
TOPOT Ha KOMIeTHHOT J1ana4, 3aToa, Mo-
e neruTUMHO Aa ce cMeTa 3a OpKecTpa-
TOP Ha BWMA Ha CKYNNTypa Koja e u camata
‘nanayka’. CuTe BUAOBW MaTepujanu, npu-
poAHu unu apTuduumeneH, Moxe aa ce
ynotpebart - ApBO, KAMEH, FPaHuT, Mepmep,
nnacTuka pasHv BWMAOBW MeTars, Yenuk,
6poH3a, BOCOK, ManTep, 06U4HO unu 06-
paboTeHo cTakno, rpHYapuja, nonvecrtep,
nonuypeTaH, ryma, UEMEeHT U Taka HaTamy
- UICTO KaKo U cuTe BUAOBM 06jeKTH, 04 TYNn
[0 BENocvneau, Kako v Hajpaanuyxu caao-
By (3a umjawTo npodmnaumja Ke nporos-
opuMe noHartamy), NoTBPAYBajKu Ha Toj Ha-
4YKMH Aeka, kako redymade unu Kako moae-
NV BO NPUpPOAHA BEnu4muHa, The ce noTyun-
HyBaaT Ha crneuuduyHaTa WHTeHuuja Ha
YMETHUKOT BO pasBuBar-eTo Ha Bu3yenHa
CUHTaKCa WTO M3pasyBa eraucTeHumja Ka-
pakTepucTU4Ha He 3a ancTPakTHUOT U KOH-
uenTyanHuoT BepbarneH jasuvk, TyKy 3aceTa
HejauHa KOHKpeTHa MartepujanHocT.

WNako maTepujata v HejavHaTa (huandka
NPUCYTHOCT Ce O/ HajroniemMa BaXHOCT 3a
Kper (61 moxeno aa ce 36opysa 3a “mare-
pujanuaMoT” - HacNpoTy “maTepujanHocTa’
- Ha Herosara YyMeTHOCT), Toa cenak He 3Ha-
4K AeKa TOj ja UCKNy4yBsa cekoja AyxoBHa
unv metaguanyka AMMeH3nja o4 HerosoTo
naeno. MarepujanHuoT BU3YEneH jasuk WTo
TOj ro pa3svBa BpP3 OCHOBA Ha “MUNIMOH 03-
HayeHW" cMmecTeHn BO 6eckpajHaTa KOHK-
PETHOCT Ha (hU3NYKUOT CBET €, HanpoTuB,
AeTepMMHUPaH 04 uaejata 3a maTtepujara
KOjaliTo € Ce CaMo He PeayKUMOHUCTHYKA.
“MaTepwujanoT Bo HawwuoT ceeT”, peye Kper
BO €1HO HEOAaMHELHO Npeaasatbe, ‘e Tec-
HO NOBP3aH CO KOHLENTOT Ha ‘cTBapTa’, WTo
3Hau4um AeKa HerosaTa (huanyka npucyTHOCT
€ OHa WTO A0OMUHMPA M AeKa - MaKo nyfeTo
ceKorall ce cpamar Kora ce 36opysa 3a Taa
Tema - HeroBuTe MeTauanyKn KBanuTeTu
ce Hekako oTdpnexu. [NasHKOT npobnem
narnena e BO TOA WTO KOPEHOT Ha 360poT
‘maTepujan’ unu ‘maTtepuja’ e 3abopaseH.
KopeHoT Ha 360poT e mater, majka. Bo oBaa
cMucna, 0AHOCOT nomery YOBEeKOT U maTe-
pujata moxe aa ce pasbepe UCToBpeMeHo
1 BO (hM3MHKa U, WTO e ywTe No3HavajHo,
BO AyxosHa cmucna.” MapagokcoT Ha Kpe-
roBOTO YMETHUYKO MUCNEH:E, KaKO LWTO Cce
u3pasysa ¥ BO HErosuTe CTasOBU W BO
npakTVUKara, exu 3atoa 8o (hakToT Aeka
MaKo TOoj UesiocHo ja npudaxa uanykarta,
KOHKpETHA, MaTepujanHa v nepuenTueHa
peanHocT Ha HewTaTa, Heroeara npumap-
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Ha uen e cenak HeBuANuBaTa AUMEH3wuja
cocTaBeHa 04 3Ha4yeHa WTo cocema onpas-
[aHO MOXaT Aa Ce OnuLLaT Kako Hemarep-
njanHu. M nokpaj Toa WwTo Herosarta ckKynn-
Typa e aHTUTeTUYKa Ha CeKoj BUA KoHUen-
Tyanusam - 6uno Bo 04HOC Ha eAHOCTaB-
HOTO ancTpaxumpare KapakTepucTU4HO 3a
rOBOPHUOT UNW NULWAH ja3uk, 6unNo BO o4-
HOC Ha yMeTHMYKaTa npakTuKa KojalTo ce
noBp3ayBa co 0Boj 360p - Aenoto Ha Kper,
cenak, rv noceaysa uctute ambuuumn. OT-
Tamy, o6jeKTUTe U maTepujanuTe WTo ce
ynotpebexu, 6uno npupoaHuTe, 6uno apTu-
dhuumenHuTe, ce BKNy4YeHn He caMmo 3apa-
AV HUBHUTE NEepLenTMBHU (h3NYKK CBOjCT-
Ba, TYKY UCTO Taka v npej cé 3apaau HuB-
HUTE HEBUANMNBK, AYXOBHU N MeTapU3N4KK
AVMMEH3uK, 3a kou Kper Bo cBouTe MHTEp-
Bjya n TekcToBu 360pyBa Kako 3a “6anoH”
04 3Ha4eHa co Kou ce 06BuUTKaHn. Tokmy
OBa € Toa WTO UM ro rapaHTupa cTaTycoT
Ha “jasnyeH maTepujan”. Bo norope uutupa-
HOTO npeaasawe, Kper 36opysa 3a “meTa-
hu3anykmoT 6anoH” WTO ro ONKpyXysa ce-
KOj 06jeKT, cexoj maTepujan, 6anoH WTo ce
HaaysyBa Co C& NOroyeMoTo pasBuBatbe Ha
HALUMOT OAHOC CO KOHKPETHUOT 06jeKT nnu
marepwujan. “‘lNocrojaT marepujany Kako Ka-
MEHOT, APBOTO, OFHOT U BOAATa KOU WTO
nocTurHysaaT ronem 6poj acouvjaumm 3a
cMeTka Ha (hakToT WTO ce TUe Hepasae-
NMBO NOBP3aHW CO eBonyuMjaTa Ha HYoseL-
TBOTO. MaTtepujanuTte un objekTuTe npouns-
BeAEHW [IeHeC HemMaaT TakBu KapakTepu-
CTUKM, UMK T¥ UMaaT Ha cocema NMoHUCKO
HWBO. TWe Ce ONMKONEHU CO KPaTKOTpajHU
6anoHu oa nHopmauun, a A0MKHOCTa Ha
aBTOpUTE Ha hUrypaTMBHMTE YMETHOCTH
WNW NoeTuTe, Ha NpyMMep, e Aa r'M nononHat
oBue 6anNoHM Ha TakoB Ha4YMH WTO 0b6jek-
TUTE Ke NOCTUrHaT He camo (hM3N4KO npuc-
YTBO, TYKY Ha TOj HA4YMH LITO TUE UCTO Taka
Ke npeTcrasyBaat ¥ MOAENM Ha Mucnara u
Taka Ke noHyaat 6oraTtCTBO Ha MOXHOCTH
3a Hawara umaruHauuvja u chuwTa.”™ Opf
LITO Ce COCTojaT OBME 3Ha4erba Unmn U3Bo-
pv Ha nHopmaummn? OAroBopoT MoXebu
AEeNyMHO MOXe Aa ce Hajae BO eAHO UHTep-
Bjy co JacuHTo Jlarempa Ha ucrarta Tema
(1992). “NponopunnTe Ha HecorneanMeuTe
HelwTa co TeKOT Ha BPEMETO Ce BO pamHO-
Texa. AKO rv norneaHeme nyfreTo oa npea
CTO rOAVHK, TUe UMaaT noseke unu noman-
Ky UCTV (hM3NYKM CBOjCTBA KaKO 1 AeHell-
HUTe nyfe. MefyToa, HacTpaHa oA 4YUCcTo
BUANUBUTE aTpubyTH Kako WTo ce bojaTa,
BUAOT Ha KOXa v onwTtuTe thopMun, Moaep-
HWOT YOBEK MOpa UCTO Taka Aa u3nese Ha
Kpaj co uaeuTe Ha aTtoMckara U Moneky-
napHa CTpykTypa, MetabonuamoT, enek-
TPUYHUTE UMNYICU U PacTeHeTo, Kako 1 co
EKOSOWKUTE ¥ NCUXONOLWKK cocTojbmn. CeTo
0Ba NM4M Ha ronem 6anoH oA HEBUANUBU
MHOpMaUUK WITO Ce akyMynupane okony
Hac ¥ 0KONy cekoj Apyr huanyku objexT.”'®
YosekorT, cthaTeH kako npebusanuiTte Ha

marepujaTta oA Koja Toj ce xpaHu (bnaroaa-
pejku Ha 3abuTe KoM HM 0BO3MOXYyBaaT Aa
ro ancoptvpame CBETOT UCTO Kako WU Ha-
LWKUOT npeaok Jlycu npea Asa MUNUOHU ro-
AVHKW) € UCTO Taka NpPou3BOAUTEN, KOH3Y-
MEHT U MeuyM Ha oBaa MHcopmaumja n Ha
ApYruTe HemaTepujanHu 3Hayera A0CTUr-
HATW CO NOMOW Ha HeBMANVMBUTE 6anoHn
LUTO r'v ONKPY>XyBaaT 06jeKTUTE KOU ' CO3-
nasa Kper v Kou nocTojaHo rv npepaboTy-
Ba BO COrNacHOCT CO KOHCTAHTHO peBuaun-
paHuoT chopmaneH npouec. bu Moxeno aa
ce Kaxe Aeka, CnpoTUBHO Ha NojaBHOCTK-
Te, YoBeykuTe 6uTHja (He caMo HMBHUTE
Tena, TYyKy 36MpoT Ha CMTe HUBHU KBanu-
TEeTH) Cny>XaT Kako CyluTecTBeHa OCHOoBa
Ha ouurneaHo objekTusucTMYKaTa, mare-
pujanHa 6a3a Ha oBaa yMeTHOCT. “TeyHuTe
KOHTEjHEpU”, Kako WTO rv Hapekysa [lejsma
Bayenop'', kKako WTo ce WulnHbaTa, peTop-
TWTE, Ba3HWTe, NUNeTuTe unu TybuTe 3a
TecTupatbe (ynotpebenu 3a na obpasysaar
npcTU BO ruraHTckara paka HapeyeHa Ma-
wunynayw op, 1991) nako ce suanusm, ce-
nak umaaTt CKpUeHW COAPXUHMU Kako aa ce
VUCTOBPEMEHO NPa3HK M NOSHW: TUE ja npeT-
cTaByBaaT NnocTojaHo NoBTopyBaHaTa Me-
Tathopa Ha TenoTo, kojawTo Kper eaHaw
npv3Ha aeka ja “napasun 8o hopma Ha Lu-
we".'? Nako Bayenop cocema onpasaaHo
McTakHyBa Aeka “e BoobuyaeHo LWMLWETO 1
Basara Aa ce KapakTepuaupaaT Kako BuA
Ha cybnumupaHa 4yoseuka churypa”, TOj
WCTO Taka Benu Aeka “e noaeaAHakBo MOX-
HO, ce pa3bupa, YOBEYKOTO Teno Aa ce onu-
we 1 kako hopma Ha KOHTejHep 3a Te4HoC-
T™"."®* Ho aypu n ako osaa metadopuyHa
penauwja He Hu belue coonwTeHa oA ymeT-
HWKOT M KPMTUYAPOT, NOCTOjaT MHOry Aena
KOW, KaKo W KomnneTHnot nanay (3abure
Ha [lycu), TprHysaaTt oA objeKTuBucTU4KaTa
HOpMa Ha HeroBaTa YMEeTHOCT U Kou ce A0-
BOJSTHO EKCNNVMLUMTHY 3a Aa HU cTaHe ped-
epeHuara co TenoTo COBPLIEHO BUANUBA.
Osa, Ha npumep, ce oaHecysa Ha OBOWHM
wnwmrba (1989), aeno Koe WTo novrpysa
MCTOBPEMEHO CO noBeke amburesmTeTu, bu-
Aejku eneH oa 0BOLWHO-thopMupaHuTe “Ted-
HW KOHTEejHepu” UCTO Taka npeTcrasysa 4o-
Be4Ko nuue. [lpyrv npuMmepu moxart Aa ce
HajaaTt mefy aenarta oa 1989, kako wTo e
Loco v be3 Hac/108, KON Kako WTO UCTak-
HyBa bayenop, coapxar “mMasHa KpyxHa
copmMa, ONKpy>xeHa Co Kyn oA ApBeHu 06-
jeKTh Ko MoXaT Aa ce carar UK Kako
WuLwWe unu Kako cunyeTta (Ha yMETHUKOBK-
oT nuk)"."

Cnopepa T0a, jacHo e Aeka pasnukara no-
mefy OBOj LUMLLIOBUAEH aBTOMOPTPET U 3a-
6uTte Ha Jlycv He e Ha KpajoT Ha KpavwTaTa
TOonky ronema. Kako n 3abute, astonop-
TPETOT KOHCTUTYupa eAeH aHTponomop-
eH UckNy4yok BO 06jeKTUBHMOT CBET Ha
KperosaTta nanayka ckynnrypa, Ha Ha4vH
Kako Aa Hyau MpMopnvso ocnoboaysatbe
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Ha HejanHaTa eBUAEHTHA TajHa, KojallTo ce
COCTOM BO TOA AeKa BUANMBOCTA HA MaTe-
pujaTa cogp>xaHa Bo CTBApUTE € NOTNONHO
cBp3aHa CO HEBUANUBUTE 3HAYeHa KoM ¢
rM NpunNuwyBa YOBEKOT Kora ja ronta co
CBOWUTE OYM.
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Mutep Wunenpan

KPEr 1A HETOBWOT BIG BANG

Kako BuTnectu aprechaktv oa npacrapa-
Ta eKcnnoauja, sprornaso 6pojHuTe u pas-
HoBMAHW aena Ha Tonu Kper oa paxuTe 80-
TV NpeTcTasyBaaT TpajHa u peTpoakTUBHa
3aratka. Koja e Taa egHa v eauMHCTBEHA
npu4MHa WTO ro npeauasmka ceto Toa? Ce
cekaBam Ha 3avyayBaykarta eHepruja Ha
Aenoto Ha Kper BO Toa o6a Ha YMeTHUYKK
CBET OnujaHeT OA CNMKapCTBOTO M (hoTo-
rpacmjaTa v BO ronema mepka Henpujaren-
CKW pacrnonoXeH KOH ckynntyparta. Toj
npaseLue TakBu NNacTU4HU Mo3anum 1 Nnoa-
HW Aena o4 HajaeHu MaTepujanu u co HOBM
hopmu, LWITO Ce YMHea Kako Aa ce cocema
NPUKNaAHU Ha akTyenHuTe NUKTYpanHu
npeokynauwvu. A cenak, Toj CeTo Toa ro cos-
Aasalle co Takos BosnwebeH aBTOPUTET KOj
HenBojbeHo ykaxysalwe Ha YMeTHMK on-
ceaHar co BuctuHara. LLto 3Haewe Toj wro
Hue He 3HaeBme? Herosara TajHa, nomuc-
nysam geHec, 6ewe BO AONTMOT nornea
1N BO AONTUOT pUTaM Ha ucTopujara, Ko-
jawTo cnopo HanpeaysBalwe HU3 HeroBoTo
Aeno, Aypu 1 Toraw Kora Toj My cTasauwe
324MH Ha aKTYeNHUOT MOMEHT co pachanH-
MOT OraH Ha HeroBuTe uHBeHuUuwn. [leHec
Kper 3a meHe npeTcTaByBsa UeHTpanHa cu-
rypa BO ronemara TpaH3avuuja BO Koja
CKynnTypaTa, A0Nro BpeMe 3ackutaHa no
HpasauTe Ha MMHUManNu3MoT, 406u cuna oA
CYKUECUBHUTE U NPUBMAHO aHTArOHUCTUY-
U 6paHoam Ha NUKTYpPanHu 1 CeMUOTUYKHU
“aeun BO ocTBapyBareTo Ha ceojaTta yH-
AameHTanHa ynora 6utHa 3a 3anapHaTa
csecT. MHOWTBOTO Heroeu Aena nomery
1982 n 1985 roauHa, 6ea Haco4YeHU KOH
3HauUTe Ha KYNTypHa Kpuaa: Brnaaeemero
Ha paauKanHo AeUeHTpUpaHunoT, hparMeH-
TUPaH U XEeCTOK CEeH3UbUnNUTEeT, CUNeH Bo
“MarvHaumjaTa WTo ro NoTXpaHysa npase-

Touu Kper / Tony Cragg,
Ennocrasmm norpowysasm / Simple Consumers, 1994,
nommyperaw/polyurethane

Tonu Kper / Tony Cragg,
Eapo / Veil, 1990,6pon3a / bronze

Tonu Kper/ Tony Cragg,
Condenser, 1994, yenmk / acier
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HETO CNVKK (BKNYyYyBajKu rm U oHve oa
BepbaneH BMA, WTO Ce pacnojacysaaTt BO
OoBaa epa Ha TeopeTcka KpuTuka), Ho 6es
610 KakoB NOLUMPOKO CNOAENEH NTEKCUKOH
Ha "TenecHWoT roBop" KOjLWTO € CYLUTUHCKM
3a ckynntyparta. BrypHyBajku ce 8o Kpuaa-
Ta, Kper ja npeTBopu BO KpeaTusHa npea-
HOCT.

HeBnaeHuTe NPUNUBKU HA NPUBATHU HUHAH-
CUCKU CpeacTsa v flakoMocTa BO jaBHaTa
NOTPOLWYyBa4Ka BO NIMKOBHaTa KynTypa Ha
paHuTe 80-TU roauHK, ro CKpLuKja anTepHa-
TUBHWOT NPOCTOP WTO bewe peneBaHTeH 3a
NoBEeKeTO CePUO3HU MNaan aMepuKaHCKu 1
€BpONnCKM yMeTHUUM Bo 70-Te roauHu. Kper
npousnese oa naboparopujata Ha ymeT-
HUYKUTE YYUNULITA TUNUYHA 32 OBaa Aeka-
Aaa. Toj rm ancopbupatie nocT-MUHUManuce-
TUYKWUTE NEeKUUK 3a CKynnTypaTa Kako oc-
noboaysare Ha npouec u Kako site-specif-
ic uHcTanauuja ("HewTo WTO He 6u ro Ha-
npaBune ako Hemare MecTo Kaze Aa ro no-
KaxeTe", uckaxaHo co 3aeanueara cppa-
3a Ha Bpyc HaymaH), HO UICTOBPEMEHO U 'w
oThpnysawe HerosuTe NO6OXHU peayKTy-
BUCTUYKM U ancTpakTHU Hayena. Toj 6ewe
peyuncy eaMHCTBEH Mefy HeroBuTe ckKynn-
TOPCKKX UCTOMWUCNEHULM KOj ycnea aa noc-
TUrHe NOTNOMH M HeoAOpaHNNB OAroBOp Ha
HoBara (hpeHeTu4yHa cocTojba BO yMETHOC-
Ta: pa3HOBMAHO AENO KOEe € NPUBUAHO TON-
Ky TeaTpanHo, AeKOpPaTUBHO, CIMKOBHO W
(noBeke Mnu nomanky) noaaTHo 3a npo-
naxba, Konky wrto 6apawe BpemMeTo - U3-
BUTKaHUTe hurypu Ha HeroBuTe HoBO-gu-
ryparusHn swaHn Mosavum 6ea byksanHo
orneaano Ha MOMEHTOT - HO BO UCTO Bpe-
Me v aeno Anaboko nojanHo Ha UcTopuc-
KWTe npeporaTueu Ha ckynntypara. Mucre-
PUO3HUOT NOTTMK WITO BOAELE OA eAHO BO
ApYyro Aeno, BO eeH Nporpec Ha npuMonpe-
Aasarbe BO KOj matepujanure cyrepvpaa
CMVKWN KOW cyrepupaar apyru marepujanu,
ro npeTckaxa TemMenHoTo peHoBMpare Ha
ckynntypara. Bo 1986, Haofajku ce BO HoBa
(has3a HajaBeHa CO HEroBoTO CBpPTyBame
KOH TpaAvWUMOHanHOTO Nuere, Kako BO
ABaH u Ton4Huk, uenta Ha Kper Beke bewwe
pasjacHeTa CO HEroBMOT OYUrNeaeH ycnex.

CKynnToOpCcKWOT npeporaTus ce COCTOU BO
TOa Aa He coo4u co (hakToT 3a Hawara ma-
TepujanHa, huanyka, TenecHa cTsapHoCT
W aa uMm ro npubnuxu Toj hakT Ha Mucna-
Ta u YyyBCTBaTa, a co To0a M Aa ro coumjan-
naupa Toj hakT BO OTBOpEHa TajHa WTo ja
cnogenysame CO ApyruTe BO eAeH 3aen-
HU4Ku npocTop. Kora Toa aejcTeysa ycnewwu-
HO, COOYYBaH-€TO € e1eH BUA MellaBnHa o4,
3asefyBarbe M HacuncTeo. MicToBpeMeHo
MOPHUYaBU U UMHWUYHK, BO-Te roauHu, ua-
rneaa, He 6ea Hajaobpo BpeMe 3a paHnu-
BUTE BPCKU 04 KOU 3asBucu ecbekTusHarta
ckynntypa. Ho, npupoaHata aapba Ha Kper
3a oBaa 3aaaya co cebe AoHece peTka KoM-




/.:E |I:z!d_

Tonu Kper / Tony Cragg, Spyrogyra, 1992
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6uHauuvja Ha TemnepameHT WUCMOSMHEeT co
YyBCTBO 3a APYLWITBEHA CneKTaKynapHocT
N 0CaMeHUYKU MHTerpuTeT. HerosoTo BTe-
MenyBare BO HaykaTta MoXe Aa nomorHe
B0 ob6jacHyBaweTO Ha Xunasata AuUCUM-
NnvHa Ha HeroBMOT NPUOA, @ HEroBOTO MEH-
yBaHe Ha XXWBeanmwTeTo BO MHAYCTPUCKU-
ot Byneptan, 3anaaxa 'epmaHuja, cyrepu-
pa eaeH MHCTUKT 3a npubexuwTe Koe e
HaABOP 04 LEHTAPOT, HO UCTO Taka W Hero-
BO NpeaBopje - Hakyco, cocTojba WTo BoAU
BO He3aBWUCHU cTaHoBuwTa. (MHaMBMAayan-
HocTa AeHec MoXe aa buae eaHa HeobuyHa
nowTeHCcKa aapeca: NOMUCNEeTe UCTO Taka
Ha AHcenm Kudep Bo Lymata OauH v Ha
Bpyc Hayman Bo HoBo Mekcuko.) JlyfeTo,
MefyToa, Toraw He 6ea NoAroTeeHu Aa ja
npeno3Haat Kperosara aapba. lNponywTaj-
Ku aa ro ccparar AOArMOT puTam Ha Hero-
BaTa yMETHOCT, MHOryMWHa BO TOa Bpeme
pearupaa camo Ha HejauHaTa 6usapHa npe-
3eHTauvja.

3aToa, HajyecToTo cpeacTso Ha Kper, He-
roBOTO rpaZieH-e CnvKuy oA oTpreHu nnac-
TUYHK NPeAMEeTH, BoAelle BO Heaopastu-
parse. MoBpwHWUTE rneaayn BO HUB BUAOA
UNu HanaaHa Yy AOBUILHOCT, 3acHOBaHa Ha
npeTtnocTaskara Aeka nnacTudHuTe otna-
noum ce fybpe 3a npesup, Unn eKonowka
NPaBoOBEPHOCT Ha eAeH NPUMEPEH peLmnK-
naTop. TaksuTe rneaayun ctpagaa og on-
LWTEeCTBEHU Npeapacyav WTo ry otanysaar
cypoBuTe paboBu Ha CTBapHOCTa CO "Bpea-
HOCTW" u3saaeHn o4 manvot yen. (bapem
3a M3BECHO BPEME CUTE CMe TakBM rneaa4v
KOV ce npeaMeT Ha rporu Aenupuymun oa
€1HO CO CMUKM 3aTpyeHo, TenecHo oabus-
HO, aTOMM3MPaHO ONWTECTBO OTaneHo oA
npeameTute unu oa camute cebe.) Bo
cTBapHOCTa, ecteTckara ynotpeba Ha oT-
hpneHara nnactuka Ha Kper 6ewe ctpar-
arema 3a u3HeHaayBare Ha pasroneHarta
CTBApPHOCT, 3rpabyBajKu rv OHMe HewTa Yu-
jawTo "6e3BpeAHOCT" € TOKMY yCroB 3a
HuBHaTa cnobona ga 6u4ar, 3a HMBHaTa
OHTOMOLWKa HeBuHocT. MoaepHarta ymeT-
HOCT, ce pasbupa, rv ynotpebysa HajaeH-
uTe 06jekTn BeKe ocym Aeuexun - oa bpa-
KOBUTE Nnapyutba TaneTt A0 Kamerata Ha
Puuapa JloHr - HO cenak, BO reHeparnHa
cMUCna Ha HEKakBO YMETHUYKO U3MEeCTy-
Barbe crnoped Koe 6uno npupoaarta, 6uno
KynTypaTta, unv nak u Asete 3aeHo A03-
BOnyBaaT noeTcka aypa. (AUWaHOBCKWOT
ready-made e apyra npuvkasHa, HO 3a Toa
noaouHa.) MiHoesaumjaTta Ha Kper 6ewe B0
CMECTYBaH:ETO U 3a4PXyBarbeTo Ha Hero-
BUTE MaTepujanu Bo 3abute Ha couujanHo
ONpeaeneHoTo 3Ha4eHe, BO CEeMUOTUHKUOT
BUTEN 04 (hYyHKUMM W An3ajH, 04 KOPUCT U
ynoTpebnusocT. Cexoja KOMMNOHeHTa Ha
eneH Kper oa paHuTe ocyMmaeceTT npcka
o4 uHopMaumm 3a uMeunM3aumjara wro ro
ynpasyBa Hej3MHOTO NOCTOeH:e, a BO Mefy-
BpeMe NOKOPHO MCMOMHYBAjKu ja csojaTa




KoMbuHaTopcka ynora (Kako metanHute
CTPYroTWHW BO MarHeTCcKo none) Bo kana-
noT Ha He NOManKy UMBUNU3aUUCKK Npeao-
ApeaeHara cnuka. Cnukarta, o4 cBoja cTpa-
Ha, ce BoBeAyBa BO O3HayyBaykaTa coum-
janHa mpexxa co noctaByBareTo BO My3ej,
ranepuja unm kyka. Cnukara n uicranauu-
jaTa He ja pa3soaHyBaaT aKTyenHocta Ha
KOMMOHEHTMTE. Tue ja WHTeH3usupaar.
Kper He ro 6apaiwe naeanor Ha cKynnTypa-
Ta - TUWMHATA Ha YUCTOTO HabrbyayBare
- BO BUAOBUTE HA AUCTaHUMPaH:e WTO v
ncnonHysaaT HajaeHuTe o6jeKTu Co Hoc-
Tanrvja, TYyky BO AeHellHaTa BpeBsa Ha cee-
TOTOT Ha NPOM3BOACTBO. KperosaTa TULIK-
Ha e co3aaneHa oA Bpesa, oA Buanveu be-
nv wymoBuK. Toa e oco6eHo NPUCYTHO BO
MO3anuMTe CO KOM ro UCTPaXKKM Kanauute-
TOT Ha cKynnTypaTa 3a chopMmanHa auHamu-
Ka v onwTecTeBeHa coapXuHa Wwo bewe Ha-
BUCTUHA HELWTO HOBO.

MonnagHeBHaTa CBETNMHA BO KyKaTta Ha
eneH KonekuuoHep Ha JloHr AjneHa - kaae-
WTO ceaes HeoaAamHa YyBCTBYBajKu ce Ka-
KO HeKoj ucneaHuk - b6ewwe cocema meka. o
HabrbyayBaB MO3auKoT CuHHOT MHAnjaHew
oa 1983 roauHa u 3akny4ms aeka Kpero-
BUTE MO3auuM NoBeKe MOXeMe Aa rv Ha-
brbyayBame, OTKONKY Aa rv rraegame. [ne-
0arbeTO € pe3epBMpaHo 3a KOHCTUTYTUB-
HWTE NapTUKyNu Ha AenoTo, 3a HerosuTe
chparmMeHTH oA pecku pywesuHu. Boodysa-
He e BUCTUHCKaTa (hpasa 3a perucrpaumja
Ha uenara chopma Ha AenoTo, a Koe BO 0BOj
cny4yaj 6elwe cunyeTta Ha eaeH ropa amepu-
KaHcKn MHanjaHeu Koj ce HaBeaHyBa Ha-
npea co nywka Bo paka(moaenvpaHa cno-
pea maneyka nnactu4Ha urpadka Wro e
3aneneHa oTcTpaHa kako anocTtpod, noT-
BPAYBajKM ja Taka cnukara Kako KynTypeH
nonatok). Mefy akTMBHOTO, A€TanHo rne-
Aarbe WU NacvMBHOTO, TOTANHO BOOYYBaH-e,
ce aHraxupame Bo Habrbyaysarbe WTo Mo-
Xe UCTO Taka [a ce Hapeye npucycTsysa-
e (Yekare, ucyekysare). CeeceH 3a npo-
TOKOT Ha BpeMeTo BO cobaTa, ceaes BO TH-
LUMHA cO Mo3anumTe, Kako Wwro 6u ceaen co
npujaten Koj pasmucnysa 3a HewrTo. Ja 3a-
6enexas nonHoTujaTa Ha AenoTo, Heroso-
TO XMBO 0bpaKarbe Kako 4yao Ha BeNuKo-
AYWHOCT BO €4HO HensiaHupaHo nonnaaxe.
3anuwas "oa WKpunecTta A0 npawuHecTo
CMHO-3€eneHa v 04 YMcTa cuHa Ao KobanT-
Ha". Mo3avKoT e uenvoT BO CMHM TOHOBMU
onbpaHu oA YHUBEP3YMOT Ha OTNULAHU
nnacTu4HW NpeaMeTyn crnopea Toj Xxpomar-
cku kpuTepuym. Ce novyBCcTByBaB BUHOBEH
WITO HUKOraL npea Toa He cym 6un Aoson-
HO BHMMaTeneH 3a Aa rv 3abenexam vyaa-
Ta Ha cMHOTO. Tyka umas LaHca Toa Aa ro
HazoMecTaMm.

3anuwae "aanu e Mmo3ankoT Ha Kper ‘pe-
njed’?". "He". PenjedoT thyHKUMOHMpa Ka-
KO CMUCneHa AUCTOop3Mja, Kako UCNakHy-

Batbe Ha SMAoT WTo "oxmsysa". MozankoT
Ha Kper KojliTo e OTBOpEH, My A03BONyBa
Ha SMAOT Aa NOMWHE HENpPEeYeHo HWU3 Hero,
Kako LWTO NOMWHYBa CBETNMHATA HU3 He-
6pyceHo cTakno. (3a MouTe 04N MO3anKOT
€ NnoBeKe B0 suaHaTa NoBPLUMHA OTKOMKY
npea Hea, WTO e eaeH ehekT He nomany
ybeanue 3a Aa ce Haspeawn 34pasBuoT pa-
3yMm. Ho oa apyra cTpaHa, Aanu H1ue Heko-
raw BoONnwTo rneaame 8o sva? SwaoT e
MO>XebM HeLWTO WTO e NoBeKe yCnoB 3arne-
Aarbe, OTKOSKY CTBap WTO ja rneaame.) Su-
AOT € NacuMBHO, HO W UCNONHETO Nosne co
eHepruja 3a nounparbe Ha CeKoj KOHCTUTY-
TUBEH AeN Ha MO3anKOoT. AKTUBHOTO, BKNY-
YEHO Nnone Ha MO3auKOT € CTPUKTHO MEH-
TanHo: rneaavyoT npenosxasa "UHanjaHeu".
O6jeKTMBHUTE NNACTUYHU NPEAMETH U CYy6-
jekTuBHaTa npeTcrasa, ocuMnupaaT Kako
peBep3anbuneH oaHoc mefy curypata u
NNaHoT, UHULUMPAjKKN HA TOj HAYMH Nyncu-
pare BO cBecTa: Toa nonnaaHe, haHTom-
cknoT MHavjaHeu NOTCKOKHYBalle KOH Me-
He TenecHo 1 BO UCTO BpPeMe ce pacnaralue
BO XaoCOT OA Henosp3aHu cneuvuku.
MyncoT Ha MOMEHTH - MOMEHTUTE Ha Hab-
rbyayBake - BOAW BO MeauTaumja 3a coum-
janHuTe npunuMku (Ha npumep oHue 3a
Y>KaCHUTE NpoLecy CO KON aMepUKaHCKMOT
MHavjaHey 6elwe 3ammcnyBaH pOMaHTUHHO,
a BO UCTO BPEME W YHULITYBaH, @ HA MOMEH-
TN BO NPVKaAeH LOK OA NOETCKWU CeHaa-
UMM (Ha NpMMep OHOj 3a TePOPOT U HeX-
HOCTa Ha CMHOTO). Ho Kako u aa e, camu He
cTe BO cocTojba Aa ja ucupnute AMHaMmKa-
Ta. o ABaeceTUHa MMHYTU Ce 3aMOopuB 04
Cunnor Uranjarqey - HaBUCTUHA NpujaTHo,
Kako nocne nnusarbe - U norneaHas Ha
cTpaHa.

Toun Kper BO paHuTe ocymaeceTTh roau-
HW NOKaXka Aeka CKynnTypaTa Moxe Aa ce
CMEeCTW Ha sua v aypu aa "Hanpasu cnvka”,
6e3 pa ce NnoTYMHYBA Ha NUKTypanHara ec-
TeTuka. Knyyor Gewe BO nojanHocTa KOH
anconyTHWOT aBTOPUTET - MeLLaBnHa Ha 3a-
BeAyBaH-e U HACUNCTBO, HameTHaTa Jby6oB
W cTpaB - Ha mMarepujara. Kper ro Tectu-
palwe Toj aBTOPUTET CO CMENO0 3aMUCIEHA,
CnuKoBsHa ynoTpeba Ha ckynnTypara - on-
TU4YKM (co 60ja), KOMMNO3MUMOHO (CO PUTMK-
3vpare Ha TexwHara), penpe3eHTaTMBHO
(co HabojoT oA npeTcTasu) - HO Ha KpajoT,
cenak, 3a Aa ja cnaev martepvjaTa, a He aa
ja3akona. "Jac cym ekcTpemeH matepujan-
ucT" Benu Toj, noapasbupajku uarnena noa
TOa efieH aHTU-naeanM3am KojluTo e TypHaT
TONKY Aaneky WTo NOYHyBa eKCTaTU4HO Aa
ce noBp3ysa CO CONCTBEHaTa CpOTUBHOT.
Herosarta ynoTpeba Ha nnacTu4HuTe oTna-
AouM cyrepvpa Aeka CBeToCTa Ha OHa Wro
€ MOXe HajCUNHO Aa UM NpunaaHe Ha npe-
3penuTe HewrTa. "Cakam objekTuTe aa cTo-
jaT Tamy Kako Tamy Aa UM € MEeCTOTO, Kako
Aa ro 3acny>xmune HUBHOTO MecTo", usjasu
Kper Bo 1986 80 eaHo uHTepsjy co JIuH Kyk.
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"Twe ce TaMy 1 TMe cakaar avjanor Bp3 oc-
HOBa Ha CUTEe ApYry HelTa Ha CBeTOoB, a He
BP3 OCHOBA Ha oApeaeHa rpyna o6jekTy Ko-
jawTo BO MMHATOTO ja HepekyBsasMme ‘CKyn-
Typa’. 3abenexeTe Aeka 0Ba He € UCTO
Kako [a ce Kaxxe, Kako LTO BenuMe 3a auv-
waHoBckuTe readymade objekTn, aeka ce-
KOj npeaMeT MoXe aa ctaHe "ckynnrtypa’
€O npoMmeHa Ha kKoHTekcToT. Readymade
006jeKTOT e npecpekeH eAVHCTBEHO Kora
MOXe Aa ro no3apasy M CoYyBa HawWoT
npesvp, Aa peyeme, 3a NMcoapoT, a ywre
nonobpo Aa ja upoHuaupa "ymetHocrta'.
Kper HMKorauw He @ MPOHUYEH, a e cekoralu
cepuoseH. ( lypy v HerosaTa nsobunxa ay-
XOBWUTOCT € Cep1o3Ha, Kako LWITO Ce Ha npu-
Mep OHMEe NONUTUYKU OCTPU Aena 04 paHu-
Te OCyMAEeCeTTU roanHW co cumbonoT Ha
Mepueaec-beHu, HanpaBeH o4 npeaMeTu
3a nobyHa: oA TynM M Wunwuiba.) Kper ja
nosukyBa "ckynntyparta"' aa ro npusHae
cBoeTo 6paTcTBO BO penybnukara Ha noc-
TOEHETO, KaAEeWTo HATY eaeH 06jeKT He e
rpafaHuH oa BTOp pea.

MomucneTte Ha eaHa NOTpoLWeHa 3ananka
3a uMrapm WTo NIeXM Ha 3emja BO HEKOj OT-
naa - Toa € eAeH UHTUMEeH YOBEeYKU 06-
jekT(anapaT Ha YoBeYkaTa 3aBUCHOCT) WTO
Tpae kako kameH. MoaurHete ro. Cera He
BpeAu HUWTO, Mako NpukasHaTa 3a Herosa-
Ta hyHKUMja ro ONKPY>XyBa Kako Marnuyka.
3aceyeTe HU3 Marnuykarta v npawajre ce
Aanv MOXeTe eAHOCTaBHO camo Aa ro rne-
Aate npeameToT? He, Toa He e Taka eaHoC-
TasHo. BawwuoT ym paboTu Ha CBOj HEMK-
NocpAEH Ha4yuH, NOBMEKyBajKu Be 0/ ronu-
OT nornez Bo Bawlara MeHTanHa 6ubnuote-
Ka Ha KaTeropuu u acoumjaumun. 360posu-
Te NOBTOPHO ja 06BMTKYyBaaT 3anankara co
marnuyka. Ha npumep 36opot "aptudunum-
enHo", HacnpoTu 36opoT "npupoaHo”. Mo-
XeTe Nu Aa ro NoYyBCTBYBaTE HACUNCTBO-
TO WTO Ce NpaBu BP3 CTBAPHOCTa Ha OHa
WTO ro noapasbupare noa oBaa MUCNOBHA
AUCTUHKUMja, 3aeHO CO Hej3nHMTe Mopan-
n3artopcku npuasyun? Nobapajte nomow
04 Hay4HOTO co3HaHnue. Oa WTo e, BCywW-
HOCT, HanpaBseHa 3anankara? Oa neTpoxe-
MUKanumM Kou ce octaTtouu oA APeBHUOT
XUBOT. Xemukanuute He 6une ncpnenu,
na pe4eme o4 BynkaHute, Tyky 6une sape-
HW 3aeHO CO NyfeTo, HO Aanu Toa 3Hauu
Aeka nyfeto ce "aptucuuvennn"? danu
cTe Bue Taken? KomeHntapoT Ha Kper Tpr-
HyBa TOKMY Of OBaa CeMaHTM4Ka TUpaHu-
ja: rHe3noTo WTO ro rpaav NTvuaTa Hue ro
HapekyBame "npMpoAH0”, HO KyKaTa WwTo ja
rpaav YOBEKOT ja cMeTame 3a HewWwTo WTo
e "aptucuumenHo”. Jac v cammoT noMucny-
BaM Ha HELWTO WTO eAeH aMepukaHcKu VH-
AvjaHeu 61 My ro pekon Ha HeKoj noceTu-
Ten Koj ce BoOAyLWeBYyBa 04 Herosara nne-
MEHCKa CNOCOBGHOCT Aa MM OAPXU cTapuTe
asTomobunu Bo 6eckpajHa paboTta: "Bue
6enuuTe MucnuTe Aeka e ce MpTeo". YnoT-




TOHW KPET

pebeTe ja kpucTanHara pa3apobeHocT Ha
Hay4HUOT ONKuC Aa ja pacTepaTe BepbanHa-
Ta marna wro ro 6nokupa BawvoT nornea
W BaweTo co3HaHue 3a 3anankara. Cera
cTe NoAroTeeHu aa ro cneaute Towu Kper,
BO 4YuMe WTO Aeno cekoj 06jeKT ro nee cso-
eTo butue.

Ako npuaoHecysam Touu Kper aa usrneaa
kako Bont BUTMEH Ha HeXxuBaTa MaTepu-
ja, Toraw Heka e Taka. He mucnam neka toa
6u 6una Hekoja HecooaBeTHA aHanorwja,
6uaejkn AOMUHAHTHUOT eMOoUMOHaneH ToH
Ha Kper narneaa cocem 65MCKy 0 OHa WTO
BuTmeH ro noapasbupawe Kako aoénect
Ha "nenereTo": TOa e epoTcKaTa npeavne-
Kuuja Ha ceeTOT. BHMMaTenHoTo nperneay-
Bare Ha KOMMNOHEHTUTE BO eAHO AEeNo Ha
Kper me Tepa Aa ce 4yBcTByBam kako Cs.
®parbo Koj r'v cnasu NTUUMTE eA4Ha rno eaHa
, No3apasyBajku ja cekoja bneckasa, mana,
KOHUEHTpUpaHa ersucTeHuuja co cmeluHa
HeXHocT. Toa 6u MoXxeno aa uarneaa u
Kako cepvo3eH thnepT. YyBCTBOTO € aKTUB-
HO, Aypu 1 aenoTsopHo. Toa 6apa BHUMa-
HMe WTOo ce 06HOBYBA NOCTOjaHO CO YUHOT
Ha BonjaTa. MneaareTo uanoxoba Ha Kpe-
roBu Aena e Kako uckadysare rno CTpMeH
6per 3a Aa ce OTKpue HapeaHWoT 6per u
OHue no Hero. HarpagaTa 3a BawwvoT Hanop
e Anaboko cnoAeneHoTo YyBCTBO CO yMeT-
HWKOT 3a aneTUTOT KOH CTBApHOTO - cuna
ce cpeKasa Co cua Kako BO HeKOj 6opeyku
Mey Ha B3aemHa ersanrtauvja (cé aoaexa
He ce ucupnuTe). Harpanata Ha Kper e
haHTacTu4eH pacrnoH Ha cnoboaa Bo maTe-
pvja u hopma, cnobopa Aa ce cosnane ce-
KakoB BUA 06jeKT - na Aypu v "ckynntypa”.

Cnobopata wTo ja ctekHa Kper okony
1984-85 e ouurneaHa Bo ocobexnnTe nap-
TUKYNapHOCTW Ha Aenata Tpu MOAEpHU
arpaamn, TMBKO MECTO CO npebuBamuTe u
Exo. Cute oBve aena MoXe Aa ce Hapevar
" ANCKYP3UBHK", LITO CNOpeA MOjOT PeYHUK
6u 3Ha4esno "noseke aa ce cneaun pasymoT
W apryMeHToT, OTKONKY MHTyuumjaTa". He
neka "pasyMoT U aprymMeHToT" ce cocema
jacHu 1 He aeka CKynnNTypuTe He ce NPoAyK-
TU Ha NocneaoBaTenHu UHTyuumun. 36opy-
BaM 3a KapaKTepoT Ha aHraXXMaHoT Ha rne-
Aa4yoT co aenoTto. CTPyKTYpanHUoT TOH Ha
penarta e HaBuCcTUHa HamepHo "cnea-
CTBEH": HewWTa U KBanuTEeTH WTO CO MeTo-
AnYKa noruka cneaart o4, CO U HacnpoTu
enHn Ha apyru. Jlorukarta e BrpageHa Bo
huanykaTa u cyrecTuBHa npuvpoaa Ha ma-
TepujanuTe, n3pasyBsajku ro 3Ha4eHreTo He
Ha YMETHWKOT (TaKBO € YyBCTBOTO LWITO A0-
afa o4 norneaor), TyKy Ha camuTe HuB. Bo
Tpu MogepHu 3rpaau, Tynute n 6nokosute
oA nenen ja ucnonHysaaT HUBHaTa BpoAe-
Ha cyabuHa Aa co3pasaar apXuTekTypa.
Bes pasnuka wTo Taa apxutekTtypa e be-
ckopucHa 3a nyfeto. OHa WTo ro ynoTpe-
6yBa YOBEKOT € KOHLUENT HaAsop 04 UHTE-

NeKTyanH1oT KanauuTeT Ha TYnuTe, Ko ro
npasar HajaobpoTo 0/ OHa WTO MoXaT. Tue
ja 3HaaT cojaTta cuna u ybasuHa u 3Haat
Kako Aa Aenysaat 3aefHUYKM - aKo He ce
TUM, TUE He NpeTcTasyBaaT HUWTO - 3a Aa
cTaHaT ywTe NocunHu v ywre noybasu. Co-
04yBajKu ce CO OBME Aena, 1 3aBnayBam Ha
3abasarta aa ce buae Tyna.

[uckypcoT Ha TuBKO MecTo co npebusa-
JIMWITE, KOBWTO € eAHO 3abenexuTesnHo
y6aBo aeno, narneaa HapaTtveeH. He satoa
WTO TOa "packaxysa npukasHa'. Toa camo-
TO € NPUKa3sHa packaxaHa co Tpynuv Apso
KOM Kako naparpacu unv cTpotv My senat
(4uTajku o4 rope KoH gone) "He6o" (Mnw
Moxebu "meceyes usrpes"), "KyKka snaeHa
Ha NoMuHyBame" (cyrectuja 3a HejauHaTa
KybucTMYKa aucTopauja), "semja" n "nasu-
wysare". [lpaxTta Ha HacnosoT Ha Aeno-
TO e BO HeroBaTa peAyHAaHTHOCT co Toa
LWITO HW YKaXyBa Ha HEWTO WTO BeKe ro
3HaemMe Co rneaareTo: CKynnTyparta uaro-
Bapa "TMBKO MecTo co npebusanuwre” co
noronema cuna oA oHaa Ha 36oposuTe, Ta-
Ka WTo 360poBUTE CamMO AoAaBaaT 3acu-
TeHocT, 6yjHOCT BO 3HajvereTo. Bo oBue
Aena Kper noseke He r notT4vHysa mare-
pujanuTe Ha AMKTaTOT Ha NPETXOAHO NoCc-
TOEYKUTE NPETCTaBM KaKoB LITO e Cry4ajoT
CO HerosuTe Mo3avuu. Tyka 4YyscTBYBam
[eKa MemopujaTta unu COHOT npeav3BuKa-
ne ApBEeHUTE TPynuyM Aa ce NoCTaBart Ha Toj
Hau4uH, Tpenepejku NnpuToa o4 oaylesysa-
H€e BO HMBHATa HeCMacHOCT Aa ja ctopar
BUCTUHCKaTa pabora.

Kper usjaBu aeka £xo 6Uno MHCNUpUpaxo
OA CeKaBareTO Ha naTysarbe CO aBTOMO-
6un oa Jiun no TopuHO npeky AnnuTe.
[danu 6u rv npeno3Hane acnekTuTe Ha
CKynnTypaTta ako ce BO3uMe no Toj naT?
BepojaTHO He, a Toa Ha KpajoT 1 He & BaX-
Ho. Bo ckynnTypara ro npeno3Hasame Ka-
pPakTepoT Ha cekoja cueHa BO MOMUHyBat:e,
Ha HewTaTa WTO CTojaT BO HWUBHaTa
HEoOMYHOCT M WTO co3aasaar penauvu -
penauvM WTo ce 0TBopaat NocTojaHo, WTo
nebaear v nponaraar - co Heobu4yHocTa Ha
Apyrute HewTa. A WTo e co KperosoTo nu-
wysare no uenarta nospwwuHa Ha Exo?
Mucnam aeka Toa (hyHKUMOHMPa Kako mana
3a NnornefoT, Kako Tpacupare Ha O4HUTe
ABUXEeHba KOM BO CBECTa ja uctpaxysaar
u ja chopmupaaTt BuaeHaTa UBPCTUHA Ha
cteapra. KomnnekcHocta Ha Kperosarta
ecTeTcKa AvjanekTuka v onceroT Ha onuu-
UTe WTO Taa My rm OBO3MOXYBa e 3a4yay-
Bayka. Taa MOXe TenecHo Aa He npueneye
KOH TeN0TO Ha CKYNNTypaTa, Kako WTo e BO
3apasHo YeTBopoaronHaTta 7pu MoaepHu
arpagnm. Taa, UCTO Taka, MoXe Aa ro pasrpa-
[V TENOTO Ha CKyNINTypara u Aa ja ocnobo-
Vi - KaKO HELTO NPeTX0AHO COUBaKaHo Unu
BWMAEHO - BO HALW/TE MACNK, KaKo WTO e Toa
BO Exo.

HewTo oA oBMe ABe AMHAMUKM Ce nojasy-
Ba B0 ABaH u Ton4Hmk on 1986, kagewTo
NPOLECOT Ha Nner-e NpuAoOHecyBa Co con-
CTBEHVOT AUCKYP3VBEH TOH, BENejKu Hu ae-
Ka BeKe nocTojaT unu nocroene BO Apyr
martepujan hopmmu TOKMY Ha oBue asa 06-
JEKTH 1 CO UCTUTE TUe HEBO3MOXHW AVMEH-
3un. OBue cexsyanHu hopmMm HejacHo noT-
ceTyBaaT Ha anTekapcku opyavja v pas-
MUCyBaaT MOLUHE XWBO 3a CEKCOT.

3a pa He 3anaaHam BO NOBULWITATA Ha He-
KOj ApYr eceucT, Tyka Ke ce 3anpam co Mo-
jaTa ckuua 3a avjanekTukara Ha "eKcTpem-
HUOT marepujanucT” WTO BO AENOTO Ha
Kper oa 1985 HaBaMmy ocTBapu TONKY rone-
ma npucyTHocT. Ce 061MA0B Aa ro nokaxam
pacTexoT Ha CKynnTopckara vaeja: eaHa
nAaeja 3a CkynnTypa Bo CKynnTypa, a cno-
pea Koja Kper BO paHuTe ocymaeceTTy ja
nosene ceojata yMeTHOCT BO A0NMP CO Hej-
3UHWOT CTap NpeporaTus U uarpaau penep-
TOap Ha HOBM 3HaYerba 3a aHraXxupareTo
1 NOKpeHyBareTo Ha CBeTOT. 3a Bonja Ha
BUCTMHATA, NOpaan HeaoCTaToK 04 npoc-
TOp Tyka He ja ondakam cacumHaHTHaTa
Tema Ha BnnjaHuTo Ha Kper Bo ymeTHocTa
Ha OCYyMAECEeTTUTE roAVHW, BNjaHue Hajau-
PEKTHO BUAMMUBO BO KOHTUHIEHTOT Ha HOBU
6pUTAHCKM CKYINTOPYW BO Taa AeueHuja, Ho
KOe ce MpOowWupyBa Ha CYNTUMHU HAYMHU
AYpY M A0 YMETHULM KOW My Ce N0 Temne-
pameHT cocema cnpoTtuscTasexu. ([anu
Kperosute /ler wuumma Ha nosmya oa
1982 ce Ha TparaTa Ha Heo-reo?). Cocema
€ U3BECHO AeKa HUTY eAeH YMeTHUK no Ex-
v Bopxon He npuAaoHeN TONKY MHOry Aa ce
M3HEece Ha BMAENWHa AuBaTa W NoXxenHa
Aywa Ha npousseaexute aobpa. A Kper ro
CTOpM TOA BO paHWTe OCYMAECeTTU pedmncu
naTem, CKOpo MHUMAEHTHO BO OAHOC Ha ro-
nemara wrpa wTo ja soaewe. Osa e rpomo-
rNacHUOT eheKT WTO C& yWTe ce Wupy oA
ekcnnoaujara, op Kperoswot Big Bang, 6e3
KOj YMETHOCTA BO NocneAaHara AeueHuja cu-
rypHO Ke 6elwe 3abenexvuTenHo pasnuyHa
1 nocvpomMatluHa.

Mpesoa:
3opat MNeTpoBcku
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Wnuja Mexywnuckw, Mejaax, macno Ha nnatHo / llia Penusliski, Landscape, oil on canvas
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ME(YHAPOAHW W3AOXBU

INTERNATIONAL EHIBTIONS

BaneHTMHO AMMUTDOBCKM

AOKYMEHTA X

[TONTAKA - NOETWKA

Temata Ha osoroguwHata JOKYMEHTA Bo Kacen (mecetTta no
pen): "Monutuka-NoeTtnka" Moxe Aa Aenysa HyAHO, MHTPUrAHTHO
UK, BO CEKOj Cny4aj, napaaokcanHo, ako ce NoTceTUmMe Ha UCTO-
puckute obmav oA nocneaHuTe AeueHu npe3eMeHu BO onwTec-
TBEHUTE, KYNTYPHUTE U YMETHUYKUTE NPaKTUKK CO Len 3a HUBHa
TemenHa TpaHcdopMaumja 1 B3aeMHOCT BO paspeluyBareTo Ha
MCTOPUCKMTE @HTaroOHU3MM, U TOa HACNPOTU CNEeNnUOT UMBUIU3A-
LIMCKMU 1 TeXHONOLWKK MmoaepHu3am. ['yber-eTo Ha 3AvMBOT M OTa-
nyBareTO Ha ocTpuuaTa BO OBUE CTPEMEXM BO nocneaHvee ase
AeLEeHUn ja CUMHAa eKCKNy3uBHOCTa 04 NUeaecTanoT Kaje ce oa-
BMBa NpenneTysareTo U npobnemaTnanpareTo Ha nonuTvkara
1 noeTukaTa, ONwWTeCcTBOTO U yMETHOCTa. 3aToa, BpakaweTo Ha
oBaa napaaurma kako 3Ha4ajHa U Kako eKCKy3MBEH npeaMeT 3a
npoMucnyBsatse (Co ornea Ha Toa Wro JokymMeHTa Kako MaHudec-
Tauuja e eKCKy3MBeH NPoCcTOp) ce YMHKU HeobnyHo. Ho Toa e camo
NPUBMAHO, 3aToa WTO BO AouHMTe 80-TM M BO OBaa AeueHuja Ha
neno e eaex "aHraxman", eAHO COoNyBare CO COUMOo-NonuTuyKaTa
CNOEBUTOCT, HO cera HaaBop 04 NOCTOjaHUTE NAEONOLWKYU MHCTaH-
uu. Toa ce cny4ysa BO HABMCTUHA HEOrpaHM4YeHOTO nudepysarbe
Ha 6pPOjHM M Pa3HOPOAHM MWKPONOLWKW CTAaBOBU U HEOTYIUBU
cTpaTerMm BO YMETHUHKMOT yHuBep3ym. Ce pevHTepnpeTupaar v
pevHTerpmpaaT UcKycTBaTa Ha HeoasaHrapAHWTE NPakTUKW BO
NOSIETO Ha NPOLIMpEeHaTa UCTOPUCKA, KYNTYpHA U YMeTHUYKa B3a-
€MHOCT, a Ha (hOHOT Ha OHa LWTO 3HAa4YN COBPEeMeHa NocT-MoAepHa
Tpaauumja. Toa, Kako 1 (hakTOT LWITO CeNeKTopoT Ha osaa Joky-
meHTa, (hpaHuyckaTa kputudapka Karpud [lasua, poara oa cpe-
[MHa CO BUCOK CTENEeH Ha MICTOPUCKO U TEOPETCKO NPOMUCIYBae
Ha TemaTckaTa napagawrma, ja YvMHu OBOoroAuvlHaTa KoHuenuuja
NOTNONHO onpasaaHa M akTyenHa.

Co uen aa ja noavuvoHupa Temara u uanoxoara BO akTyenHuoT
KOHTeKCT Ha JokymeHTa v Ha rpanot Kacen, Katpux [lasua ja
nocoyyBa HUBHaTa UCTOPUCKA AUMEH3Mja. KynTypHMOT NPOeKT Ha
LoxymeHTa ce corneayea BO ABE enoxu, oHaa o4 NepuoaoT Ha
CTyAeHaTa BojHa v OHaa Nno pylwereTo Ha BepnuHcknoT swa v rep-
maHckaTta peyHudmkauvja. OBoj NpoekT noceaysalwe aAse GUTHU
MOTMBaUUK: KyNTypHa u nonutuyka. Bo 1955. (npsata JoxymeH-
7a) 6ewe HeonxoaHa eaHa pexabunurauuja Ha MoaepHara Tpa-
avumja v ucTopujata Ha asaHrapaara, 6oraTo pasrpadeTv Bo Baj-
MapCKUOT nepuoa, HO rpybo OTCTpaHeTV CO HaUMCTUYKOTO Bna-
neerve. Oa apyra cTpaHa, 6nuanHara Ha Kacen 4o T.H. "xenesHa
3aseca" Bnujaewe, kako WTo Haseaysa [laBua 3a noyeTouuTe Ha
LokymeHTa, 3a BOCTAHOBYBaHe Ha e4Ha KynTypHa BUTpUHA Ha
MapwanosuoT nnaH. Bo weeceTTuTe roanuu JoxkymeHra ctaHysa
KNYYHO CpeaMluTe Ha COBpPeMeHUTe ABwWXerba. Xapana 3umMaH ja
TpaHccopmupa Bo HacTaH oA 100 aeHa v r obe3benysa Hajak-
TyenHWTe ecTeTcku (hopMmu U CTaBOBM OA TOj NepuoA. TPeHaoT Ha
aKTYenHocCT 1 NpoANabo4eHOCT KOHCTAHTHO € NPUCYTEH Ha MaHw-
ecTaumjata, a eAeH O HejaMHUTEe 3alTUTHW 3Hauu cTaHysa
Jozed Bojc (oa 1963. no 1987.). Bo uameHerara UCTopucka cuTy-
auvja Bo 90-Te (co uMcye3HyBareTo Ha 6unonapHarta noaenba,
HoBaTa rnonoxb6a Ha Kacen, cera Bo LeHTapoT Ha obeanHeTa ep-
MaHuja, Kpu3aTa Ha T.H. HauvoHanHa couujanHa apxxaea, nopac-
TOT Ha HAUMOHANWU3MOT U Ha PeTpo-uaeHTUUKaUMUTe, peLecu-
jaTta wTo aenoeu Ha EBpona ja 3adartuvja co pacteykaTa eKOHOM-
cka rnobanusaumja v TH.) JoKymMeHTa, ce YMHU, e cTaseHa BO efeH
HOB KOHTEKCT M CooYeHa co HoBM npeaussuumn. Oa Toa TprHysa
KatpwH [laBua kora KoHcTaTvpa aeka "...Kacen moxe aa ce noja-
BW Kako ersemnnapHa nonoxba Ha eneH LUenoceH paHr Ha
NYKHaTUHW U NOMECTyBarba, U Kako (hoKyC Ha eAHO MOMUTUYKO U
€CTEeTCKO UCTPaXKyBaH:€ WTO Hue ce obmaoBme Aa ro Bnuweme so
camute CcTpykTypw Ha JokymeHTta X".

Naeua ce npawysa wWTo 61 6una uenta Ha eaHa JokymeHra ne-
Hec Kora MHOry Cnu4Hu u3noxéu onpasaaHo ce AoBeaysBaaT BO
npawatke. Ce HameTHyBa U cMUCNaTa 0A KPUTUYKA KOH(DPOHTa-
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umja co cerawHocTa (wTto Temarta "Monutuka-Noetuka" ja umnnu-
uvpa), Kora u camarta MHCTUTYUMja € Ha yaap Ha TypucTudkaTa
eKcnaHauja v KynTypHa noTpoLlysayka, a o4 Apyra cTpaHa, MHory
MCKYCTBa AEHeC CBeAoYaT 3a aporaHTHOTO HanywTake Ha
eTUYKUTE 1 NONIUTUYKUTE CTaBOBK. PacTeykara cnekrakynapvaa-
uvja u MHCTpyMEeHTanu3auuvja Ha ecTeTckara U yMeTHudkara au-
MeH3uja, Npeky ecteTusauuja Ha uHgopmauunTe U popMmuTe Ha
cyAerse, r'v CTeCHyBa NPOCTOPUTE Ha MOXXeH oTnop. Ho, TokMy oBue
cocTojbu ja moTueupaat [lasua Aa ja 0TenoTesopu ceojata sepba
BO KPUTUYKMOT NOTEHUMjan Ha ymeTHocTa AeHec: "Bo enoxaTa Ha
rnob6anusaumnja u Ha NOHeKoraw CUNHUTE counjanHun, eKOHOMCKM
N KYNTYPHU TpaHchopMauum WTO MM U3UCKyBa, COBPEMEHUTE

Hokymerra X e 3aMmcreHa Kako nonueaneHTHO UCTPaXKyBate Ha
napaaurmara "lMonutuka-foetuka". MNoa MNMonuTuka cekako He ce
pa3bupa AHeBHO-MHCTPYMEHTanHaTa ynotpeta Ha TEPMUHOT, TYKY,
BO COrNacHocT CO eAeH NpoWWpeH AOMEH WTOo Agonupa A0
aHTU4KaTa Tpaavuvja, ce penexkTrpa KOMNIeKCHUOT COLMO-KY -
TYpPeH, uMBMnu3aumckm ambueHT BO aaaeHo speme. [loaeka co
TepMuHOT lMoeTuka (BepojaTHO cocema CBECHO ce 3aHemapyBsa
TEPMUHOT YMETHOCT) Ce MUCNW, NPeA Ce, Ha pasnU4YHUTEe BUAOBU
npeao4vysarba Kako CBOEBUAHW NOETUYKK 06pa3sumn BO KOMNeK-
COT Ha yMeTHU4YKuTE npakTuku. MaHnudecrauujaTta ce coctom oa
TPU KOMNNIEMEHTapPHU COAPXUHM: U3NoXxba ocTBapeHa BO NnoBeke
npocTopv BO rpaaoT Kacen; npeaasarsa - TPMOWHU BO pamkute

Art & Language, Boaguwky BO Cranuua Ha naxrosuu 1-192, 1996-1997 (aetarv), Anorpam Ha NNaTHO NPEKy NAHEN NNoYM U KOMBUHUPaHa TexHuka, 192 nnouu; qoro: fokymeHTa X, 1997
Art & Language, Sighs Trapped by Liars 1-192, 1996-1997 (detail), Alogram on canvas over plywood and mixed media, 192 panels; photo: Documenta X, 1997

YMETHUYKMN NPaKTUKK, OCYAEHW Nopaav HMBHaTa npeTnocraseHa
6e3Ha4ajHOCT UNK HULITOXHOCT cnopeAa MucnereTo Ha XKax boa-
pujap, BCYWHOCT Ce eAeH BUTANeH M3BOp Ha UMarvHapHu u
cMMBONMYHM penpeseHTaummn Yvja pa3nM4HOCT € HecBeanmBea BO
oAaHoc Ha (bnvckara) ToTanHa AoMuHaumja Ha peanHoTo". MNpu Toa,
[asua He HyAu KOHEYHM UK NpUBMIernpaHn oAroBopy Ha nocra-
BeHaTa Tema, HUTY Nak UCXOAWLLIHW apTUKynauun 3a Hej3MHOTO
paspeluyBarse. [pucTanoT e oYUrneaHo AUCNep3vBEH, HO KOM-
NNeKceH, 3a WTO cBeAoYM OBPojHOCTa M ONCeroT Ha 3acTaneHuTe
YMETHWUYKMN UCKYCTBA U Ha TeopeTckuTe naptuumnauvm 8o KHura-
Ta WTOo e u3gaaeHa 3a osaa JokymeHTa.

Ha "100 geHa - 100 rocTu" u oncexHo noaroTseHata KHura so
KOja ce 3acTaneHn yMeTHWYKUTE napTuumnaumm Ha osaa Joky-
MEHTa V €iHa HU3a 0/ pa3HOBMAHM Npobnemckm u npodecnoHan-
HW McxoauwTa.

Bo cornacHocT co MoaenoT Ha uanoxba-npomeHaaa, uanoxbara
Ha fokymeHTa X ce oABMBa BO HEKONKY pasHOBMAHW 06jeKTU U
npocTopu: pectaBpupannTe 6apokHu rpaabu Fridericianum u Or-
angerie n HoeuTe npocTopuu Ha Kulturbahnhof , Ottoneum u Doku-
menta Halle. Ocka Ha noBp3yBarse Ha oB1e npocTopu e Treppen-
strase, egHa newavka ynuua Bo YMu NpocTopumn ce CMECTeHU 0A-
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peneH 6poj aena. Mporpamara 100 aexa - 100 rocTn" e KoHuUMNVpa-
Ha Kako NOHyAa Ha Pa3HOBMAHWU UCKa3u Ha eAHa npolivpeHa nnar-
chopma Ha auckycun 3a noHyaeHarta Tema. Ce oasvea 8o Doku-
menta Halle n onchaka 100 nokaHeT# yMETHULW, apXUTEeKTH, yp-
6aHUCTH, EKOHOMUCTH, (MNOCoK, HayYHUUM, nucaTeny, unm-
CKW W TeaTapCKu pexxucepw, mMyaudapu v Ap. O4 UenuoT CBeT.
MNpenasarkaTta u AebaTuTe ce OAHECYBaaT Ha PasfIUyHN eTUHKM,
MOMUTUYKM M ECTETCKM Npawara Ha AeHewHuuara: ypbad npoc-
TOp, TEPUTOPU]a, MABHTUTET, HOBW (hOPMM Ha rparaHcTBo, Hauuo-
HanHaTa couvjanHa ApXasa W Hej3UHOTO MCcYesHyBarbe, pacus-
MOT ¥ ApXasara, rnobanv3auvja Ha nasapute ¥ HauuoHanHarta
NONUTUKA, YHUBEP3anu3MOoT W KynTypanua3moT, nonutukara u
noetukaTa. Knurara 3a JokymeHTa (LUTO He e HejauH Kararor) e
KOMMNnemMeHTapHa Ha uanoxobara, HyAejKu eaHa KpuTuyKa-TeopeT-
cKa noTkpena 3a rnosIMTUYKMOT, EKOHOMCKUOT U KYNTYPHWUOT KOH-
TEKCT Ha YMETHUYKUTE npakTuku. EaeH HecekojaHeBeH NpoekT
BO KOJjWUTO YMETHUYKWUTE UCKa3u ce npenneTeHn co AucKypcute

33 YMETHOCTA, 3@ Hej3MHUTE penauvm co onwTecTBoTo, 3a ypbaH-
W3MOT ¥ apXuTeKTypaTa, 3a COLMO-NONUTUYKNTE COCTOjOM BO 13-
MUHATUOT MEPHOA U HYXKHUTE UMIMKALMK AeHEC, 38 CUrHU(UKaH-
THUTE NOBOEHU UCTOPUCKM HACTaHW, 3a eTMHKMTE W (hMNocoPCKu-
Te aunemu, 3a npawarbata Ha pacredkara rnobanvsauuja u uu-
BUMU3AUMCKUTE NPOMEHM AeHec... Kako WTo npeuvsupa usna-
sayoT, KHMraTa Hema Uen camo Aa ro MHAUUMPA KOHTEKCTOT 3a
WHTepnpeTauvja Ha YMEeTHUHYKUTE aKTMBHOCTH, TYKY U Aa rv u3a-
BOW KOMMEKCHUTE KYNTYpHU OArOBOPM Cnpema yHuuumpadkiTe
npouecu Ha rnobanHuoT MOAEPHUTET.

JlokymeHTa Kako MaHucecTaumja, cenak, rnasHo ce ocTsapysa
npeky npeaeHTauvja Ha yMeTHU4YKkM aena. OBOroAUWHOTO U3aa-
HUE He € KOHUMMMPaHO Cropes HeKOj NPUHUMN Ha XPOHOMOLLKA,
MeavyMcKka Unu ecTeTcka Knacudukaumja Ha matepujanor. floj-
noBHa onpeaen6a, narneaa aeka, 6una coobpasysarbe Ha Kapak-
TEpoT Ha AeNnoTo €O NPeABUAEHMOT NPOCTOP. A TOa ce A0NXK He

caMo Ha HEMOXXHOCTA O/ HeKakBsa KoHUenTyanHa knacudukaumja
BO paMKMTe Ha TemaTa, TyKy ¥ CO Orfiefl Ha eKCTPeMHO XeTepo-
reHUTe eCTeTCKMU NPaKTUKM Ha COBpemMeHaTa YMeTHOCT 3a KOULITO
LlokymerTa X pasbupnueo e oTBopeHa. Taka, 3actanenu ce 6poj-
HU MeANYMCKU U TEXHOMOLUKMW MOCTanku 04 eeMeHTapHNOT LUPTeX,
NPeKy CNOXEeHWUTEe MHCTanauuckn 1 ambueHTanHu objekTneunsa-
UMM, A0 HajcohUCTMUMPaHUTE eNneKTPOHCKM npoueaypu. Ho, ce
3abenexysa U3BecHa Hak/IOHETOCT Ha CEeeKTOPOT KOH CBOeBUA-
HUTE "penpoayKTUBHK", "MyNTUNANKATUBHW" MEANYMW U CTETCKK
obpasuu Ha choTorpacmjara, BUAEOTO, NEYaTEHNOT MeaUyM. On
Apyra cTpaHa nak, MUHMMarnHO NPUCYCTBO Ha KNacu4HUTe NIMKO-
BHU avcuunnuuun. Bo manoxbenata enabopauvja Ha Temara ce-
NEeKTOPOT e BOoAeH 04 ABa penaTuBHO u3banaHcupaHu oApeatw.
EpHaTta e 3acTtaneHocTa Ha 6pojHuU npeaMeTHW noapavja oA
KOWLITO TPrHyBaaT akTyenHuTe UCKasHu MoAenu u uiavsmayan-
HU NOETUKM BO UCKYCTBATA HA aHrakmaH v penauuu co akyTHuTe
ONWTECTBEHU W LUMBUNM3AUMCKN TPeHAoBK aAeHec. Bes ronemu

Cren flarnac, MNpoaasay Ha
necok 1995, upHo-6ena 16 mm
hunMcKa npoexkumja co
cTepeo 3syK; (oTo:
LoxymenTa X, 1997

Stan Douglas, Der Sandmann,
1895, dual black and white 16
mm film projection with stereo
sound; photo: Documenta X,
1997

recToBu ¥ Hapauuu, 6e3 ecxaTonoLlkn Haboj, TWe ja creaar NuH-
jaTa Ha TMBKMOT @HraXmaH Ha napuujanHure u parmeHTapHuTe
ctpateruu Ha 90-Te. OTBOPEHOCTA KOH TEXHOOWKUTE U npobnem-
CKUTE NPeAv3BULM CBEAOYM 3a Cé YW Te HesanpeTaHuTe UHCTaH-
UM Ha OTNOp TOKMY Ha MecTaTa Kaje WTO ersucTupaqvkute
naeonowku obpasuy BO ronema mepa ro cnposeaysaaT HuBe-
NMParbeTo Ha aHTarOHM3MUTE NPEeKy PacTe4KoTo "3aseayBatbe’ v
“cnekTakynapusauuja“'. Osae npunafa eaHa noronema rpyna as-
TOpW POAEHW BO NeaAeceTTUTe U WeeceTTUTe roAvHU (KatpuH
Borpaua, Jinjam Mmnuk, Ctusx Kpejr, CteH larnac, Curanut NaHp-
ay, MeTjy Hryn, Anam Meju, Mapk Maro, Mapko lMerbxaH, Jluuca
Po6eptc, Ypu Llaur, Anapea Llajren u ap.). Bropara oapenba e
NoHyAa Ha NOBEKe WCTOPUCKMW Npeceun oA NOBOEHWUOT Nepuoa 3a
6pOjHATE (M MOXHWUTE) COUMO-NONUTUHKN KOHTEKCTYanu3auvn Ha/
BO YMETHUYKWUTE NpakTuku. Kako wro Haseayea v Karpux [as-
Wa, 04 OBaa Beke oaMuHaTa enoxa ce 6enexar )epMeHTUTe Ha
MeMmopwja, UCTOpUCKa pedbnekcuja, AeKornoHu3aumja, ncHesHysa-

==




HeTO Ha eBPONOLUEHTPU3MOT, KPUTMKATA HA UHCTUTYLMUTE U T.H.
HO, UCTO Taka, ce cneaar MMNIMKauuMmnTe Ha OHa WTO ce AoKaxyBsa
Kako"...nocTtapxau4Ha, nocT-TpaavmumnoHanHa, NnocTHaunoHanHa
naeHTuukauvja Ha aeno 8o “cpaktanHute onwTtectea“ (Cepx
PY3MHCKKN) poAeHn 04 KONancoT Ha KOMYHW3MOT M 6pyTanHoTo
HaMmeTHyBake Ha 3akoHuTe Ha nasapot"” (K. llasua). PeTpo-
CNeKTUBHMOT npucTtan ce 6asupa Ha aBTOpPWUTE KOUCe jaBuja BO
neaeceTTUTE UNU WEeeCceTTUTE roAMHU, HO KOUWTO, FNasBHO, M
onbenexaa weeceTTute n ceaymaecettTute roauHun: Art and Lan-
guage, Mapcen bpyaepc, Ojsuna ®anctpom, Puyapa XamunToH,
XaHc Xake, NopaoH MaTta-Knapk, Xenvmo Outukuka, MukenaHuye-
no Muctoneto, Nepxapa Puxtep, Enao BaH Ajk 1 ap. Kaj noBekeTo
oA osve asTopu K. [laBuA ja corneaysa oHaa KpUTUYKa MHCTaHua
(Ha peno Bo 60-Te u 70-Te) HA TemenHo npobnemartunauparse Ha
(heHOMEeHWUTe Ha yMEeTHOCTa U Ha 3anajHara KynTtypa v noTkony-
Barbe Ha BOCTAHOBEHUTE XMepPapX1CKN BPeAHOCTH.

Llech Bon, Mnexo, 1984,
TpaKcnapenTHa cnuka so
ocsernena Kyrtuja, 187x229 cm;
oro: flokymenra X, 1997

Jeff Wall, Milk, 1984, transparency in
light box, 187x229 c¢m; photo:
Documenta X, 1997

EnHa apyra peTpocnekTUBHA HULLKA WTO ja Harnacysa [lasua, oco-
6eHo BuaAnvBa Ha uanoxbara, ce CohUCTULIMPAHUTE aHANUTUYKK
npoueaypu U cneunuyHHUOT CEeH3UOBUNUTET WTO r'v NpoTKajyBa
NPakTUKUTE Ha UPTEXOT u JokymeHTapHaTa goTorpadwmja octea-
pPEeHu BO NOBOEHUOT nepuoa. AKTyenusauvjata Ha ctBapHocTa BO
oBune meauymu 3a [laBua e 3HayajHa co ornea NOCOYEHOTO
"ucyesHyBar-e Ha peanHoTo BO HeroBaTa cnekrakynapHa penpe-
3eHTaumja" (Mpy3nHCKKM), AMKTUPAHO OA ENEeKTPOHCKUTE Meauy-
mu. OBaa peTpocnekuuja [lasua ja BoAV 04 BeKe UCTOPUCKUTE
napTuumnauuv Ha Mapuja JlacHur, Hencu Cnepo, Bonkep EeaHc,
"epun BuHorpana, XeneH Jlesut, Po6ept Anamc, Ea saH aep En-
CKEH, 10 NMOHOBUTE WHAWPEKTHU U NOCPeAHM HaZoBp3yBarba Ha
MapTux Banae, Bunujam Kentpuy, Lledh Bon, Kpeur Xopctcuna,
Llejmc KonemaH, JoxaH MpumoHnepec n AHa-Mapwja LLHajaep.

HacnpoTu pechepeHTHaTa 3aaHWMHA HAa TemaTa, Kako u npobnem-
CKUTE U UCKa3HUTE CPOAHOCTMU Ha YMETHUYKUTE NPakTUKV BO AaA-

€HOTO BpeMe, NoHyAeHUTe asTopu u aena Ha JoxkymeHTa X oTKp-
nja HEMOXHOCT 3a knacudukauuja v rpynuparse no MoAeno Ha
thopManHo-cTMNCKUOT passoj. MnobanHuoT BnevaTok Wto Joky-
meHTa X0 0cTasa e pamHonpasHara eraucteHuuvja Ha noeAMHeYHu
obpa3um u noeTukun. A, Tyka Hekaae BepojaTHO ce CMecTyBa v
OocHOBHarta MoTuBauuja Ha cenektopoT K. [laBuA: Aa ce noHyaar
MHOWTBO BapuMeTeTu Ha eCTEeTCKMOT M MNOSIMTUYKUOT aHraxma
Kako noeavHeyHu noetukwu, 6e3, npu Toa, Aa Ce WHCUCTUPA Ha
€HUMKNoNeancKo ucupnysame BO 3acareHnoT nepuoa, unm nak
HEKaKBO NpuUBMNernpaHo noapeaysare Ha 3Ha4YeHCKUTe NYyHKTO-
Bu. Oa eaHa conuaHa AucTadua, a Ha UCTEKOT Ha AeueHwjata v
BEKOT KOra ce cymvpaart MHOryTe uckycrsa, [lasva e BHuMmarersn-
Ha KOH MOXHUTEe 3anafarba BO MANOMOWKN PaMKM.
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XaHc Xake, KyntypHo mecto ( Kopnopatuena kynType), 1997, nocrep npoek; (hoto: lokymenra X, 1997
Hans Haacke, Standorkultur (Corporate Culture), 1997, poster project; photo: Documenta X




Valentino Dimitrovski

DOCUMENTA X: POLMICS - POETICS

The theme of this year's Documenta in Kassel (the
10th consecutive one): 'Politics - Poetics' may
seem strange, intriguing, or, in any case, paradox-
ical, if we remind ourselves of the historical at-
tempts of last decades undertaken in the socie-
ty, culture and arts practices, with the aim of their
basic transformation and mutuality in solving the
historical antagonism, regardless of the blind civi-
lization and technological modernism. Losing the
breath and making the razor dull in these trends
in the last two decades, has removed the exclu-
siveness from the apogee where the intertwining
and the problematicization of politics and poetics,
of society and arts have taken place. Hence, the
return of this paradigm as significant and exclu-
sive subject matter for contemplation (in view of
the fact that Documenta, as a manifestation, is
exclusive premises) seems unusual. But, this is
only seeming, because in the late 80's and this
decade, one 'engagement’ is on the go, a con-
fronting with the socio-political stratification, but
now, out of the existing ideological instances. This
is happening in truly unrestricted providing of
numerous and various hairsplitting attitudes and
inalienable strategies in the artistic universe. The
experiences of the neo-avant-garde practices are
reinterpreted and reintegrated in the domain of the
widened historical, cultural and artistic mutuality,
and in the font of that which means contemporary
postmodernist tradition. This, together with the
fact the selector of this Documenta, the French
critique Catherine David, comes from a milieu with
a high level of historical and theoretical contem-
plation of the thematic paradigm, makes this
year's conception fully justified and current.

Aiming to place the theme and the exhibition in
the current context of Documenta and the city of
Kassel, Catherine David singles out their histori-
cal dimension. The cultural project of Documen-
ta is seen in two epochs: the first one from the
period of the cold war and the second one from
the period after the destruction of the Berlin Wall
and the German reunification. This project had
two essential motivations: cultural and political.
In 1955 (the first Documenta), a rehabilitation was
necessary of the modern tradition and of history
of the avant-garde, very much diversified in the
Weimar period, but brutally eliminated during the
Nazi era. On other hand, the proximity of Kassel
to the so-called 'iron curtain' had an impact, as
David speaks of the start of the Documenta, on
establishing of a cultural showcase of the Marshall
Plan. In the 60's, Documenta became the main
center for the contemporary movements. Harald
Szeeman transformed it into an event of 100 days
and provided the most current esthetic forms and
attitudes of that period. The tendency of the cur-
rent and the profound has been constantly present
in the manifestation. And one of its trademarks
became Joseph Beuys (from 1963 to 1987). In the
transformed historical conditions of the 90's (with
the disappearance of the bipolar divisions, the

new position of Kassel, now in the cen'er of a
reunified Germany, the crisis of the so-called na-
tional social state, the increase of nationalism and
the retro-identifications, the recession that struck
parts of Europe with the increasing economic glo-
balization, etc.), it seems that Documenta is put
in one new context and faced with new challen-
ges. This is the starting point of C. David when
she concludes that ...'Kassel could appear as an
exemplary position of a complete rank of ruptures
and displacements, and as a focus of a political
and esthetic research that we tried to inscribe in
the very structures of Documenta X.

David asks herself what the aim of one Documen-
ta would be today when many similar exhibitions

'In the epoch of globalization and sometimes of
powerful social, economic and cultural transfor-
mations which it requires, the contemporary ar-
tistic practices, denounced on account of their
presumed meaninglessness or nullity according
to the inclination of Jean Baudrillard, in essence
are one vital source of imaginary and symbolic
representations whose difference is irreducibie in
relation to the (near) total domination of the real'.
At that, David does not offer final or privileged
answers on the set theme, nor resolving articula-
tions for its outcome. The approach is evidently
dispersed, but complex, for which testify the big
number and the domain of the presented authors'
experiences and of the theoretical participations
in the Book that was published for this Documenta.

Mukenarueno Mocronero, MpeameTy Bo MuHyc, 1965/1966; dhoto: [okymerTa X, 1997
Michelangelo Pistoletto, Minus Objects, 1965/1966; photo: Documenta X, 1997

have been justifiably put in question. Here is also
imposed the sense of critical confrontation with
the present (which is implied by the theme 'Poli-
tics - Poetics'), when even the very institution is
under the impact of the tourist expansion and
cultural consuming. On other hand, many experi-
ences of today speak of the arrogant desertion of
the ethic and political views. The increasing spec-
tacularization and instrumentalization of the es-
thetic and artistic dimension, by estheticization of
the information and the assessment forms, reduc-
es the space for a possible resistance. However,
these situations have motivated David to embody
her confidence in the critical potential of art today:
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Documenta X has been envisaged as a polyva-
lent research of the paradigm 'Politics - Poetics'.
Of course, the term 'Politics' does not imply the
everyday-instrumental use of the term, but, in
accordance with a widened scope that penetrates
up to the ancient tradition, the complex socio-
cultural, civilisational ambiance in given time.
While the term 'Poetics’ (probably the term ‘art' is
intentionally ignored) implies, above all, the vari-
ous types of pointing out, as a distinctive poetic
pattern in the complex of artistic practices. The
show is made up of three complementary parts:
an exhibition realized in several premises in the
city of Kassel; lectures - public podium discus-




sions within the frameworks of '100 Days - 100
Guests', and the prepared-in-detail Book where-
by the artistic participations at this Documenta,
and a series of various problem and professional
outcomes, have been presented.

In accordance with the model of an exhibition-
promenade, the exhibition of Documenta X takes
place in several various buildings and premises:
the restored baroque edifices Fridericianum and
the Orangerie, and the new premises of Kultur-
bahhof, Ottoneum and Documenta Halle. The axis
of connecting of these premises is the Treppen-
strasse, a pedestrian street which includes some
number of works. The program of '100 Days - 100
Guests' has been designed to offer various ex-
pressions on an enlarged platform of discussions
for the presented subject matter. It takes place in
the Documenta Halle and involves 100 invited
artists, architects, urbanists, economists, philo-
sophers, scientists, writers, movie and theater di-
rectors, musicians, etc. from all over the world.
The lectures and the discussions relate to vari-
ous ethical, political and esthetic issues of the
present: urban space, territory, identity, new forms
of citizenship, national and social state and its
disappearance, racism and state, globalization of
markets and national policy, universalism and cul-
turism, the politics and the poetics. The Book on
Documenta (which is not its catalogue) is com-
plementary with the exhibition, thus offering a crit-
ical and theoretical support for the political, eco-
nomic, and cultural context of the artistic practic-
es. Itis an unusual project whereby artistic expres-
sions are intertwined with the discourses for arts,
for its relations with the society, for urbanism and
architecture, for social and political conditions in
the past period and the necessary implications
today, for significant postwar historical events, for
ethic and philosophic dilemmas, for issues of the
spreading globalization and civilisational chang-
es today... As the publisher put it precisely, the
Book not only aims to indicate the context for an
interpretation of artistic activities, but also to
separate the complex cultural answers toward
the unification processes of the global moder-
nity.

Documenta, as an exhibition, still, mainly takes
place by presentation of artistic works. This year's
edition has not been designed in accordance with
some principle of chronological, media or esthet-
ic classification of the materials. It seems that the
starting point was the forming together of the
nature of the work with the envisaged space. This
is the result of not only the impossibility for some
conceptual classification within the framework of
the subject matter, but, in view of the extremely
heterogeneous esthetic practices of contemporary
art, for which, understandably Documenta X is
open. So, presented are numerous media and
technological procedures of the elementary draw-
ing, through the complex and ambiance objectifi-
cations, up to the most sophisticated electronic
procedures. However, one may notice some prin-
cipal inclination of the selector toward the distinc-
tive 'reproductive’, ‘multiplicative' media and es-
thetic forms of photograph, video, printed media.
On other hand, there is a minimum presence of
the classic artistic disciplines. In the exhibition
elaboration of the theme, the selector is guided
by two relatively balanced stipulations. The first
one is the presence of numerous areas of the
subject matter from where the current expressive

models and individuals poetics depart into the
experiences of the engagement and relations with
the acute social and civilisational trends of today.
Without big gestures and narrations, without es-
chatological charge, they follow the line of the
silent engagement of the partial and fragmentary
strategies of the 90's. Openness to new techno-
logies and problem challenges testifies for the still
unstopped instances of resistance, exactly on
places where the existing ideological forms, in
great measure, perform the leveling of antago-
nisms, through the increasing 'inducement’ and
'spectacularization'. Here belongs one bigger
group of presented authors born in the 50's and
the 60's (Catherine Beaugrand, Liam Gillick,
Stephen Craig, Stan Douglas, Sigalit Landau,
Matthew Ngui, Adam Page, Marc Pataut, Marko
Peljhan, Liisa Roberts, Uri Tzaig, Andrea Zittel,
etc.) The second stipulation is an offer of more
historical incisions of the postwar period for the
numerous (and possible) socio-political putting
into context of/in the artistic practices. As Cathe-
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Another retrospective thread accentuated by Dav-
id, especially visible at the exhibition, is the so-
phisticated analytical procedure and the specific
sensibility that spins the practices of drawing and
of documentary photography, realized in the post-
war period. For David, making current of reality
in these media, for David, is significant, in view
of the pointed out 'swallowing the real in its spec-
tacular representation’ (Gruzinski), dictated by the
electronic media. This retrospective is led by Da-
vid from the already historical participation of Ma-
ria Lassing, Nancy Spero, Walker Evans, Garry
Winogrand, Helen Levitt, Robert Adams, Ed van
der Elsken, up to the recent indirect and interme-
diary follow-ups of Martin Walde, William Ken-
tridge, Jeff Wall, Craigie Horsfield, James Cole-
man, Johan Grimonprez and Anne-Marie Schnei-
der.

In spite of the reference background of the theme,
and the problem and expression similarities of the
artistic practices in a given time, the presented
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Kapcren Xenep/Poamapu Tpoken, Kyka 3a cawren u nyfe, 1997; qoto: C.A,
Carsten Holler/Rosemarie Trockel, A House for Pigs and People, 1997;photo: S.A.

rine David puts it, this already past epoch notes
the ferments of memory, historical reflection, de-
colonization, disappearance of the Euro-centrism,
criticizing the institutions, and so on. However,
followed are also the implications of that which is
feltlike "...post-archaic, post-traditional identifica-
tion of work in the 'fractional societies' (Serge
Gruzinski) born out of the collapse of the commu-
nism and the brutal imposing of the market laws."
(C. David). The retrospective approach is based
on the authors who appeared in the 50's or the
60's, but who mainly marked the 60's and the 70's:
Art and Language, Marsel Broodthaers, Oyvind
Fahlstrom, Richard Hamilton, Hans Haacke, Gor-
don Matta-Clark, Helio Oiticica, Michelangello Pis-
toletto, Gerhard Richter, Aldo van Eyck, and so
on. For most of these figures, C. David sees that
critical instance (on the go in the 60's and the
70's), of profoundly problematicizing the phenom-
ena of art and the Western culture, and of under-
mining the established hierarchical values.
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authors and works of Documenta X uncovered the
impossibility of classification and grouping, pur-
suant to the model of the formally styled devel-
opment. The overall impression given by Docu-
menta X is the equal existence of individual forms
and poetics. And, one could place the basic mo-
tivation of the selector C. David somewhere here:
to offer many varieties of the estethic and the
political engagement as individual poetics, with-
out, at that, to insist on the encyclopedic exhaus-
tion in the preoccupied period, or some type of
privileged subordination of the meaningful points.
From one good distance, and at the close of the
decade and the century, when many experiences
are recapitulated, David is cautious to the possi-
ble sliding into ideological frameworks.

Translated by: Darko Putilov
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Corba Abauyuesa

SKULPTUR. PROJEKTE IN MUNSTER, 1997

3abasara kako puaocoduja

AKo 47. BeHeuncKo bueHane e MocTpa Ha U3ABOEHW napaavurMu co Bepu-
huUMpaHu YMeTHUYKM BpeaHocTH, CKYNNTOPCKMOT NpoekT Bo MuHcTep e
hecTMBan Ha CBEXW UHTEPaKTUBHU MOAENW Ha NOMIaan YMETHULX.

WHuumpaH Bo 1977. Kako HajamMbuLMOo3€eH CKY/INTOPCKN NPOEKT Ha OTBOPEHO
BO CBETOT, roiMHAaBa HeroBOTO TPETO U3AaHWEe EKCMIIMUMTHO ro MaHudgec-
Tupa oTyfyBareTo oA KaTeropuuTe site specific U NO3HaTUOT CKYNNTOPCKK
naparoH. Kacnap KeHur, aBTOpoT Ha NPOEKTOT, ja Cneau nuHvjaTa Ha uaejara
3a CMpTTa Ha ymeTHocTa (Xeren, XaH Bentuur, ApTyp [laHTo). Taa ro Boau
KoH thunocodickaTa npupoaa Ha ymeTHocTa. OTTyKa, BO HEroBuOT Cenek-
TUBEH KPUTEPUYM MPUOPUTET MMA CBECTA 3a 3HaYEHCKOTO TKUBO Ha AenoTo,
HamecTo theHoMeHonorujaTa Ha BuayenHoTo.MpoekTuTe B0 MuHcTep ja AoKa-
XyBaaT eKcTeHaujaTa Ha cepuTe Ha A03BONIEHOTO, rO apryMeHTUpaaT OTeo-
par-eTo Ha NOrNeAoT KOH CUTe MOXHU NPOCTOPY: KPajoT Ha eaHO cihakarbe
ce peuHKapHupa BO HeToTanuTapHa yMeTHocT. Taa NpupoAHO U AUCKPETHO
ce BOB/IEKYBa BO MpeXaTa Ha yp6aH1oT NnpocTop, CTONYBajKu ce Co HerosaTta
ceKkojaHeBHa MKoHorpaduja u akTMBHOCT (BO3UNOTO-(hoHTaHa Ha PomaH
CajHep, APAOPIMBUTE YNIUYHW CBETUNKM Ha TOHK Ypcnep, HeAoBpLIeHUTe
suaosu Ha MapjeTuua MoTpy, wapexuTe 3HameHua Ha flaHuen BupaH).

Llenecoo6pasHocTa - yMETHOCTa BO Cnyx0ba Ha HOBEeKOT - e ApyraTa To4ka
Ha no6NMXyBatbe Mefy YMETHOCTa W MojaBHUTe (hOpPMU Ha CEKOjAHEeBUEeTO
(Tapaww Kasamara npasu ckynntypa-ckene 3a Npesos Ha natHuuM, LleHet
Kapaud rv uHTepsjyupa MuHysauute, AneH Panepcbepr 0TBopa TypucTudka
areHuuja, Bept Teuc uaaurHysa 3sy4Ha cunosodcka TpubuHa , PUpKpuT
Tupasarba ja UHBONBMPA Ny6NMKaTa BO HEroOBUTE MaPUOHETCKM NPeTCTasH).

MocneaHasa aekaaa NUKOBHATa cLUeHa ce ucupnu 04 rpOTECKHU BU3YenHU
npeTcTaeu, ce npesacuTu oA art noir, ce cTecHn oA eHOMEeHONOWKUOT
ackeTusam, ce yMpTBM O4 peanuaMoT WTo ja aybnupa cTeapHocTa 6e3 nu-
KOBHO NOKPUTUE, Manakca oA UCNONUTM3UPaHUTe naeu 3a MynTUKYNTy-
panuamoT. KoHTpa-Teaarta Ha cuTe OBME COCTOj6M Ha cueHaTa ce (hopmynupa
CO ja3uKOT Ha 3abasara: yMeTHOCTa Kako hecTusarn, cnekTan, uMpkyc, urpa
Ha arncypHN 1 CMELUHW CUTyaLuK (NPecedeHnoT puHruwnun Ha Mabpuen Opoc-
KO, CKyNINTypuTe WTO netaar Ha Ajwe EpKMeH, COMeHUKOT -BpTenelka Ha
XaHc Xake, "kpueuTe orneaana’ Ha [leH Mpeam). Moumot 3abasa BO CBOETO
NPOWMUPEHO 3HAYEHCKO Mone rm UHTerpupa urpata u AyxosurocTa. EaHa oa
HajocobenuTe aobnectu Ha nocneaHara e "6yAereTo Ha UHaHTUNHOTO".
AKo ce cornacume, aeka "floceTkara e HajcouvjanHaTta oA cuTe AyLWeBHU
aKLUWMM KOM CTPeMaT KOH yxuBareTo" (®poja, O AoceTKM.....), MHOTy NoNecHo
Ke ja pasbepeme notpebarta 04 UHTEPAKTUBHOCT UK CO CTap XXaproH peyeHo,
couujanusaumja Ha ymMeTHocTa Kaj ydecHuuuTe 8o MUHCTEPCKUOT CKynn-
TOpcky NpoexT (Pupkput Tupasarba, Mapu-Arx MumuHo, leH Mpeam, Bept
Teuc, ®paHu Bect). CTpyKTypaTa Ha KOMU4HOTO, OManoBaxXyBaHO HU3 uc-
Topujata (Xeren, Wonexxayep, ®uwep), B0 MuHcTep ce nojasysa BO An-
janasoH o4 wera u upoHuja, Ao napoauja u apca. Cute cnomeHaT Ka-
Teropuu ocobeHun 3a NOBEKETO Aena He npasaTt paBeHka co XWBOTOT, He
3Ha4at npochaHuaaumja Ha ymeTHocTa. HueHaTa 6oraTta HapaTueHa CTpyk-
Typa U jasauyHa NOeTUKa Ce HAacoYeHW KOH thunocodckuoT heHomeH 6e3
pasfnuka Ha BU3yenHOTO TKWBO Ha AenoTo. YyBCcTBOTO 3a XyMop, € BO ynora
Ha NnapasaH 3a/ Koj Ce HaceTyBa NPeTHyBCTBOTO 3a HeKoja CTpawHa uaHuHa.
Osa ro 36opysam BO cMucna Ha ynoTpebara Ha Tpareaujata Kako rpaavso
3a npoy4yyBare Ha komeaujata (ApMCTOTeN) UK BO AYXOT Ha KOHTEKCTOT
Ha "KoMeaujaTa Kako rapaHuuja 3a Tpareaujata” (Arthur Danto, After the End
of Art, ) , 6uAEjKM , KAKO WITO NULLYBa UCTUOT aBTOP, He ce Haofame npea,
TyKy 3aA NOpTUTE Ha 3NaTHUOT BeK.

Bo MUHCTEPCKUOT CKYNNTOPCKM NPOeKT yyecTeysaa un Pebeka XopH, Mepu
Xun, Con Nesur, Meopr Basenuu, Pajuen Bajtpua, Pudapa [MkoH,...MojoT
1360p ce 3aApXyBa Ha NPOEKTH Yuj KOPNYC ja NpoeKTUpan uHTepakTueHara,
yTUNUTapHarTa, 3abasHaTa u KOMM4HaTa KOMMOHEHTa, Kako envToM Ha eaHa
novHakea peakuuvja U MOXXebu Hacoka Ha AeHewHaTa MKOoBHa cueHa.

HeceT npumepwu:

Sonia Abadjieva

SKULPTUR. PROJEKTE IN MUNSTER, 1997
Fun as Philosophy

If the 47th Venice Biennial is an example of separated paradigms with

verified artistic value: , Skulptur. Projects in Munster, 1997 is a festival of
fresh interactive models of younger artists.

Iritiated in 1977 as the most ambitious sculptural outdoor project in the
v/orid, this year its 3rd edition explicitly manifests the alienation from the
categories 'site specific' and the well-known sculptural paragon. Kaspar
Koenig follows the line of the idea of death of the art (Hegel, Han Belting,
Arthur Danto). It guides him to the philosophic nature of the art. Hence, in
his selective criterion, the priority has awareness of the meaningful tissue
of the work, instead of the phenomenology of the visual. Projects in Mun-
ster prove the extension of the spheres of the permitted, give arguments
for the opening of the view to all possible spaces: the end of one compre-
hension is reincarnated in non-totalitarian art. It naturally and discretely
involves itself in the net of the urban space, thus melting itself with the
urban space iconography and activity (the vehicle-fountain by Roman Sign-
er, the blabbering street lights by Tony Oursler, the unfinished walls by
Marjetica Potrc, the parti-colored small flags by Daniel Buren).

The appropriateness - art in function of man - is the other point of getting
closer between the art and the manifested forms of the every-day life
(Tadashi Kawamata makes a sculpture-scaffolding for transport of pas-
sengers, Janet Cardiff interviews the by-passers, Allen Ruppersberg opens
a travel agency, Bert Theis raises a sonar philosophic speaker's platform,
Rirkrit Tiravanija involves the public in his string-puppet shows).

In the last decade, the artistic scene has been exhausted by the grotesque
visual shows, has been fed up by the art noir, has been reduced by the
phenomenological asceticism, has been made dead by the realism that
doubles the reality without artistic security, has fallen ill by the politicized
ideas of multiculturalism. The counter-thesis of all these conditions on the
stage is formulated by the language of fun: the art as festival, spectacle,
circus, game of absurd and funny situations (the cut merry-go-round of
Gabriel Orosco, the flying sculptures of Ayse Erkmen, the spinning mon-
ument of Hans Haacke, the 'twisted mirrors' of Dan Graham). The idiom
of fun in its widened meaningful scope, integrates the game and the wit-
tiness. One of the most special virtues of the latter is ‘awakening of the
infantile'. If we are to agree that ‘The joke is the most social of all spiritual
actions that tend toward enjoyment' (Freud, Oh, jokes...), we will under-
stand more easily the need for interactiveness, or to say it in old jargon,
the socialization of the art of the participants at Skulptur. Projects in Mun-
ster, 1997 (Rirkrit Tiravanija, Marie-Ange Guilleminot, Dan Graham, Bert
Theis, Frantz West). The structure of the comic, disparaged throughout
history (Hegel, Schopenhauer, Fischer), appears in Munster in the gamut
of joke and irony, with parody and farce. All mentioned categories, espe-
cially for the most works, do not make an equation with the life, do not
mean the profanation of the art. Their rich narrative structure and language
poetics are aimed to the philosophic phenomenon, regardless of the vis-
ual tissue of the work. The sense of humor plays the role of a screen be-
hind which one can sense the omen of some terrible future. | speak of this
in sense of using the tragedy as curriculum for study of the comedy (Aris-
totle), or in spirit of the context of ‘the comedy as a guarantee for the trag-
edy' (Arthur Danto, After the End of Art), because, in the words of the same
author, we do not find ourselves before, but rather behind the gates of the
Golden Age.

Rebecca Hormn, Gary Hill, Sol LeWitt, Georg Baselitz, Rachel Whiteread,
Richard Deacon also took part in Skulptur. Projects in Munster, 1997...
My choice has been limited to those projects whose corpus has projected
the interactive, utilitarian, fun and comic component as an epitome of one
different reaction and, maybe, direction of today's artistic scene.

Ten examples:
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AJWE EPKMEH / AYSE ERKMEN (1949 )

Ckynnrypu 8o Bo3ayx/ Sculptures on the Air, 1997

MpaBunHO NOBTOPYBaHa akuuja, XenukonTep, pasnuyHu ckynntypu oa 15
n 17 Bek o4 konekuuwjata Ha Westsfalishes Landesmuseum , Ha HeboTo
BO UeHTpaneH MwuHcTep v nokpusoT Ha MysejoT

Regularly repeated action, helicopter, various sculptures of the 15" and 17"
centuries from the collection of Westfalisches Landesmuseum. Air over
central Munster and roof of the Museum.

EAMHCTBEHUOT 0A06PEH NPOEKT 04 YeTUPUTE NPEANOXeHN Ha Ajwe EpkmeH, e 6u-
3apHa uaeja 3a HaaneTyBare Ha rpanoT MUHCTep Co xenuKonTep Ha Koj BucaT apa-
roueHu CKynnTypu oa ¢yHAYcOT Ha HajroneMuoT MuHcTepcku Mysej, Kou notoa
Han3MeHU4HO Ce NoCTaByBaaT/aucnouMpaar Ha NOKpPUBOT Ha UCTHOT My3ej. MHeep-
3ujaTa Ha nokauujaTa Ha CKyNnTypuTe (04 u3noxbeHa cana unu Aeno BO BO3AYX
WM HA NOKPUWB, OAHOCHO OA BHATPe KOH HaABOp) O3Ha4yyBa MOBUK 3a NPOMeHa Ha
KNuweaTa u NpucnocobyBatrbe KOH KapakTepoT U noTpebute Ha AeHeWHOTO Bpeme.
CozaaBareTo Ha CUTyauuy HaaBop OA HaBUKUTE U No3HaToTo (Tpeba aa ce npusHae
AeKa HUKOrall He CMe BUAene Kako CTapy YMeTHUYKM Aena 3aKayeHn Kako UMPKYCKU
akpobaTv 3a XeNIMKONTep, rm HaaNeTyBaaT HallWTe rNasy, 3a Aa 3aBplaT Kako nTu-
UM Bp3 NOKpUBMTE), NOKPaj 0OApeAeHa couMjanHa nopaka, ynarysa Ha amGuBaneHT-
HOCTa Mely CMOWHOTO ¥ _0nacHOTO (AHTUKBUTET 06eCceH Ha XeNUKoNTep - ONacHocT
fAa naaHe WU aa ce YHULITW), HOBOTO W CTApOTO (MalmnHaTa Ha 20 BEK - YMETHUYKO
neno oA 16 Bek), 3a6aBHUOT, 8TUYKUOT U COUMJANHUOT KAPAKTep Ha NPOeKTOT Cky/in-
TYD#H BO BO34YX BO OCHOBA @ CTPYKTYpMpaH OA XyMaHWTapHU W NOeTCKU ucnpe-
nnetyeara.

The only approved project, out of the four proposed by Ayse Erkmen, is a bizarre idea
of overflying the city of Munster by a helicopter out of which precious sculptures, from
the collection of the biggest Munster museum, hang down, which later are placed/dislo-
cated by turns, on the roof of that same Museum. The inversion of the location of the
sculptures (from the exhibition hall or the depot on air or roof, that is, from inside to the
outside) means an appeal for a change of the clichés and adaptation to the character
and needs of today's times. Creating conditions outside the habits and the known (we
should admit that we have never seen antique pieces of art, hanging like circus acro-
bats from a helicopter, to overfly above our heads, to end up as birds on the roofs), in
addition to certain social message, directs at the ambivalence between the comic and
the dangerous, (an antique hanging from a helicopter - the danger that it could drop and
be destroyed), the new and the old (a machine of the 20th century - an object of art of
the 16th century). The comic, ethic and social character of the project Sculptures on the
Air, in essence, is structured by humanitarian and poetic intertwinings.

MAPU-AHX TMMUHO / MARIE-ANGE GUILLEMINOT (1960)

llapasan / Le Paravent, 1997
WHcTanauwja/installation
He' pfayko Xeneso, TMKOBUHA, TKaeHuHa / stainless steel, teak, fabrics

AHTPONNOLWKKOT acnekT e AOMUHAHTEeH BO YyAHUTE NPeaAMEeTH U KOHCTPYKUUMU Ha
MmuHo. Taa uapaboTysa / nneTe enacTUyHK JONTH TYOU KOUIWITO C8 MYNTHUDYHK-
uuoHanHu (kana, Bpeka, (hyctaH, nojac, NOKPUBKA, KOHTaKTHa LeBKa). dnekcubun-
HOCTa, MEKOCTA M TONNMHATA Ha TKaeHWHaTa a priori ja coapXar XeHckara KaTtero-
puja. HuBHaTa HameHa ja noTKpenysa naejarta 3a cNoboAyBahe, KOHTAKTUOUNHOCT
W NOBP3YBatbe - 33 BO306HOBYBae Ha u3rybeHuTe unv noasabopaseHuTe 0co6eHOCTH
Ha YOBEKOT. /7apasaHoTBO MucnaTa Ha MMMUHO, ce TpaHCHOpMUpa 04 MECTO Ha rpa-
HUUA UMK Pa3ABOjyBak-e BO MECTO Ha ABOHACO4HA pa3MeHa. 3aMUCNeH KaKo 0TBope-
HO-3aTBOPEHa KOHCTPYKLUWja 04 APBO, TO] MMa TPKaneaH OTBOPW BO KOW @ NPOMOIK-
HaTa nneTeHaTa Tyba Ha aBTOpKaTa HW3 Koja 3aMHTepecupaHaTa nybnuka ri npo-
BNEKyBa CBOUTE HO3e BHaTpe BO KOHCTPyKuMjaTa, 6e3 Aa Mma BU3yeneH 4onup co
BHaTpewHocTa. Unu obpaTHo, aBTopKaTta 0A BHATPe KOH HaaBop (KOH NOCETUTENU-
Te) rv noaasa csouTe paue. JlyfeTo riu YyyscTByBaaT Ha CBOMTE HO3e paueTe Ha He-
BWANMBMOT (324 NapaBaHoOT) KOj LUTO HEXHO UM I Macvpa crananara, ocnoboaysajku
rM 04 HanNHaToCTa, OAHOCHO THE rM AONMpaaT paueTe Ha UCTO Taka HesuanuBaTa
aBTOpKa. Ha Toj Ha4yuH ce BOCNOCTaByBa TaWHCTBEHA KOMYHUKaUMia caMmo npexy
AONMPOT M YyBCTBaTA, 683 Aa Ce OCTBApU penauwjata Ha HMBO Ha nornea. bByaereTo
Ha CBEeCTa, ceTunara U eMouMnTe Kaj nyénukara, e BCyWHOCT cnoXeHa 3aMucna 3a
MHTEPAKTUBHO OAHECYBatbe, NOTTUKHATO OA eTUYKM, 8CTeTCKU, COUMjanHu, yTunu-
Taphu Motueu. Cornenana e notpebara oA onyuwiTame ¥ coovyBare co cebe, Hu3
CNoXeHaTa urpa Ha Ce YOBEeYKO WTO He HU1 @ Tyfo: 04 YyMeTHOCT Ao 3abasa v Tepanuja.

The anthropological aspect is dominant in the unusual objects and constructions of
Guilleminot. She works out/knits long elastic tubes that are multi-functional (cap, sack,
skirt, belt, cover, contact tube). The flexibility, softness and warmth of the fabric a pnon
contain the female category. Their function supports the idea of

- for renewing the lost or forgotten features of man Le Paraventin the
thought of Guilleminot, is transformed from a place on the border or separation into a
place of a two-way exchange. Conceived as open-closed construction from wood, it has
round openings in which is threaded the knitted tube of the author through which the
interested audience put their legs inside the construction, without having a visual touch
with the inside. Or other way around, the author stretches out her hands from the inside
to the outside (toward the visitors). People feel on their legs, the hands of the invisible
one (behind the screen), who tenderly massages their feet, thus freeing from the ten-
sion; that is, they touch the hands of the also invisible author. Thus, a secret communi-
cation is established in this way only through the touch and the senses, without realiz-
ing the relation on a visual level. Awakening of the consciousness, the senses, and the
emotions of the audience, is in essence, a complex contemplation for interactive con-
duct, pushed by ethic, esthetic, social, utilitarian motives. One notes the need for relax-
ation and facing oneself, through the complex game of all human that is not alien to us:
from the art to the fun and therapy.
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POMAH CAJHEP / ROMAN SIGNER (1938)

Fontana di Piaggio, 1995,
mobunHa ¢oxTaHa (Mjayo, ueska, soaa) / mobile fountain :Piaggio, hose,
water)

Ha 14 npomeHnven nokauww Bo rpagoT P.CajHep noctasysa MoGMNHM hoHTaHK. Hue-
HaTa (hopma e nobueHa co cnojyBarbe Ha Manara Kona co Tpu Tpkana - MNjayo, Yuja
BHATPELIHOCT € HanoNHeTa co BOAa Koja UCTeuyBsa 04 3aAHUOT Aen npeky ueska. Ce
cHabayeaaT co BOAA OA rPaACKUTe XMAPaHTH NPeKy ryMeHo UpeBo, WTO 3Ha4u aeka
Ce nouMpaHu Ha rnaBHUTe yNuUM, CrojyBajku ce co YaropoT Ha nyfeTo u WyMos1Te
oa asTomobunuTe. BogeHnute CKyNNTYpY, Kako CamvoT asTop M Hapeyysa, Aenyea-
aT KOMMYHO W Heobu4HO. MHTeHUKjaTa Aa ce Hanpasu N2poauvja Ha HOCTanrMYHuTe
(uTanwujascku) hoHTaH U Ha asTOMOGMNMTE, ja NOCTUrHyBa cBojaTa uen.

P.CajHep paboTv A0Nr0 Bpeme Co NPMMapHUOT enemeHT- Boaa (‘Boaata 3a MeHe e
KaKO KOHEeU Ha BUTanHoCTa KOj Me NpuapyXyBa BO TEKOT Ha UeNMOT MOj XMBOT"),
McnuTyBareTo Ha HejsuHuTe (husnyku 0co6eHOCTH (MeHyBameTO Ha arperaTHara
cocToj6a) e cuMynTaHo Ha 6apareTo Taa Aa ce NpUNUTOMK B thopma, CTPYKTypa ¢
3pyk. OHa WTO @ 3a HeKOM YMeTHUUM cnukapckara 6oja, 3a CurHep e Boaarta : ja
pacnpcHyBa, ja ocTasa Aa Teye BO MNa3oBu UMW Aa Kane, Ho 3a pasnuka oA 6ojata
Taa MoXe Aa Xy6Gopu unu Wnanka, Aa co3aasa 3ByK. EKCTeH3MjaTa Ha HejauHuTe
MOXHOCTH Ce NpucnocobyBa Ha NNacTUYHMTE HacTojyBarba 1 Ha xenbaTa Aa ce obe-
AMHAT BEYHOTO (BOAATA) U COBPEMEHOTO (rpadoT, MalwuHaTa, OKonuHaTa), 3a6aBHOTO
Y YMETHUYKOTO. 3a pasnuka oa nosexke asTopu BO MUHCTEpP KOMWTO CTPeMaT KOoH
waejaTta aa rv HanpasaT cBoWTe Aena (yHKunoHanHu, kaj CajHep ce cnyyysa napa-
YHKUMOHAMHOCT : NPeTBOPaHhe Ha BO3UNOTO BO (hoHTaHa.

At 14 changeable locations in the city, R. Signer stages mobile fountains. Their shape
is obtained by connecting the small three-wheeled car - Piaggio, whose interior is filled
with water that goes out from the rear part through a pipe. The fountains obtains water
from the city hydrants through a rubber hose, meaning that they are located in the main
streets, mingling with the murmur of the people and the car noise. The water sculptures,
as they are called by the author himself, seem comic and unusual. The intention, to create
parody of the nostalgic (ltalian) fountains and of the cars, has been successful.

R. Signer has been working for a long period on the primary element - the water ('For
me, water is like a thread of vitality that has been together with me during my whole
life'). Researching its physical features (changing the state of aggregation) is simulta-
neous to the request that it should be tamed in form, structure, and sound. What to some
artists is the color for the painting, the water is to Signer: he sprinkles it, he lets it flow in
gushes or lets it drip, but as opposed to the color, the water may babble or splash, or
make sounds. The extension of its potentials is adapted to the plastic attempts and the
desire to unite the eternal (water) with the contemporary (city, machine, environment),
the fun and the aristic. As opposed to several authors in Munster, who tend toward the
idea of making their works functional, Signer gives us para-functionality: changing the
vehicle into a fountain.

HAM LIYH NAJK / NAM JUNE PAIK (1932)

32 asromobum 3a 20 BeK: ro emutysaar tusko Mouaprosnor
Pexsuem /32 cars for the 20" century: play Mozart's Requiem quietly
vHcTanauuja (32 asToMo6unu, Myauyka onpema) / installation (32 cars, mu-
sic equipment)

Axo paanukara mery Brillo Box Ha EHav Bopxon v brillo box Bo cynepmapkeTuTe € B0
¢hunosodhckaTa KoHoTaumja, Kako wro cmeta ApTyp [laHTo, Heka Mu 6uae A03B0NEHO
/la ro NpUMeHam MCTHUOT CTas U BO CNy4ajoT Ha oBaa nHcTanauvja Ha Ham Lyw MNajk.
Toj , kako 1 Bopxon, ja kopucTv cno6oaara Ha u360poT U CTaBa 3HaK Ha @4HaKBOCT
Mefy ymeTHocTa U XuBoTOT. MHCTanauujata e cMecTeHa Ha NioYHUKOT npea Be-
NuYecTBeHaTa arpaaa Ha YHueepauTeToT Bo napkoT Schloss. 32-Te asTomobunm (04
20-Tute, 30-TuTe, 40-TUTE U 50-TUTE FOAUHK) , 3EMEHW OA rPOOMLUITATA Ha aBTOMOBUNK
1 cBeX0 06HOBEeHU co cpebpeHa 6oja, OA CBOETO MPTBO Terlo ja ucnywTaar rpaH-
Aavo3HaTa My3uka Ha MouaproeuoT PekeuneM. Bo HeKOM OA HUB C8 CMECTEHWU HemMu
Tenesn3opu, 0cnoboaeHn 04 NO3HATUOT AUHAMUYEH eKpaH Ha aBTopoT. Bo urpara
Ha AnchepeHUMpaHoTo NOCTaByBabe Ha KONUTe (AoTepaHn Kako A8TCKWU Urpayku)
COrnacHo roAMHWTE Ha NPOU3BOACTBO, OAHOCHO AN3ajHEPCKUTE U TeXHUYKUTE OCOo-
6eHOCTH, BU3YeNHO U MUCNOBHO € HacnukaHa HajMpauHarta dpecka Ha eaeH Kpaj -
“Mera cmpTTa" - Ha ABETE HajroNIeMn OTKPUTK]a Ha OBOj BEK: Konara v Tenesusujara.
KpuTuukaTa AMMeH3uja Ha MHCcTanaumjata 8o OAHOC Ha NOTPOLYBaYKaTa NakoMocT
Ha onwTecTBoTo, MNajK ja anTepHupa Co HOBMOT BEK Ha MHGopMauuuTe 1 NoBp3y-
garbaTa. MaTepujanHoTo , cornacHo KapakTepoT Ha NocTUHAYCTpM|cKaTa enoxa, 1
oTCTanyBa MECTO Ha HeXHaTa uHunTpauvja Ha software-ot. 32 asromobusu n Mo-
UapToBMOT PeKksHem ce eAHOBPEMEHO OMaX U xubepHaumja Ha MUHaTHTE heTuwK.

If the difference between Brillo Box of Andy Warhol and brillo box in the supermarket
lies in the philosophical connotation, as Arthur Danto puts it, | would like to be allowed
to apply the same stand also in the case of this installation of Nam June Paik.

Like Warhall, he uses the freedom of choice and puts a sign of equality between art
and life. The installation is placed on the pavement, before the magnificent building of
the University in the Schloss Park. The 32 cars (of the 20's, the 30's, the 40's, and the
50's), taken from the car junk yard and freshly renewed with silver color, play from their
dead body the grandiose music of the Mozart Requiem. Soundless TV sets are placed
in some of them, freed from the well-known dynamic screen of the author. In the game
of the differentiated placement of the cars (decorated as children's toys), in accordance
with the years of the manufacture, that is, the design and technical features, the dark-
est fresco of an end - The Mega Death’ - of the two greatest discoveries of this century:
the car and the TV, is painted visually and contemplatively. Paik alternates the critical
dimension of the installation relative to the consumers' greediness of the society, with
the new century of information and connection. In accordance with the nature of the
postindustrial epoch, the material leaves room for the tender infiltration of the software.
32 cars and the Mozart Requiem are at the same time an homage and hibernation for
the passé fetishes.
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AJIEH PANEPCBEPI" / ALLEN RUPPERSBERG (1944)
Hajybasunor og cure moxHu ceerosu/ The Best of All Possible
Worlds, 1997

Ha noeeke mecTa HU3 ynuuuTe Ha MuUHCTEp ce nocTaseHu MpMM BO Yuj UeHTap e
HaupTaHo OKO, a No paboBUTE e HanuLaH TeKCTOT: HajybasHnorT 04 CHTe MOXHH CEE-
ToB/4. TOa e eAHUOT CerMeHT oA UcToumeHaTa Ha Hekonky Mecta Hu3 MuHcTepckuTe
ynvum ce noctaseHn 6enu TpkaneaHu pa6ora Ha AneH Panepc6epr. BropuoT, cmec-
TeH Ha uanoxobarta Bo Landesmuseum, npeTcrabByBa UHCLBHaUM|a Ha TYPUCTUHKO 6Mpo,
BO KO@ HaMmecTo cnyx6eHvK Be npevekysa Mnaaa wapMaHTHa aama, obneyeHa Bo
cTUNOT Ha BonTepoeuoT KaHAKWA , KAKO TPET CErMeHT. YeTBPTUOT € KHUraTa - BoauY
HW3 HOBUTE TONKW Ha HOBOTO NaTewecTBUe Ha UaMucneHroT KaHaua. Bo kaurara ce
3abenexaxu oHWe NyHKTOBY BO MuHCTep, WTO nabpaHuTe 04 aBTOPOT XUTENU Ha OBO)
rpaa, r oueHune cnopea NuYHaTa Memopuja/mMucnerse 3a HajBo3GyAnNvUBY NOKaUMK.
AxTepoT KaHawa v ja npenopayyBa Ha My3ejckarta ny6nuka u kuurara v Typarta. OHue
WTO UMaaT BpeMe Aa ro npugarar NpeaAn3BUKOT, NOTOA ja HaAONoNHYBaaT KHUrara-
BOAWY CO HOBM NUYHKU BNevaTouu. MaejaTta 3a AMPeKTHO BKy4yBaHe Ha nybnukarta
BO [18/10T0 Ha NOBEKe NONWHba, KOPUCTH CUTYaUMW Ha KQHBep3aumia, Ha Teatap (cue-
Hapwo, cueHorpadmja, akTepu, pexuja), nepthopmatc (Ha AeHOBUTE Ha OTBOPaHETO
caMmuoT aBTop e BO ynorarta Ha Kanaua), NUKOBHU eneMeHTH (anaajHupatse Ha ¢up-
MWTE W Ha cueHaTa Ha “TypucTudkaTa aredumwja”, nureparypa (Kaxang on Bontep),
cueHu 1 cocTojbr 04 0OUUHMOT XUBOT(Typuaam). MNpeMpexysareTo Ha BpemMutbaTa,
cyapysarbara Ha HeKOrawHOTO U CeralwHoTO HU3 enemMeHTITe Ha counjanuaauunja Ha
YMETHOCTA, ja COONWTyBaaT naejaTa 3a penaTMBHOCTa Ha NOMMOT 3a WAeanHoTo BO
cpeabata co cTBapHOTO. W, Kako 1 BO peanHocTa, cekoe 3aA0BONCTBO Tpeba aAa ce
nnaTv (BnesHvua sa mysej ¥ 10 Mapku 3a BOAWYOT).

Inscriptions are placed at several places on the streets of Munster, in whose center an
eye is drawn, while at the edges the following text is written: The Best of All Possible
Worlds. This is one segment of the work of Allen Rupperrsberg bearing the same title.
The second one, placed at the exhibition in Landesmuseum, presents a staging of a
travel agency, where, instead of a clerk, a young charming lady, dressed in the style of
Candidby Voltaire, awaits you, being the third segment. The forth one is the book - guide
through the new points of the traveling of the imaginary Candid. The book notes those
points in Munster, that the chosen inhabitants of this city by the author, have evaluated
them, pursuant to their personal memory/opinion, as the most exciting locations. The
actor, impersonating Candid, proposes to the Museum visitors also the book and the
tour. Those who have the time to accept the challenge, then fill in the book - guide with
new personal impressions. The idea for direct including of the audience into the work in
several fields, applies situations of conversation, of theater (scenario, scenery, actors,
director), performance (during the opening days, the author himselif plays the role of Can-
did), the fine arts elements (designing of the inscriptions and of the stage of the 'travel
agency'), the literature (Candid by Voltaire), the scenes and situations from ordinary life
(tourism). Intertwining of times, collision of the former and the present through the ele-
ments of socialization of art speak of the idea for the relativity of the notion of the ideal
in comparison with the real. And, similar to the reality, each pleasure should be paid
(entrance ticket to the Museum and additional DM 10, for the guide).

KUM AJAMC/ KIM ADAMS (1951)

Kona Kanyenapuja Kyka (Auto Office Haus), 1997
WHcTanaumja: 4enuk, Tpkana, anyMuHUyMm, rymu, nnacTuka,
nyopecueHTHa cBeTNMHa, ceauwTa oA TpakTop UTH./Installation: steel,
aluminium, tires, plastic, fluorescent lighting ...

WHcTanauvjaTta Ha Aaamc ja coapXu Bo ocHoBa site-specific aypara Ha Herosata
Kanana: popmara (cunoc 3a xuTo), norneaoT Harope (“KaHafaHuTe HacTolysaar Aa
rnepaar Harope xora 6apaart npocTop, 6uaejkv NOrneaoT Hua3 e ryberse speme”),
HOMaZICKUTE HaBMKK A3 Ce ABUXAT HeNnpeKuHaTo (CO KONW, NPUKONKK, Tpajnepy) Bo
noTpara no noacbpo MEcTo 3a Xxueeerbe unv paboTa.Y TunurapHata, MeHTanHaTa u
counjanHara CTPyKTypa Ha NOKaNHUOT KOHTEKCT Ce NpekpllyBaaT BO KOHCTpyKUuja-
Ta Ha Aaamc, HeoOu4Ho HacnoeeHa:Kona Kanyenapwja Kyka. UarpaneHa Bp3 nok-
PUBOT Ha 6uBwaTa HeH3uHcKa nymna 8o MuHCTep, Taa KOHUENTyanHo NpeTcrasysa
hokyc Ha obeavHeTO NOCTOeHE Ha TPM HMBOA: AOM - KaHUuenapwja(arenje) - Bo3uno -
¥ BO UCTO BpeMme, peanHo ynaTysa Ha He-nocToere Ha HUTY eAHO HWBO. Taka ce no-
jaByBa NapafoKcoT Ha HUTY apXUTEKTYpa, HUTY eHTepuep, HUTY KONa, HUTY BCeNeHCKa
CTaHWUa, HUTY PUHIALLNKUA, HATY Ce OHa Ha WTO anyavpa uHcTanaumjata. AncypaHocra
Ha Hej3uHaTa BU3yenHa NpeTcTasa @ eKBMBaNeHTHa Ha MpauuoHaNHaTa nNparmaTuy-
HocT, BnaropoAHoCcTa Ha 3amucnara - Aa Ce Hanpaeu uaeanHo Xxuseanuwre (co
TeHAeHUMO3Ha A03a Ha KOMWKa)- 3aBplUyBa BO XanHaTa KoHcTaTauuja 3a HeocTBap-
nuBoCcTa Ha kaejata. Bo oBaa Tparu-koMUYHa Urpa Ha aBToOpOT, (hakTU4KK ce cyb-
NUMMpa HenparmaTckara NpMpoaa Ha YMETHUYKOTO.

The installation of Adams includes basically the site-specific aura of his Canada: the
form (granary for wheat), the upward look (‘'The Canadians try to look upwards when
in search of space because the |00k - through is wasting of time'), the nomadic habits
to move on continually (by car, trailer) in search of better place for living or work. The
utilitarian, mental and social structure of the local context overlap in the construction of
Adams, with the unusual title: Auto Office Haus. Built on the roof of a former gasoline
station in Munster, it conceptually presents a focus of an united existence on three lev-
els: house - office (studio) - vehicle - and at the same time, it realistically directs at the
non-existence of any of the levels. Hence, the paradox appears of neither architecture,
nor interior, not auto, nor space station, nor merry-go-around, nor anything that the in-
stallation alludes to. The absurdness of its visual presentation is equivalent to the irra-
tional pragmatics. The nobleness of the notion - to build ideal habitation (with tenden-
tious dose of comic) - ends up in the sad conclusion for the impossibllity of realization of
the idea. The non-pragmatic nature of the artistic is indeed sublimated in this tragic and

comic game of the author.
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OEH FrPEAM / DAN GRAHAM (1942)

3abasHa KyKa 3a Murctep / Fun House fur Munster, 1997
CTakno o6n0XeHo oA ABETe CTpaHu Co orneaano, YenuyHa KOHCTPyKuu-
ja/two-way mirror glass, steel construction

Ha npe nornea 1 oBa Aeno ro 0ABNEeKysa BHUMaHNETO KOH 3a0aBHMOT acNeKT Kako
[NOMWHAHTEH. Ha Toa ynaTysa HerosaTa CUMyNaKpyMcKa naeupuHTcKa rpaaba (co-
cTaBeHa 04 4 NpaBu SWAOBKM U eaeH chepuyeH), orneaanHara emynauvja HaHeceHa Bp3
CTaKnoTo, pechNeKcuuTe eAHOBPEMEHO, U Ha rneaaYuTe U Ha OKONIMHaTa, Bp3 BHaT-
pelHUTe ¥ HAABOPELWHUTE CTPaHN Ha CTaKNeHUTe SWAOBHM, W Hajnocne aedopmu-
paHuTe NPeTCTaBu Ha NyfeTo KOU Ce ABMXAaT BHaTpe-HaABOp Ha KOHCTpyKuujaTa.
KOMNNeKcoT Ha NpoBOKauMKTe LWTO ja uHuumpane 3abasHara KykaHa [l.lpeam He ce
3aApXyBa Ha HUBO Ha UMPKYCKUTE ceHaauuu. MoyHyBsajku oA pasMucnuTe 3a aHa-
MopchuuHUTE CNvKK Bo 6apoKHaTa KoHorpacdmja, oA6necoumMTe Ha rpaackuTe BUaypu
Bp3 (hacaauTe Ha HOBMOT yp6aH NPOCTOP W BOOMWITO MUTO-NPUBNEYHOCTA Ha BUT-
PUHWUTE Ha rofIeMUTe Mara3uHu, CeTo Toa 3aeAHO0 - YMETHOCTa, apxuTeKTypaTa v 3a-
6HaBHUTE NAPKOBW/IPAAOBY - @ anubu Ha naejaTa 3a ocTBapyBabe/BpaKkarbe Ha Bpe-
METO Npea UcTopujaTa Ha yMeTHOCTA, Ha HajBUCOKO MHTepakTUBHO HMBo. Ce Bocnoc-
TapyBa MHTUMEH KOHTaKT Mefy OKONMHaTa, YOBEKOT, aBTOPOT U KyKara, Ho KOH oBue
BeKe No3HaTv penauuu ce NPUKIyYysa ¥ COOYYBareTo Ha rneaaqoT co camuoT ce-
6ecu 1 co (cnukuTe Ha) apyruTe nyfe. Hu ce kaxysa, 4eKa U NOKpaj CNUYHOCTUTE UK
WAEHTUYHOCTUTE CO CTBAPHOCTA, HallaTa MHTeNneKTyanHara 3aMeLaHocT Bo AenoTo
€ 0Haa cvna WTo Ke ja Hanpaew audepeHumjaumrjaTa Bo 3Haqerbata. [lenoto Moxe aa
ce NPOHUKHE HAa PA3NUYHN HAYMHU 1 PAMHMLITA, 3aBUCHO OA4 MOXHOCTA U XenbtaTa
Aa ce aonpar cuTe CNoesu.

At first glance, this object of art also draws the attention to the fun aspect, as being the
dominant one. We are lead to that by his simulacrum labyrinth construction (made up of
4 straight walls and a spherical one), the mirror emulsion layered on the glass, the re-
flections simultaneously, of both the audience and the environment, upon the internal
and external sides of the glass walls, and finally, the deforming images of people who
move inside-outside of the construction. The complex of the provocations, that were
initialed by the Fun House of D. Graham, does not stop at the level of gircus sensations.
Starting from the contemplations for the anamorphosis images in the baroque iconog-
raphy, the reflections of the city vistas upon the facades of the new urban space, and, in
general, the mytho-attractiveness of the windowpanes of the grand stores; all this to-
gether - the art, the architecture, and the amusement parks/cities - is an alibi of the notion
for realizing/returning of the times before the history of art, at the most interactive level.
An intimate contact is established between environment and man, the author and The
House, but toward these already known relations, the facing of the spectator with him-
self and with (the images of) other people is also added. We are told that, despite the
similarities or identities with reality, our intellectual mixing in the work is that force which
will make the differentiation in the meanings. The work could be penetrated in various
ways and planes, depending on the possibility and desire to touch all levels.

XEPMAH QIE BPUC / HERMAN DE VRIES (1931)

Sanctuarium, 1997
(sua oa uurnu, BucuHa 3 M / brickwall, heigh 3m)

Sanctuarium-oT , NOCTaBeH BO rpaanHaTa Ha YHUBep3uTeToT, @ eAHOBPeMEeHO CKyNnn-
Typa, apxuTeKTypa, site-specific ¥ MecTo 3a MeauTaumja. AKO Ce UCKIYYW MACIOBHUOT
KOHTEKCTOT, BU3yenHUOT 3BYK Ha oBaa 6m3apHa rpaaba e ancypaeH. MarpaaeH e 8o
BW/A Ha POTOHAA , 663 BpaTH , @ Ha CUTe YeTUTUPKU CTPaHN MMa eNMNCOBUAEH OTBOP CO
nornea KOH BHaTPeLWHWOT 3eneH Kpyr Ha KOHCTpyKuujaTa. Ha eaHaTa cTpaHa e us-
rpaBMpaH CaHCKPUTCKM TekcT o4 Lla - ynaHuwaauTe, KojwTo 360pysa 3a COBPLIEH-
cTBoTO. O6NUKOT Ha KPYroT (Ha apxuTekTypaTa U Ha npo3opumTe), nepdekrHarta
uasenba u GecnpekopHaTta coapXwuHa ja aeduHupaar uaejata Ha Bpuc 3a Gecko-
HEYHOCTa, LieNMHaTa, eAMHCTBOTO W nepdexkumjara.

He3aa080neH 04 HOHWANAHTHUOT OAHOC Ha AEHEWHOTO TeXHUUM3WPAHO ONWTECTBO,
KOe ro Hapyluysa NopeaoKoT BO NPUPOAATa U ja AeBansupa AMMeHanjaTa Ha cosp-
WeHCTBOTO, BpUC M3aurHysa crioMeHuK, CBET NPOCTOP, HO U peaepear, BO KOj caka
1na ro 3a4ysa Toj Kpyr 3emja(co avjamerTap 14 M.) oA HaTamowHaTa arpecvja Ha nyfeto,
Aaw aane anconyTtHa cnoboaa Ha BereTaumjara 3a Aa ce pa3svea Cnopea npuHuMnuTe
Ha yHuBep3aymoT. [poTecToT U eTUYKUTe Nopaku Ha Bpuc, eMUTyBaHu CO KOXePEHTeH
NVKOBEH roBop ¥ TexHUUKa 6pasypa, KONKy M Aa ce oaaanevysaar oA unocodekara
AvMeH3vja (cnopes asTopoT) M KONKY Aa ce NpubnuwxysaaT A0 CKynnTypara (cnopea
aBTOPOT), Cenak ce Cnojysaar BO CBECTa 3a MeTaguanykara npupoaa Ha ymeTHocTa,
HoBaTa CTpyKTypa Ha 3Ha4erba BO HOBATa NNacTUYHa KOHCTPYKuuMja ro apxar no-
CeTUTENOT (PUaNHKN HAABOP 04 3MAOBUTE Ha POTOHAATA, HO ja MamaT HerosaTa MUc-
na BO HejauHaTa BHaTpewHocT. A Hve Tpeba aa Guaeme Tamy KaaewTo e Hawarta
cBecHa npupoaa, 3a Aa ja crasMme Bo (DYHKUWja waejaTa Ha aBTOPOT 3asuaaHa Bo
poToHaara.

Sanctuarium, installed in the garden of the University, is at the same time a sculpture,
an architecture, site-specific and a place for meditation. If the thinking context is se-
cluded, the visual tone of this bizarre construction is absurd. It is built like a ‘Rotonde’,
without doors, and it has elliptical opening on all its four sides, with a view toward the
internal green circle of the construction. A Sanskrit text of the Tsa-Upanishads is en-
graved on one side, that speaks of the perfection. The shape of the circle (of the archi-
tecture and the windows), the perfect construction and the flawless contents define the
idea of Vries of the endlessness, the wholeness, the unity and the perfection.
Dissatisfied by the nonchalant attitude of the present hi-tech society, that violates the
order in nature and devalues the dimension of perfection, Vries erects a monument, a
world space, but also a reservation, where he would like to preserve that circle of land
(with a diameter of 14 m.) from the further aggression by people, to give absolute free-
dom to vegetation so that the latter could develop pursuant to the principles of the uni-
verse. The protest and ethic messages of Vries - expressed by a coherent artistic speech
and technical bravura, no matter how they distance themselves from the philosophic
dimension (according to the author) and no matter how they approach the sculpture
(according to the author) - are still united in the awareness of the metaphysical nature
of the art. The new structure of meanings in the new plastic construction hold the visitor
physically outside the walls of the ‘Rotonde’, but they induce his mind into its interior.
And we should be there where our conscious nature is, in order to make functional the
idea of the author, walled up in the ‘Rotonde’.
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®PAHLU BECT / FRANZ WEST (1947)

3awro e HewrTo, a He HHWTOo ?

Why is Something and not Nothing ?
[se ckynntypu / Two sculptures
Autostat, 1991 (6oeHa YenuyHa nnoya / sheet steel, painted)

Etude de couleur, 1991 (6akapHa UeBKa, MECHHT, OJI0BO, LieBKa, no-
nuectep/copper, brass, lead, hose, polyester)

3a ceojaTta hunozocpeka naeja OpaHu Bect KOPUCTYH ABE Pa3NUYHU CTUNICKU MaTPULM.
EaxaTta e BO AyXOT Ha MUHUMANMUCTUYKMOT ja3UK U JaCHUOT 3BYK Ha YucTuTe 6ou. Taa
ro npeTcTasyBa NMCoapoT Koj e (hyHKUMoHaneH, a He metapuanyku. MNMocraseH Ha
©836pOTO, Ha MECTO KaaewTo e HanpaseH BelTa4yku soacnaa - A06po oa6paHo MeCTo
3a Aa ce u3eaHavar NPUPOAHMOT 3BYK 04 ynoTpebyBareTo Ha NUcoapoT 1 Xy6opoT
Ha apTuchnumenHuoT Bogonaa. BuumaTenHoTo oko Ha BecT ja 0a6pano Bo3snweHaTa
rneaka Wro ce npocTupa npea norneaocT Ha OHOj NOCETHTEN WTO Pewun aa ro ucnpoba
nUcoapoT Bo Npupoaa. Ha AHOTO Ha rneakaTa asTopoT NOCTaByBa PO30Ba TonYecTa
thopma - BTOpaTa MaTpuua. MHKapHaToT WTO ce cyrepupa co oBaa MeTanHa cKynnTypa
e ylwTe esHa wera Ha Becr, co ornea Ha acouvjaummuTe wTo rv nobyaysa(anyauja Ha
npace). FneaavoT @ COONEH CO ABe NapanenHu 3afaqv: eaHara e hUanonowWwKo pac-
ToBapyBarbe, a Apyrara e 04 AOMEHOT Ha eCTeTCKOTO 3aa0BONCTBO. Mucnara Ha Bect
ce 3aApXyBa Ha npawarsara 3a npeapacyauTe 1 Taby-TemuTe, Kou ce MeHysaaTt u
TpaHcopMupaar , Kako U Boaara wro rv obeavHysa v pasaenysa eaHOBPEeMeHo
ABETE CKYNNTYPHU Ha 8AVHCTBEHUOT MUCNOBEH Kopnyc. Bo OBOj KOHTEKCT € ¥ Hacno-
BOT Ha AenoTo, no3ajMeH o4 Hekoj cthunococ oa npea-CokpaToBaTa wkona. “Jawro
€ HewWrTo, a He Huwro?"

Franz West uses two different style matrixes for his philosophic idea. The first is in the
spirit of the minimalist language and the clear tone of the clean colors. It represents a
pissoir that is functional. and not metaphysic. It is set out on a lake, on a place where an
artificial waterfall has been made - a well chosen site to make the natural sound of us-
ing the pissoir even with the babble of the artificial waterfall. The careful eye of West
has chosen an elevated view that is situated before the sight of that visitor who has
decided to use the pissoirin nature. On the bottom of the view, the author has placed a
rose spherical form - the second matrix. The incarnate, that has been suggested by this
metal sculpture, is one more joke by West, in view of the associations aroused by this
(alluding to a piglet). The spectator is faced with two parallel tasks: the first one is a
physiological discharging, and the second is in the scope of the esthetic pleasure. West's
notion elaborates the issues of prejudices and taboo-topics that change and are trans-
formed, like the water that unites and disunites at the same time the two sculptures of
the unique mind corpus. The title of the work is also in this context, borrowed from some
philosopher of the pre-Socrates school: 'Why is Something and not Nothing ?'

MAYPULIMO KATEJNTAH / MAURIZIO CATTELAN (1960)

1. /bybosra ro cnacysa xusoror (Love Saves Life), 1995
taxidermal specimens, Leggeri Konekuuja

2. ®panyecko bowamu (Francesco Bonami), Simplicius, Sim-
plicissmus, Impossible , 1997

(21 npukasna cnopen uaejata Ha Maypuuvo KatenaH , unyctpupaxu oa
Ena Koxn), o6jasexu 8o katanoroT 3a CKynnTOPCKMOT NPoeKT Bo MuHcTep/
21 strories after the idea by Maurizio Cattelan, illustrated by Edda Kochl,
Munster exhibition catalogue

FoOAUHEWHUOT UTANK|aHCKKU NPeTCTaBHMK Ha BeHeunckoTo 6ueHane - Maypuumo Ka-
Tenad, NyuuaHo rv NoBpaysa acneKTUTe Ha CeKOJAHeBMEeTO co ymeTHocTa. Coumjan-
HUTE pedhepeHUM , OTCEeKOorall UHTErpupaHK1 BO HerosaTta MMcna, rv UCnuTyBsaat npu-
HMHWTE W NOCNeAVUMTE Ha YOBEKOBUTE NOCTanku BO ONWTeCcTBOTO. HerosoTo aeno
Jbybosra ro cnacysa X1BoToT, N3NOXeHO Bo MuHcTepekuoT Landesmuseum, 36opy-
Ba TOKMY 3a (DOPMUTE Ha TUe penaunu, KOPUCTE|KKM Ml XKUBOTHUTE “ ja3uKOT Ha Bac-
HuTe. BapujaHTaTa Ha npuKa3HaTa 3a npujaTencTBoTO Mefy MarapeTo, Ky4eTo, Ma4eTo
W NeTenoT, e NpUKaxaxa co npenapupaHdn XWBOTHU (NOCTaBEHW, He Kako Bo GacHaTa
thaTenn eaeH 3a Apyr, TYKY BO NMpamuAaa eaed Haa apyr). KomuyHata nocraska u
EKCTaTU4HaTa UCKA3HOCT Ha OBa NpWjaTesncTBO Mery XUBOTHUTE (NyfeTo) uma cBoj
KOHTPanyHKT BO UMHWUYHATE BU3nia Ha UCTUOT aHMManeH cocTas, CaMo OBOj NaT BUay-
€NHO NPeTCTaBeH NPeKy nipaMnaaTa Ha HUBHUTE CKeNeTy v co HOB Hacnos: /bybos-
Ta He Tpae seyHo. “MpTeaTa’ u “Xuearta® BapujaHTa Kako UenuHa yKaxyeaaT Ha
NYKHaTUHUTE BO MEfYHOBEYKUTE Penauvun ¥ Ha TaXHaTa BapujaHTa Ha HUBHOTO WC-
xoauwre.

Bo sTopuoT npoekT Simplicius, Simplicissmus, Impossibile, KatenaH co Hay4Ha ak-
pubuja ru ucTpaxysa NPUHMHUTE(COLMONOWKK, UCTOPUCKK, BTUHKM) NOpaan Kou 0a-
peaeHn npoexkTu 8o MuxcTep (oa 1977 ao 1997) He 6une peanusnpanun. Herosata
uaejarv ondaka cuTe CTPYKTYpU BMELWaHu Bo cyaAbuHaTa Ha He-peanusaumjara (06-
jeKTuBHUTe, CybjeKTUBHUTE (DaKTOPW ¥ CErMeHTUTe Ha UMaruHaumjata v chaHTasuwjara),
KaKo (yNKpyMm BO KOj ce pafaaT HeroBuTe NPUKasHu 3a yMeTHULWUTE, HanuwaHu no-
Toa oa ®panyecko Bonvamu, a unyctpupanm oa Eaa Koxn v neyaTeHu BO rnasHuoT
kaTanor Ha CKynnTopcKMoT NPoekT Bo MuHcTep.

This year's Italian representative at the Venice Biennale - Maurizio Cattelan - connects
in id manner the aspects of the everyday, with the art. The social references, al-
ways integrated in his thoughts, inquire the causes and the consequences of human
conduct in society. His work, Love Saves Life, exhibited in the Munster Landesmuse-
um, speaks exactly of the forms of these relations, applying animals and language of
the fables. The variation of the story of a friendship among the donkey, the dog, the cat
and the rooster, is presented by taxidermic specimens (staged, not like in the fable one
by one, under arms; but rather, in a pyramid, one above another). The comic staging
and the ecstatic expressiveness of this friendship among the animals (the people) has
its counter-point in the cynical vision of the same animal composition, but this time, vis-
ually staged over the pyramid of their skeletons and with a new title: Love Does Not
Last Forever. The 'still' and the 'live’ variation, in whole, point out the ruptures in the
Iinterpersonal relations and the sad variation of their outcome.

In the second project: Simplicius, Simplicissmus, Impossible, Catellan, inquires with
scientific exactness the causes (sociological, historical, ethical), that prevented various
projects in Munster (from 1977 to 1997) from being realized. His idea includes all struc-
tures entangled in the destiny of the non-realization (objective, subjective factors and
segments of imagination and fantasy), as fulcrum where his stories are born about art-
ists, written later by Francesco Bonami and illustrated by Edda Kochl, and printed in the
main catalogue in Skulptur. Projekte in Mdnster.

Benewxku:
Cwure choTorpachuv ce KOpUcTeHn oa AoKymeHToT Skulptur Projekte in Miinster
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JlunjaHa Hepenkoscka

XIVIl BVEHAAE BO BEHELIJA

VAHVHA, CErALHOCT, MAHATO

Bo 1981 roauHa NepmaHo YenaHT nuwyea 3a amepukaHckara He-
ekcnpecueHa ymeTHocT. Co 0BOj Ha3vB ro o3Hadysa “noapa4jeto
6nucko Ha paborara Ha HeaBTEeHTUYHOCTA, Ha HeAOCTaTOKOT Ha
KPeaTUBHOCT W Ha MOHULITYBaHETO Ha NPUMUTUBUIMOT U HONK-
nopot". Ce 3anara 3a eaHa naaHa v NPoOBOKATMBHA YMETHOCT 3a
KOja cMucnaTa Ha COBpeMeHOCTa He ce onupa BO CBeTOT Ha U30-
NUpaHUTe U eTabnupaHuTe yMeTHUYKKU (hOpMK, TYKY BO CBETOT Ha
MacoBHaTa Ky/iTypa v BO NoApaYjeTo Ha OHa WTO 3Ha4u Meware,
0CM03a Ha pa3nuYHUTe jasuum. M HarnacyBsa BPCKUTE U jasuyikuTe
npexsionysarba Co TeaTapoT, My3vuKaTa, apXMTeKTypara, AM3ajHoT,
peknamara, potorpacujata. Ce cnpoTuBcTasysa Ha "naxHara
cyb6jeKTUBHOCT" Ha HEOeKCNPeCMOHU3MOT O TOj NEPUOA U Ha He-
rosara "unyauja 3a 3avyByBarbe Ha cpeavluHaTa ynora BO UCTO-
pUCKUOT npouec”. HacnpoTu CNOHTAHOCTA U CEH3yanHocTa Ha He-
OKCMPeCUOHWU3MOT, HEEKCNPECUOHU3MOT HY AU NaaHU reoMeTPUCKU
pacnpeaentu u KoM61uHaLMW Ha NpeaMeTU He NPUKPUBAjKKN I CBOM-
Te TEXHONOWKWU KapakTepucTuku. HeekcnpecmoHnamoT crnopea
YenaHT noTceTyea Ha nagHuTe MepMepHu hopmu Ha 6apoKoT.

Cera, Kora opeAeHu acrnekT Ha HeeKCnpecMoH3mMoT o4 80-Te
Kako Npob6iemM 1 Kako KpUTudka Mucna AOMUHUPaaT Ha yMeTHUY-
kara cueHa, YenaHt oabusa aa ce 3achatv Co HErosuTe ymer-
HUYKK, KYSTTYPHU, COLMO-NONNUTUYKY MHAMKaUMKM ocobeHo pene-
BaHTHUW 3a OBOj NepUoA ONTOBAPEH CO 6P30TO NPUOBNUXYBaHE Ha
fin de siécle. HamecTo Toa MNepmaHo YenaHt Ha BeHeuunjckoTo 6u-
eHane Hyau eaHa cocema nouHakea KoHuenuuja: ce okycupa Bp3
camaTa YyMeTHOCT, Bp3 caMmoTo Aeno. CeeceH e Aeka Toa Moxe Aa
fAenysa Kako KOH3epBaTUBEH recT, HO xenbaTa aa ce 6uae uaa-
BOEH, [a Ce 0AW CNPOTMBHO Ha rnasHara cTpyja , na aypu v ako
TOA 3Ha4X U Aa ce oAU NPOTUB COMCTBEHWOT UAEHTUTET, € OHO)
KPUTUYKM NPOMUCIIEH HO W NCUXONOLLKA MOTUB KOj CTOU BO OCHO-
BaTa Ha KOHUEeNToT Ha uanoxbara.

Wanox6ara "MaHuHa, ceralwHocT, MMHaTo" e nanoxba 6e3 Tema.
Kako WwTo yKaxyBsa camuoT YenaHT Ha Aeno e eaHa usnoxoa co
OTBOpEHa BPEMEHCKa nepcneKkTUBea KojalwTo ro noapasbupa cno-
604AHOTO MMHYBarb€ HU3 eaHa, BO Cry4ajos, 06paTHO nocTaseHa
BPEMEHCKa AMMEH3Mja Yne 3HaYere e eAHOCTaBHO: "MUHATOTO e
mojaTa MAHWMHA U AHMHATA € MOeTO MUHATO; TUe Ce cpeKkasaar BO
UeHTapoT , BO cerawHocTa". Mpuorajku i Ha yMeTHOCTa Kako Ha
eaiHa OrpoMHa ranakcuja Yenaut ce noctasysa cebe cv BO Nosu-
uvja Ha naTysay HU3 BpeMeTo, u3berHysajku ru nputoa cute Te-
PUTOPUjasnHK rpaHMLM HO U XPOHOMOWKK oapeabu Mefy "MuHaTo-
TO, cerawHocTa U naHuMHaTa". Ho cenak nocTov eaHa XxpoHonowka
rpaHuua o3Ha4eHa co u3bopoT Ha asTopute. OabpaHu ce yMeTHu-
LM YWM LWTO ja3U4KU UCKa3u ce Bp3yBaarT 3a BpeMeTO 04 CpeauHa-
Ta Ha 60-Te na 4o AeHec, BpeMe Koe cropeA YenaHT ce noknony-
Ba CO COBPEMEHWOT TpeHA Bo ymeTHocTa.Toa ce asTopu nospsa-
HU CO aHaNUTUYKOTO CNIMKAPCTBO, NON YMEeTHOCTa, MUHUMaNU3MOT,
cuMpoMaluHaTa yMeTHOCT, KOHUenTyanHara yMeTHOCT, TenecHara
YMETHOCT (3Hau4u CuUTe OHWEe NpaBLM KapakTepucTu4Hu 3a 60-Te u
70-Te),noToa yMEeTHALM YY1 U30nmpanu urypu ce CnpoTuBcTasy-
Baart Ha 6uno Kaksa Knacudukauvja, na He0eKCNPeCUoHM3MOT Ha
80-Te U CeKaKo yMeTHULUUTE KOU CBOJOT UCKa3 ro spaysaar 3a 90-
Te, MNaav YMeTHUUM OA KOV MOrosieMuoT Aen npenar y4ectsysaa
Ha osa BueHane. NHaky cuTe ymeTHAUM Ha uanoxbara ce nperT-
CTaBEHW CO PeLeHTHW Aena HacTaHaTi BO NnocneaHuse ABe roau-
HW UK ce crneuujanHo u3seaeHu 3a buenanero.

NHankaTuBeH e (hakToT WTO 32 A0NHA BPEMEHCKa rpaHuua ce
oanbpaxu 60-Te roAvHW, roAMHUTE Ha nojasaTa Ha HeoaBaHrapAaa-
Ta U HEj3HUOT MKOHOKNACTUYKM Hanaza BP3 OHa WTO 3HaYu UHCTH-
TyuMoHanuaupare Ha ymeTHocta. A, buaejkv uenara gpamaryp-
rvja Ha uanoxbara ce oABMBa BO PAMKWUTE Ha eHa peHoMupaHa
MHCTUTYyUMja CO CTOroAvlLHA TPaauumja, 1 Toa BO eaHa cueHorpa-
thuja Ha "yncTara" yMEeTHOCT, HaABOP 04 NPOCTOPOT Ha 6110 Kaksu
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HaABOPELUHM (COLMO-MONUTUYKK, ONWTECTBEHW) 3araaysarba (au
kora rv uma Tue yHKLUMOHUpaaT NnoBeKe Kako CLeHa), He MoXeme
a [ia He ro nocrasumMe npawareTo 3a NPUYUHUTE Ha e[leH Bakos
npuoa. anu moxebu He ce paboTu 3a UMHKYEH OAroBOP ynaTeH
Ha ONTMMU3MOT W BU3MjaTa Ha YMETHOCTA 3a MOXHOTO 6ercTso oA
MHCTUTYLMUTE HA YMETHOCTA U HUBHaTa MOK, UNu nak ce pabotu
3a efieH HOB poMaHTu3am? Ho, eiHO e CUrypHO ¥ Toa MoXe Aa ce
npoynTa og nanoxbara: yMeTHOCTa Ha KpajoT cexorall 3aspluysa
BO paMKWUTE Ha MHCTUTYLMUTE U CEKOrall ce Bpaka Bo noapadyjeto
Ha ecTeTCKOTO.

Kako 1 na e, osaa roavHa Bo BeHeuuja nonecHo ce avwe. Hema
ronemu Temu, ronemu 3adgartu, ronemu naen. Cé e Bo 3HaKOT Ha
efeH 0AMepeH, HeNpeTeHUMO3eH NpUcTan, BO 3HaKOT Ha eaHo

cuneau, ronemu ApBeHn KOHCTPYKLUMK, eAeH OrpOMEH nycTep) co
yucTaTta, MMHMManHa anctpakuuja Ha Cnanetu n " aueuoT" ekcnpe-
CHOHM3aM Ha Kyku.

Ha 0B0j NpuHUMN BCYWHOCT, (DyHKUMOHUpa LenaTta uanoxba noc-
TaseHa Bo LleHTpanuuoT nasunjoH u Bo Corderie dell'Arsenale. Bo
LleHTpanH1OT naBunjoH ce HaofaaT Aenarta Ha YMeTHUUMUTE Huu
eKcnepvMmeHTv 3anoy4HyBaar Bo 60-Te u 70-Te. [lenata Ha [lanven
Bupan 1 Con JleBuT ce noctaBeHu npea NasujoHoT, A0AEKa BHa-
Tpe rv Haofame aenata Ha Knec OnaeHbypr n HerosaTa conpyra
BaH BpyreH, Ha Mapuo Mepu, Ea Pawa, Bpajc MapaeH, Llox Ban-
necapwu, Puyapa Aptwsarep, Poj JiuxteHwTajH, Tonu Kper, Pe6e-
ka XopH, Aucenm Kucbep, JlysaHo ®abpo, Liunéepto 3opno, AHeT
Mecaxe, PajHep PyteHbek, Puyapa Tatn, LivHo [le lomuHu4mc,

Maypuumo Katenan-Exuo Kyku-ETope Cnaneru, uarnea oa nocraskara 8o UranjanckuoT nasunjoM, 1997; oro: 47. Buenane so Beneuwja, 1997
Maurizio Cattelan-Enzo Kucchi-Ettore Spalletti, Installation view, ltalian Pavilion, 1997; photo: 47th Venice Biennale, 1997

OCMWUCNEHO U COhMCTULMPAHO apaHXupare v NpeseHTupare Ha
ymeTHocTa, OcHOBHaTa NOeHTa e "MakCMMyM NpocTop U Bo3AayX ",
OAHOCHO uAaejaTa 3a egHa apxuTekTypa "6e3 suaosu” WTO Ke ja
0BO3MOXU cnoboaHaTa KOMyHUKaumja u KoeraucTeHumja Ha MHOLL-
TBOTO pas3nuyHu uckasu. MNpvmep 3a Toa e nocraskara Ha utanu-
jaHckaTa cenekuumja Koja ja couuHyBsaar Tpojua asTopu: EHUo Kyku,
Maypuumo Katenax u ETope Cnanetu. Ce paboTu 3a Tpy pasnuyHm
VHAWBUAYANUTETH, 3a TP Pa3nnyHU NOBTUKM COeAMHETH BO eaHa
n3noxoba BO Koja pas3nUKUTE He ce UCTakHyBaaT TYKY KOPecrnoH-
Avpaat mefy cebe 1 Toa Ha eAHO HarnaceHo ecTeTcko HMBo. EaHa
KpajHo uabanaHcupana v coducTuumpaHa nocraska BO Koja 3a-
eHO KoeraucTupaar HeobuyHuTe npeameTy u ready made Ha Ka-
TenaH (npenapupaxu rynabu u Tparv o4 HUBHWOT "n3met", Beno-

Jau [nbeTtc , Majkn Xajsep, MNaHamapeHko, I'epxapa Puxtep, Lium
NajH, Mapua HopamaH, Mapuha A6pamosuk. Tyka ce u aenara Ha
[O6UTHUUMTE Ha 3NaTHMOT nas 3a XXMBOTHO Aeno: Emununo Beao-
Ba u ArHec MapTeH. Bo ApceHane ce genara Ha Komap u Mena-
mua, panyecko KnemenTe, LlynujaH LHa6en, Lied Kyxc, Pobept
TNoHro, EH XamunToH, Xajam CtajHbax, ®paHu Bect, 6pakara Yen-
meH, Mununotn Puct, Cem-Tejnop Bya, Baneca BekpodT, Tpejcu
ModaT, Mapuko Mopwu, XyaH Myrsoc, [larnac MlopaoH, Urba n Emu-
nvja Kabakos....

Bo HauvoHanHuTe nasunjoHy, BO oHue Ha LlapavHu u oHue Haa-
8op o4 LlapavHu, cpeTHyBame MHOWITBO Ha MHTEPEeCHU aBTopu 1
noctasku. ABCTPUCKMOT NaBwUNjoH HyAW eaeH HeobuyeH KoHuenT



Ha NpeseHTauuja Koj WTO COABETCTBYBA CO HEBO3MOXHOCTA Ha
Npe3eHTUpareTo Ha jasuykuoT Komnekc Ha BueHckarta rpyna
YMewWwTo AejcTByBatbe ce Bp3ysa 3a 50-Te roavHu. [1se npocTopuu
MCMOMHETU CO KHWUIU (M3aaHune, BO Koe Ha okony 800 cTpaHuum e
obpaboTeHa U AOKyMEeHTUpaHa aKTUBHOCTA Ha rpynara), KHUru
KOMLUTO NOCETUTENUTE MoXea cnoboaHO Aa rv 3emat. AHIIUCKK-
OT NaBsunjoH co Aenarta Ha Pejyen Bajtpua-mnana yMeTHU4Ka Yuu
[ena 3pa4yar Co e4HO HEUCKaXKIMBO HyBCTBO HA OCaMEHOCT U Me-
nauxonuja; MepMaHcKuOT co u3BoHpeaHuTe coTorpacduu Ha Cy-
3aHa 3vBepavHr v "HesuanueoTo" Aeno Ha epxapa Mepu Hape-
yeHo Archipittura; YHrapckvoT €O CyNnTU/THATE UNYMUHAUMKU U UH-
cTanauvu Ha Tpute ymeTHu4ku Posa En-Xacau, Jyaut Xepcko u
Esa Kosey; LLInaHckuoT co aenata Ha KapmeH Kanso u XyaH bpoca
( noet u ymeTHuK, poaeH 1919, Yue feno e HeNo3HaTo cé Ao Ae-

Teno; TajBaHCKMOT CO UHTepecHaTa nocTaska Ha aenara Ha ne-
TopUua Mnaau yMETHUUM; XpBaTCKUOT CO MOETCKU U AyXOBUTO
OCMMWCIEHMOT aMOUEHT CO ayavo U BUAEO UHCcTanauuurte Ha [lan-
ubop MapTunuc; CnoBeHeYK1oT CO eKCNepuMeHTanHaTa rpaauHa
Ha Joxe bapwu u HerosoTo ysepysare aAeka "There are many
answers to the question about why to grow the vegetables” ... u
CEKaKOo 3a Hac Haj3Ha4ajHUOT HacTaH Ha oBa bueHane: MakeaoH-
CKWOT MaBujoH co aenata Ha AHeta CeeTueBa U KOHUENTOT Ha
[parax BowHakocku "Makenonuja npea Lloto, Makeaonuja ae-
Hec"(KOHUeNT Koj BO eAHa AvjaxpoHa nepcrnekTusa ru nospsysa
MWMHATOTO M CerawHocTa NPMMEHYBajKU ja nocTankara Ha UHcue-
Hauuja Ha eaHa "MOHYMeHTanHa peepeHuUMenHocT": ocHoBaTa Ha
upksaTta Cs. MNaHnTenemoH o4 Hepeau-"aeno" Ha BowHakock ( Koj
e 1 Komecap Ha uanoxbara) - Kako NOCTaMEeHT Ha CKYnnTypuTe

Mapura Abpamoank, Bankascku 6apok, 1997, uxcranaumja, suaeo; doTo: : 47. BueHane 8o Beneunja, 1997

Marina Abramovic, Balkan Baroque, 1997, installation, video; photo: 47th Venice Biennale, 1997

sefeceTTUTE): Kanso co HejauHuTe NnoeTckn oboeHn o6jekTu, bpo-
ca CO HerosBMoT MarvyeH u ancypaeH cset; [opTyranckuoT co
penarta Ha CapMeHTO KOW He BOBNeKyBaaT BO €4€H CBEeT Ha
anaboka TULMHA U 0CaMEHOCT ; YelKUoT co uHcTanauvjara Ha
MeaHn Kadka ( cTpenu Kou "nebaat" BO NPOCTOPOT BO KOjWITO €
HEBO3MOXHO Aa ce Bnese); benrMckuoT co Heobu4HUTE CKyNNTY-
pu Ha Tepu ae Kopave; AMEpUKaHCKUOT co cnukute Ha PobepT
KoneckoT; PyckuoT co cnukute Ha Makcum KauTop; 'py3auckuoT
co uHcTanauuuTe Ha Mva Easrsapaase; MNMonckuot co "cumbonuy-
koTo opyxje" Ha Cocduja Kynuk; ®paHUyCKMOT CO MpUTMpadkara
noctaska Ha ®abpuc Mbep u HerosaTa maeja NasunjoHoOT Aa ro
NpeTeopu BO MECTO 3a CNeKynaTuBHA, KpeaTuBHa W NocTojaHo
NPOMEHNMBA aKTUBHOCT: NaBUMjOHOT Kako XWBO U NPOMEH/IMBO

Ha CBeTueBa v eaeH "ocameH" Tenesu3op Ha Yuj eKpaH ce eMUTy-
BaaT CMUKM O/l KOM HeynaTeHuTe MoXarT Aa ce 3ano3Haat co yba-
BUHWTE M KYNTypHOTO 6naro Ha Makeaonuja u co pabotarta Ha
CBeTueBa BO HEej3HOTO aTesbe, a CeTo Toa BO pacKowHaTa MOoHY-
MeHTanHocT Ha upkearta San Giovanni Novo). He moxeme a aa He
ce 3anpatuame Aany v 3a HawvoT NaBunjoH 61 BaXxeno ysepyBsatbe-
TO Ha Joxxe Baplm aeka Bo 0OCHOBa CE e penaTtusHo, AeKa HUeaeH
noeavHeYeH, U3ABOEH OArOBOP Ha npawareTo 30WTOo pacTe 3e-
NEHYYKOT He e BUCTUHCKMOT? Mnu nak Bo cny4ajos ce pabotu 3a
"6aHanHa" Mucna 3a KojawTo "BucuHuTe" Ha mucnara "Makeno-
Huja npea Lloto, MakeaoHuja AeHec” ce HeaocTanHKn, He3aB1CHO
oA Toa wro Taa 3Ha4un?! Cenak: "There are many answers to the
question about why to grow the vegetables" ...
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Lillana Nedelkovska

XLVII VENICE BIENNALE
FUTURE, PRESENT, PAST

In 1981, Germano Cellant writes on the American
nonexpressionist art. By this name, he means 'the
field close to the work of the non-authentic, of the
absence of creativity and of eradicating of the
primitivism and folklore'. He proclaims a cold and
provocative art for which the sense of the contem-
porary is not touched in the world of the isolated
and established artistic forms, but rather, in the
world of the mass culture and in the field of that
which means mixing, an osmosis of different lan-
guages. He articulates the ties and the language
compatibilities with the theater, music, architec-
ture, design, advertisement, photograph. He op-
poses the 'false subjectivity' of the neoexpression-
ism from that period and this ‘illusion for preserv-
ing the middle role in the historical process'. In
spite of the spotaneousness and sensuality of the
neoexpressionism, the nonexpressionism offers
cold geometrical partitions and copmbinations of
objects, not hiding its techological features. The
nonexpressionism, according to Cellant, reminds
of the cold marble forms of the baroque.

Now, when certain aspects of the nonexpression-
ism of the 80's, as problem and as critical opin-

ion, dominate the artistic scene, Cellant refuses
to treat its artistic, cultural, socio-political indica-
tions, especially relevant for this period charged
with the quick coming of the fin de siécle. Instead
of that, Germano Cellant offers one very different
conception at the Venice Biennale: he focuses on
the very art, on the very work. He is aware that
this might act as a conservative gesture; howev-
er, the desire to be separated, to go contrary to
the main current, even if it means to go against
one's personal identity, is that critically elaborat-
ed, but also psychological motive that stands on
basis of the concept of the exhibition.

The exhibition Future, Present, Pastis an exhibi-
tion without theme. As underlined by Cellant him-
self, here we have one exhibition, with open time
perspective which means the free passage thro-
ugh one, in this case, up-side-down set time di-
mension whose meaning is simply: ‘the pastis my
future, and the future is my past; they meet in the
center, in present times.' approaching the art as
one vast galaxy, Cellant puts himself in a position
of a traveler through time, thus avoiding all terri-
torial borders, but also chronological provisions
among 'the past, the present and the future.' But,
still there exists one chronological border, set out
by the choice of the authors. Chosen are artists
whose language expressions are connected to the
times of the mid 60's until today, times which,
according to Cellant, are compatible with the con-

temporary trend in the art. Those are authors
connected by the analytical painting, pop art, min-
imalism, poor art, conceptual art, body art (mean-
ing all those trends featured in the 60's and the
70's); then, artists whose isolated figures are im-
mune to any type of classifying; then, the neoex-
pressionism of the 80's; and of course, the art-
ists who connect their expression to the 90's,
young artists out of whom the majority for the first
time participate in this Biennale. Yet, all artists in
the exhibition are presented by recent works cre-
ated during the last two years or specially per-
formed for the Biennale.

Indicative is the fact that for the lower time limit,
are chosen the 60's, years of the appearance of
the neo-avant-garde and its iconoclastic attack
upon that which means institutionalizing of the art.
And, because the whole dramaturgy of the exhi-
bition is performed within the framework of a well-
known institution with a tradition of one hundred
years, and that even in a scenery of 'clean’ art,
outside of the space of any kind of outside (so-
cio-political, social) pollutions (and even if they are
present, they operate more like a scene), we can-
not but put forward the question for the reasons
of such an approach. Perhaps we are dealing with
a cynical answer, sent to the optimism and the
vision of the art for the possible escape from the
institutions of art and their power, or we are deal-
ing with a new romanticism? But, one thing is

Pebeka XopH, KonuepT Ha Bosamwku, 1997, uHcranaumja; hoto: 47. Buenane so Beweumja, 1997
Rebecca Hom, Sigh Concert from a broken Landscape 1996, installation; photo: 47th Venice Biennale, 1997
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certain and that could be read from the exhibition:
art, at the very end, always finishes within the
framework of the institutions, and returns always
in the field of the esthetic.

Anyway, this year in Venice, one can more easily
breathe. There are no grand themes, grand mo-
tions, grand ideas. Everything is under the sign
of a moderate, unpretentious approach, under the
sign of an elaborated and sophisticated arrange-
ment and presenting of the art. The main point is
'maximal space and air', i.e. the idea of an archi-
tecture 'without walls' which will enable free com-
munication and coexistence of the very different
expression. An example of this is the installment
of the Italian selection, made up of three authors:
Enzzo Cucchi, Maurizio Cattelan and Ettore Spal-
letti. We talk here of three different individualities,
of three different poetics, united into one exhibi-
tion in which the differences are not pointed out,
but rather correspond among themselves in an
articulated level. An extremely balanced and so-
phisticated installment in which together coexist
unusual objects and the ready-made of Catellan
(taxidermic pigeons and the traces of their ‘drop-
pings', motorbikes, big wood constructions, a
huge chandelier) with the clean minimal abstrac-
tion of Spalletti and the 'wild' expressionism of
Cucchi.

The whole exhibition operates on this principle, set
out in the Central Pavilion and in Corderie
dell'Arsenale. In the Central Pavilion, there are
works of artists whose experiments start in the
60's and the 70's. Works of Daniel Buren and Sol
LeWitt are placed before the Pavilion, while inside,
we find the works of Claes Oldenburg and his wife
van Bruggen, of Mario Merz, Edward Ruscha,
Brice Marden, John Baldessari, Richard Art-
schwager, Roy Lichtenstein, Tony Cragg, Rebec-
ca Horn, Anselm Kieffer, Luciano Fabro, Gilberto
Zorio, Annette Messager, Reiner Ruthenbeck,
Richard Tuttle, Gino De Dominicis, Jan Dibbets,
Michael Heizer, Panamarenko, Gerhard Richter,
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oles®, wuctanaumja, 1997; ¢oro: C.A.

Joze Barsi, "There are many answers to the question about why to grow the vegetables”,

installation, 1997; photo: S.A.

Jim Dine, Maria Nordman, Marina Abramovic.
Here are also the works of the winners of the Gol-
den Lion for life opus Emilio Vedova and Agnes
Marten. In the Corderie dell'Arsenale, there are
the works of Komar and Melamid, Francesco Cle-
mente, Julian Schnabel, Jeff Koons, Robert Lon-
go, Ann Hamilton, Haim Steinbach, Franz West,
the Chapman brothers, Pipiloti Rist, Sam-Taylor
Wood, Vanessa Beecroft, Tracey Moffatt, Marico
Mori, Juan Munoz, Douglas Gordon, llya and Emi-
lia Kabakov...

In the National Pavilions, in those of Giardini and
those outside of Giardini, we meet many interest-
ing authors and installations. The Austrian Pavil-
ion offers one unusual concept of presentation
that co-acts with the impossibility of presenting of
the language complex of the Vienna Group whose
activity is connected to the 50's. Two rooms filled
with books, (an edition where the activity of the
group is edited and documented on around 800
pages), books that the visitors could freely take

Pajuen Bajrpua, Bea wacnos (Kopuaop oa cmona), 1995, cmona; coro: CA.
Reahel Whiteread, Untitled (Resin corridor), 1995, resin; photo: S.A.

Joxe Bapuwm, "There are many answers to the question about why 1o grow the vegeta-

with them. The English Pavil-
ion, with the works of Rachel
Whiteread - young artist
whose works beam one un-
speakable feeling of solitude
and melancholy; the German
Pavilion with the excellent
photographs of Katharina
Sieverding and the 'invisible'
work of Gerhard Merz, called
Archipittura, the Hungarian
Pavilion with the subtle illumi-
nations and installations of
the three artists Roza El-Has-
san, Judit Hersko and Eva
Koves; the Spanish Pavilion
with the works of Carmen
Calvo and Joan Brossa (poet
and artist, born in 1919,
whose work is unknown until
the 90's): Calvo with her po-
etically colored objects, Bro-
ssa with his magic and absurd world; the Portu-
guese Pavilion with the works of Sarmento which
take us into one world of deep silence and soli-
tude; the Czech Pavilion with the installation of
Ivan Kafka (arrows that 'float' in space which is
hard to enter); the Belgian Pavilion with the unu-
sual sculptures of Thierry De Cordier; the Amer-
ican Pavilion with the images of Robert Colescott;
the Russian with the images of Maxim Kantor; the
Georgian Pavilion with the installations of Gia
Edzgveradze; the Polish Pavilion wit the 'symbolic
weapon' of Zofia Kulik; the French Pavilion with
the irritating installment of Fabrice Hubert and his
notion to transform the Pavilion into a place of
speculative, creative and constantly changing
activity: the Pavilion as a live and transforming
body; the Taiwanese Pavilion with the interesting
installment of works of five young artists; the
Croatian Pavilion with poetically and wittily elab-
orated ambiance with audio and video installations
of Dalibor Martinis; the Slovenian Pavilion with the
experimental garden of Joze Barsi and his con-
viction that ‘There are many answers to the ques-
tion about why to grow the vegetables'... And of
course, the most significant event for us at this
Biennale: the Macedonian Pavilion with the works
of Aneta Svetieva and the concept of Dragan Bo-
snakoski 'Macedonia Before Giotto, Macedonia
Today' (concept that connects the past and the
present in a diachronic perspective, applying the
procedure of staging of a 'monumental reference":
the foundation of the church of St. Pantelemon of
Nerezi - a 'work' by Bosnakoski - as post for the
sculptures of Svetieva and one 'lonely' TV set
whose screen shows pictures whereby the unin-
formed may get acquainted with the attractive fea-
tures and the cultural heritage of Macedonia and
with the work of Svetieva in her studio, and all
these in the magnificent monumentality of the
church San Giovanni Novo). We cannot but ask
ourselves if the conviction of Joze Barsi would be
valid for our Pavilion that in essence, everything
is relative, that no single, separate answer to the
question : 'Why does the vegetable grow?' is not
the real one? Or, in this case, are we dealing with
a 'banal' opinion for which the 'heights' of the opin-
ion 'Macedonia Before Giotto, Macedonia Today'
cannot be reached, regardless of its meaning?
Still: There are many answers to the question why
to grow the vegetables'...

Translated by:
Darko Putilov



INaszo NMnasescku

MAKEAOHIIA HA 47-T0 BIAEHAAE BO BEHELIVIIA

YyecTBOTO, M360POT, Npe3eHTaumjaTa n opraHuaaumjaTa Ha Haumo-
HanHuTe nasunjoHn Ha BueHaneto Bo BeHeuwja BoobuyaeHo ce
nobnuxysaaT Kako KOHUENT BO KOj ce oapa3yBaaT aKTyenHuTe
JIMKOBHM COCTOj6M BO HEKOja 3emja u MOKTa Tve aa buaart npeseH-
TUPaHW U eBEHTYanHO HaMeTHATU KaKo peneBaHTEH YMETHUYKU
YWH, 3Ha4aeH U BnujaTeneH Bo onpeAeneHun NPOCTOPHU U BPEMEH-
CKv KoopavHaTv. Hekoum 3emju Toa pyTUHCKM ro peanuavpaar npu-
MeHyBajKu M CONCTBEHUTE (BUCOKW) CTaHAapAU Ha NpPe3eHTauu-
ja, a napanenHuoT Tek n 6nuauHaTa Ha NaBUNjOHUTE NPUAOHeCY-
Ba eBeHTyanHuTe HeaoCNeAHOCTM BO HEKOM oA HUB 6p30 aa 6u-
Anar sooyeHu. MNopaam Toa, buenaneto Bo BeHeuuja, BO 4enoT Ha
HauWOHaNHUTe NaBuNjOHK, NpeTcTaByBa CTPYYEH U OpraHu3aumc-
KV CTaHaapA NoA Koj e HenoXenHo Aa ce 6uae, buaejkv cnopea-
6ute ce mHory 6nmMcku, a KOHKypeHuujaTa ronema.
OsoroavwHoTo bBrueHane peuvcu Aa Hemalle HeMHTepeceH nasus-
joH. He3aBucHO o4 HawWTe NUYHU ahUHUTETM UK KOMNETEHUUK
KOH onpeaeneH asTop Wy nojaea 8O Hajronem 6poj oA HUB e Aoc-
neAHo npuMeHeT paboTHUOT MOAEN: KOMecap, HeroBoTO corneay-
Bare Ha peneBaHTHUTE aKTyenHOCTU BO CONCTBEHaTa ApXxasa,
eBeHTyanHoTo npucnocobysare KOH Temarta Ha bveHaneTo, us-
60p Ha aBTOp WM TEHAEHUM]A N KOMNEeTeHTHa enabopauuja u pe-
anusauuja Ha 3amUCNeHOTO.

Osa ce BoO6M4aEHUTE NPUHLIMNW, HO MM CMOMEHYBaMm 04 nNpu4uHa
LWTO cCMeTaM AeKa BO KoHuenuujaTa Ha nasunjoHoT Ha Penybnuka
MakenoHuja Aen oA HUB He Ce NMPUMEHEeTH UNK Nak e HapyleH
HWBHMOT peaocnea.

HajHanpea HeKkou onwTy NoAaToOUM 1 ONUCK.

Penybnuka Makeaonuja Ha 47-To BrueHane Bo BeHeuwja y4ecTsysa
co ckynntypute Ha AHeTta CeBeTueBa npes3eHTUpaHn Bo ambueH-
TOT Ha upksara CaH Llosanu Hoeo. Bo kaTtanorot 3a osaa nanoxoéa
(v3pnaBay e YMeTHuykaTta ranepuja oa Ckonje koja e v opraHusa-
TOp Ha Hawara npeseHTauuja) ce objaBeHn TEKCTOBM 3a TBOpeL-
TBOTO Ha CBeTuesa oa [parax BowHakoscku, EHUO [In MapTuHo,
MeHka Kapanawoscka v Buktopuja Bacesa [lumecka, kako u pe-
NPOAYKLMM Ha HEej3VHWUTE CKyNNTYpU CO3aaBaHun Bo nepuogoT 1981-
1996. OBOj, pe4ncu peTpocneKTUBEH, Npernea Ha onycoT Ha Cae-
TeBa BepojaTHO e BO (hyHKUMja Aa UM Aaae NojaceH KOHTeKCT Ha
HEj3UHNTE HajHOBM OCTBapyBar-a, HO LWTETA € WTO O4 U3NOXKEHUTE
TPW rpynu CKYNNTypu e penpoayuupaHda camo eaHa (oa pasbup-
NMBU NPUYUHU HAMETHATW 04 OPraHnM3auuckuoT TajMuHr). Bo ka-
TanoroT HavayBame Ha nogaTouuTe 3a oBaa u3noxoba: komecap u
asTop Ha npoekToT (Commissario ed autore del progetto/Com-
missioner and Project Conception) [lparas BowHakoBcku, 3a-
MeHWK Komecap EHuo [lv MapTuHo, koHCcynTaHTu BukTopuja Ba-
cesa [lumecka n MeHka Kapanalwoscka, komyHukaumm Bava Ypo-
WweBuK n koopauHatop MNaono [e MNpaHauc.

Ha no4YeToKOoT Ha TEKCTOT ro U3ABOMB 3HAYEHETO Ha KOMecapoT
BO U3NoX6uTe 04 OBOj TUM, HO HE MV € jacHO WTo Tpeba Aa 3Haum
oHa: "autore del progetto”, o4HOCHO BO kakBa Bpcka e Toa co hyHK-
umjata Ha komecap. OBaa HeCOOABETHOCT ja HEMa BO reHepanHu-
oT kartanor Ha BueHaneTo (Tamy r-HoT BolwHakoBcKu € ogbenexaH
OHaka Kako WwTo Tpeba - Kako Komecap), Ho 3abenexaHara He-
MAEHTUYHOCT BO NOAATOLUMTE ja CrIOMEHYBaM 3aT0a WTO Taa Ke uma
onpeaeneHa ynora 8o U3rneaoT u ukoHorpadckaTa CTpyKTypa Ha
HaLIMOT NaBWjOH.

EBe ro HeroBmoT KpaToK Onuc: BO HA0COT Ha upkeaTta CaH Llosa-
H¥M HoBo e noctaseHa cBoeBuaHa penjechHa OCHOBa Ha UpksaTta
Cs. NMaHTenejMoH Bo €. Hepesaw Bp3 Koja ce NocTaBeHu Tpu rpynu
Ha CKynnTypu (MaTtepujanoT e 060eH KapTOH) 04 UMKNYCOT Ha
Aneta CeeTtvwesa Vbasuyara n ssepor - Eros n Thanatos 1 Ha
ucToyHata , Eros # Thanatos 2 Ha 3anagHata w brm3Haum cMec-
TEHMU Ha jy>xHaTa u cesepHaTa cTpaHa oA ocHosaTa. Bo eaeH aen
oa upkearta CaH LloBanv HoBO e nocTaseH Tenesn3op Koj eMuTy-
Ba KpaToK BMAEO NpuKas Ha KynTypHoTo 6oratcTeo Ha Makeno-
Huja 3a "...noaobpo paszbuparse Ha Hej3uHUTe Aena v 3emjaTa o4
Kaae WTo noTekHyea".
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Aneta Csetvesa, On umknycor Yéasmyara n seepor : Epoc n Thanatos |, 1996;

Epoc u Thanatos I, 1997; Enmnanaun, 1997 (60em kapToM), narneam oa nocraskara ao Chieza di San Giovanni Novo, 47. 6uenane Beneuuja, 1997
Aneta Svetieva, From the cycle Beauty and the Beast. Eros and Thanatos I, 1996; Eros and Thanatos /I, 1997, Twins, 1997 (colored papier mache),
installation views, Chieza di San Giovanni Novo, 47 Venice Biennial, 1897

Photo courtesy: SCCA, Skopje, Macedonia



Ckynntypute oA UMKNYCOT Vbasuyara n SBEPOT ce HaoraaT BO
eneH UHTepeceH Aen o4 TBOpPewTBoToO Ha CeeTvesa. Taa BO Te-
KOT Ha OCymaeceTuTe roAvHu co3aasa KOHUM3EH NNacTUYeH ua-
pas HacTaHaT Co TanoXeweTo Ha Hej3uHUTe (hopManHu UCKycTBa
U UcTpaxysaraTta Ha apxajckure hopMu 1 cuMB0IM Ha YOBEYKOTO
u3pasysarbe. TeMeNHOCTa BO ABeTe Chepy 04 Hej3UHWNOT UHTEepec
1 MOXXHOCTa TUE Aa Ce Npeknonar pe3ynrupawe co gena Kov no-
ceayBaa eAHa HanHaTta cTtaTM4Ha eKCnpecvBHOCT napanesnHo
MAEHTUYHA CO eXO0TO Ha NnepuoavTe npea ucropujata u BpeMeTo
BO KOe 6ea co3naneHu, BpeMe BO Koe eKcnpecuoHuamute 6ea 8o
nonH 3amas. Bo no4eTokoT Ha AeBeaeceTTUTE, BO Manu Tepako-
THU rpynauuu, ce nojasu HoB
MOTWB UMEHyBaH Kako Vbasu-
yara v SBepoTKoj noaouHa, Bo
1996, co HeroBO cCerMeHTu-
pare Ke buae cBeaeH Ha ono-
3uumjata Eros u Thanatos.
TpuTe M3nNoXeHu rpynu npert-
cTaByBaaT CBOEBWUAHO 3a0KpY-
XyBare Ha UMKNycOoT 3anoy-
Hat 1993. HuBHaTa Hema mea-
UTaTUMBHOCT e KoMOuHupaHa
CO, Ha MOMEHTH, XecTokarta
nWYyHa apaMa BO coBnaayBsa-
HETO Ha nocTaBeHaTa AUXoT-
omuja. Bo oBue ckynnTypm sby-
6oBTa v cMpTTa Ce UK BO ono-
3uumja unuM BO eKcTaTuyHa mMe-
fycebHa Bpcka.

Mucnam neka BO 0BOj MOMEHT
Tpeba Aa ja nosTOpUME Lena-
Ta noa3uuuja: BO NPOCTOPOT Ha
eaHa BeHeuucka Lpkea (Hema
HWKaKBUW Tparu 3a OTCTpaHy-
Bake WU BTUWYBare Ha He-
rosuTe hopmanHu unu cumbo-
NMYKK 0COBEHOCTK, 3Ha4YM TOj
e Aen oA ekcnoauuujara) e
cMmecTeHa penjecHa ocHoBa
Ha npaBocnasHa upkea oa 12.
BEK BpP3 Koja ce nocTtaBeHu
ckynntypute Ha AHeta CeeTu-
eBa oA uuknycoT Vbasuuyara mn
SBEpOT.

Mo dhopmanHuTe ocobeHocTH
oBaa ekcrnosuuumja e aMbueHT.
Taa ro apTukynupa uenuot
NpPOCTOP BO KOj Ce Haofa noce-
TUTENOT, a apTedakTuTe WTo
ce nocTaBeHn BO Hero ce BO
B3aemMHa napTvuunaumja co
ONKPYXYBareTO rpagejku ja
BKynHarta chopmanHa u cumbo-
nu4yKa CTpyKTypa Ha AenoTo.
Osaa ymeTHuuka chopma e
ocobeHa no ceojaTa HeNnoBTOP-
nueocT. Hekou apyru npocTo-
pv BO Kou 61 6une noctaeeHn uctute aena 6u cosaane HoBM 0A-
HOCK CO NOMHAKBM 3Ha4Yersa.

MojaTa npeTnoctaBka e aeka xxenbara Ha KOMecapoT Ha oBaa
u3nox6a 6una aga ce Harnacv BTeMeneHocTa Ha A4enoto Ha Cee-
TveBa BO "...yMeTHOCTa v uctopujata Ha osa Tno". 3a Taa uen e
n3bpaHa chopmara aMGMEHT Koja € aBTOHOMHA JIMKOBHA AucUMnnu-
Ha MHOTy NpUcyTHa BO akTyenHaTta npakTtuka. Hea Bo 0Boj cny4aj
ja coumHyBaar, ywTe eaHaw Ke NOBTOpPaM - EHTePUepoT Ha LpK-
garta CaH Llosanu HoBo, ocHoBaTta Ha upksara Cg. lNaHTenejMoH

Aneta Ceetwesa, Oa uuknycot Ydasnuara # seepor . Epoc n Thanatos |, 1996;

Epoc u Thanatos I, 1997 Enmnswaun, 1997 (6oen KapTon), uarneaw oa nocraskara so Chieza di San
Giovanni Novo, 47. 6uexane Bexeuwja, 1997
Aneta Svetieva, From the cycle Beauty and the Beast. Eros and Thanatos |, 1996, Eros and Thanatos
I, 1997; Twins, 1997 (colored papier mache), installation views, Chieza di San Giovanni Novo, 47
Venice Biennial, 1997

Photo courtesy: SCCA, Skopje, Macedonia

n ckynnTypute Ha AHeTa CeeTvneBa, 0AHOCHO HUBHUTE MefyoaHOCH
1 B3aeMHUTE AejcTeuja.

Koj e aBTOpoT Ha oBa aeno?

Nanu e Toa AHeta CeeTneBa Koja € UMeHyBaHa BO HAcnoBOT Ha
naBuNjoHOT (HO HapaTUBHOCTA Ha aMOMEHTOT He e CBOJCTBEH Ha
HEej3MHWOT n3paas); aanu e Toa [lparaH BoWHaKOBCKM (HO TOj @ Kome-
cap Ha uanoxb6ara 1 no noruka Ha paboTuTe He U HejauH aBTop)
unu Tve Asajuarta ce Moxxebu aBTOpM Ha OBOj aMOMEHT HacnoBeH
"MakenoHuja npea Lloto - MakeaoHuja aeHec" (Ho Toa Tpebano
Aa ce 3abenexu BO rNaBHWOT HACMOB Ha Npe3eHTauujaTa, 3a xan
CO NOBTOPHM KOMNMMKaUMK BO OAHOC Ha (hyHKUMjaTa Komecap).
Mudopmaumjata oa kartano-
roT AeKa ce U3oXeHu cnome-
HaTuTe Aena, a He Aeka cTa-
HyBa 360p 3a aMbMeHT 1 no-
AAaTOKOT 04 uHnpecymor ("au-
tore del progetto") ynatysaar
Ha MOXEH 3aK/y4oK Aeka BO
nasunjoHoT Ha P. MakeaoHu-
ja ce uamelaHu Hekou Komne-
TeHuun. yHKuMjaTa Ha Kome-
cap Ha Hekoja uanoxoba Boo-
6uyaeHo ce u3BpLlyBa npeky
u3bopoT, HerosaTa enabopa-
uuja u KoHuenuwjaTa Ha noc-
Taskarta. Hekou rpaHuum Bo
0BOj Aen oa uanoxbarta ce
npeYyekopexun (npetnocrasy-
Bam 6e3 3na Hamepa) u jac He
6w cakan Ao Kpaj ga ru pac-
YneHysaMm u cocTaByBam pe-
3ynTaTtuTe 04 BaKBMOT METOA.
MaBunjoHoT Hema npobnemu
caMO Ha HMBO Ha aBTOPCTBO.
HeroBuoT Hajronem npobnem
€ WTO He MOXe Aa ce Hajae
6nucka Bpcka Ha AenoTo Ha
CeeTueBa co yMeTHOCTa 04
12. Bek. Taa ynotpebysa ae-
NOBU 04 apxajckute KynTypwu
Kako efieMeHT KOj € nogaTeH
3a HEej3NHOTO TBOPELTBO.
KakBea e Bpckarta nomery no-
cerareTo No U3pasHUTe Mo-
Aenu o4 nepvoaoT npea uc-
TOopuWjaTa u cpeaHoBeKoBHaTa
YMETHOCT BO CKYNNTYpUTE Ha
Ceetuesa. OBa e Te3a 4uja
HeaaekBaTHOCT BO aMbueH-
TOT BHECyBa HecoBnaanve
LYM KOj He A03BONYBA HUKaK-
BM NOrMYKKN 3a0KpYXyBarba.
Taa cama no cebe e unycrpa-
TUBHA-UCTPYMEHTanuanpaHa
npocTopHa apanrtauuvja Ha
naeja Koja ce Haofa BOH npo-
CTOPOT Ha NMKOBHaTa MMucna.
AMOMEHTOT uMa TeHaeHUuja Aa buae pacnpukaxxaHo HapaTuBeH,
HO HYAW UNW HeapTUKyMpaHa Mucna unu HenpujaTHu acouujaumm.
Eros n Thanatos Ha OCHOBUTE Ha LUpPKBa BO CTPACeH CeKCyaneH YuH.,
Kora Hamepara 6u 6una nposokauuja 61 MoXxeno BO CeTo Toa Aa
ce Hajae Hekoja noruka. Ho jac He cym ybeaeH BO T0a, a €BEeHTY-
anHWTe TONKyBarba Ha 3HaYerbaTa NoBpP3aHu CO CTPAHUTE Ha CBe-
TOT HEeMa BO HUWITO Aa ja nonpasaT HenpujaTHaTa cocTojba.

Moxesme 1 noaobpo.
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Lazo Plavevski

PARTICIPATION
OF MACEDONIA
AT THE 47TH VENICE BIENNALE

jons make possible inconsistencies in some of
them to be quickly noticed.

Therefore, the Venice Biennale, in the scope of
national pavilions, presents a professional and
organizational standard below which it is undesir-
able to be, because comparisons are very close,
and competition is big. This year's Biennale al-
most did not have an uninteresting pavilion. Re-
gardless of our personal affinities or competen-
cies toward a particular author or appearance,
most pavilions consistently apply this working
model: a commissioner, his comprehension of the
relevant current topics in his own state, the pos-
sible adapting to the theme of the Biennale, the
choice of an author or a tendency and the com-
plete elaboration and realization of the conceived.

These are the standard principles, but | mention

Awera Csetuesa, O umknycot Voasuuara n seepor : Epoc # Thanatos |, 1996;
Epoc u Thanatos Il, 1997; Gnusnaun, 1997 (60eH kapToM), narneau oa nocraskara so Chieza di San Giovanni Novo, 47. 6uenane Beneuwja, 1997

Aneta Svetieva, From the cycle Beauty and the Beast: Eros and Thanatos |, 1996; Eros and Thanatos Il, 1997: Twins, 1997 (colored papier mache), installation views, Chieza di San Giovanni Novo, 47
Venice Biennial, 1997 Photo courtesy: SCCA, Skopje, Macedonia

The participation, presentation and organization
of the national pavilions at the Venice Biennale
are usually approached as a concept which re-
flects the current artistic conditions in a country
and the power to present and possibly impose
them as relevant artistic act, significant and influ-
ential in defined space and time coordinates.
Some countries routinely realize this, applying
their own (high) standards of presentation, while
the parallel course and the nearness Jf the pavil-

them because | think that, in the conception of the
Pavilion of the Republic of Macedonia, some of
them have not been applied, or that their order has
been changed.

First of all, some general data and descriptions.
At the 47th Venice Biennale, The Republic of
Macedonia participates with the sculptures of
Aneta Svetieva, presented in an ambiance of the
church San Giovani Novo. The catalogue of this
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exhibition (published by the Art Gallery of Skopje
that is also the organizer of our presentation) pro-
vides texts on the creation of Svetieva by Dragan
Bosnakoski, Enzo Di Martino, Menka Karapasovs-
ka and Viktorija Vaseva Dimeska, as well as re-
productions of her sculptures made during the
1981 - 1996 period. This, almost retrospective,
review of the opus of Svetieva, most probably
intends to provide a clearer context of her new-
est realizations, but it is pity that, out of the ex-
hibited three groups of sculptures, only one is
reproduced (due to understandable reasons, im-
posed by the organizational timing). In the cata-
logue, we find data on this exhibition: commission-
er and author of the project (Commissario ed
autore del progetto / Commissioner and Pro-
ject Conception) Dragan Bosnakovski, deputy-
commissioner Enzo Di Martino, consultants
Viktorija Vaseva Dimeska and Menka Karapas-

ovska, communications Vana Urosevik and coor-
dinator Paolo De Grandis.

At the beginning of the text, | mentioned the mean-
ing of the commissioner at exhibitions of this type,
but it is not very clear to me the meaning of this:
‘autore del progetto’, that is, how it relates to the
function of the commissioner. This inconsistency
cannot be found in the general catalogue of the



Biennale (there, Mr. Bosnakovski has been not-
ed as it should be - as a commissioner), but |
mention the noticed dissimilarity in the informa-
tion because this will play specific role in the look
and the iconography structure of our pavilion. Here
is its short description: in the premises of the
church San Giovani Novo, there is installed a dis-
tinctive relief base of the church St. Pantelejmon
of the village of Nerezi, upon which three groups
of sculptures are installed (the material is a paint-
ed cardboard) from the cycle of Svetieva 'The
Beauty and the Beast'- 'Eros and Thanatos 1'on
the east side, 'Eros and Thanatos 2'on the west
side, and 'Twins' placed on the south and north
sides of the base. In one part of the church of San
Giovani Novo, a TV set is placed which shows a
brief video presentation of the cultural heritage of
Macedonia because of '...better understanding of
her works and of the country she originates from.'
The sculptures from the cycle 'The Beauty and the
Beast' are found in one interesting period of the
creation of Svetieva. During the 80's, she creates
a concise plastic expression, made up by the se-
dimentation of her formal experiences and re-
searches of the archaic forms and symbols of
human expression. The foundation in the two
spheres of her interest and the possibility for their
overlapping have resulted in works that have a
tense static expressiveness, parallel identical with
the echo of the periods before history and the time
when they were created, the time when expres-
sionisms were on the go. In the beginning of the
90's, a new motif appeared in small terra-cotta
groupings, named ‘The Beauty and the Beast'that
would be reduced to the opposing Eros and
Thanatos later, in 1996, by its segmenting.

The three exhibited groups present a distinctive
finishing of the cycle started in 1993. Their mute
pensiveness is combined, at moments, with a
fierce personal drama in overcoming the defined
dichotomy. In these sculptures, love and death are
either opposed or in an ecstatic mutual relation-
ship.

| believe that we should repeat the overall posi-
tion in this moment: in the premises of a Vene-
tian church (there are no traces of previous remov-
ing or calming down its formal or symbolic fea-
tures, meaning that the very premises are also a
part of the exposition) a relief base of an Ortho-
dox church of the 12th century is placed, upon
which the sculptures of Aneta Svetieva from the
cycle ‘The Beauty and the Beast' are put.

In its formal features, this exposition is an ambi-
ance. It articulates the whole space in which the
visitor is located, and the artifacts, that are placed
inside it, are in mutual participation with the sur-
rounding, thus constructing the overall formal and
symbolic structure of the work. This artistic form
is specific in its being one in a million. Some oth-
er premises, where the same objects of art would
be installed, would create new relationships, with
different connotations.

It is my assumption that the desire of the com-
missioner of this exhibition was to underline the
establishment of the work of Svetieva in '...the art
and the history of this soil'. To that end, a form of
an ambiance has been chosen that is an autono-
mous artistic discipline, very much present in the
current practice. In this case, it is made up - let
me repeat again - of the interior of the church San
Giovani Novo, of the base of the church St. Pan-
telejmon, and of the sculptures of Aneta Svetieva,

that is, of their interrelationships and mutual ac-
tivities.

Who is the author of this work?

Is it Aneta Svetieva who has been mentioned in
the title of the pavilion (however, the narativeness
of the ambiance is not proper to her expression)?
Is it Dragan Bosnakovski (but, he is the commis-
sioner of the exhibition, and pursuant to the com-
mon sense, is not its author)? Or perhaps, the two
of them are authors of this ambiance entitled as
'Macedonia Before Giotto, Macedonia Today' (but,
this should have been written in the main title of
the presentation, unfortunately with renewed com-
plications relative to the function of the commis-
sioner)?

The catalogue information, that the aforemen-
tioned works are exhibited, and not that one
speaks of an ambiance, and the information from
the printed material (‘autore del progetto') direct
us at a possible conclusion that some competen-
cies have been mixed up in the pavilion of the
Republic of Macedonia. The function of a commis-
sioner of a certain exhibition usually is performed
through the selection, its elaboration and the con-
ception of the installment. Some boundaries in this
area of the exhibition have been overstepped (I
assume it was without malicious intent). | would
not like to analyze until the very end and to put
together the very results of one such method.

The pavilion has other problems besides in the
area of authorship. Its greatest problem is that a
close connection cannot be found of the work of
Svetieva with the 12th century art. She uses parts
of archaic cultures as an element that is added
for her own creation. What is the connection be-
tween using the expressive models of the prehis-
toric period and the Middle - Ages art in the sculp-
tures of Svetieva? This is a thesis whose inequal-
ity in the ambiance brings an insurmountable
noise which does not allow any logical roundup.
The exhibition itself is an illustrative - instrumen-
talized space adaptation of an idea which is lo-
cated outside of the space of the artistic notion.
The ambiance tends to be increasingly narrative,
but it offers either a inarticulate thought or un-
pleasant associations. Eros and Thanatos on the
bases of a church in a passionate sexual inter-
course. If the intention were to provoke, one could
find some logic in all this. However, | am not con-
vinced in that and the possible interpretations of
the meanings, associated with the sides of the
world, would not correct in any way the unpleas-
ant situation.

We could have done it better.

Translated by: Darko Putilov




Mapuka Bouysaposa

CTJYAPA AEIBMC
BO NETA IYTEHXAIM, BEHELIA, 1997

Cepejku BO MOLWHE yAOBHWUTE M €NeraHTHO AM3ajHupaHu CToNMum
B0 KadbeaHaTa Ha ranepwvjata /Jeru [yreHxajm norneaoT oA noc-
TaBeHWTe CKyNNTypu BO ABOPOT (HA MOHyMeHTanHara MuHuma-
NUCTMYKa cKynnTypa Ha PobepT Mopwc Ha npumep) NocTojaHo MU
ce HaBpaKkalle KOH BpaMeHWTe nnakaT 3akayeHu Ha eaeH o4
HejaMHUTe HaasopelwHu suaosu. MocebHa npoBokauvja 3a MeHe
npeTcTasyBaa nnakaTuTe Ha kov 6ea penpoayuspaHu aenara Ha
Crjyapa [ejsuc, kou ja cnepar uanoxbara. Ho, He camo Tue TyKy
¥ LeNMOT HakpaTKo onuliaH ambueHT NoTceTyBalle Ha LeeceTuTe,
BCYWHOCT TOj NpeTcTaByBa AMPEKTEH pediekc Ha 0BMe roAuHM.
Bo HEKONKy U3NoX6eHN NPOCTOPK Ce NOCTaBEHW HajpeneBaHTHUTe
faena Ha efieH o4 aojaeHuTe Ha moaepHata Bo CA[l. Mako XuBoT-
oT Ha [lejeuc sracHyBa TOKMy BO oBaa AeueHuja (1884-1964), He
CNy4ajHo HEeroBOTO CNNKapPCTBO (NPUKaXaHo Ha MOLWHE penpeseH-
TATUBEH-PETPOCNEKTUBEH HA4YMH) Ce HaAoBp3yBa Ha HajcBexaTta
aKTyenHa KpuTu4apcka Myucna - rnasHo OCBpHyBare Ha yMeTHoCcTa
Ha weceTuTe u ceaymaeceTute. TOKMy Taa ro soaelue v ro oape-
AW KOHLMNUPaHETO Ha HEKONKYTE Haj3HavajHu maHudecTaumm 8o
Espona (BeHeuuckoTo 6uenane, flecettara [lokymeHta so Kacen
1 [IELIEHVUCKMOT NPEeceK Ha cny4vyBatarta Bo CKynntypara 8o MuH-
cTep).

MojaBaTa Ha 0BOj aBTOp Mefy ABETE BOjHM MOXe AeNyMHO Aa ce
NPOTONKYBa Kako 3Ha4yaeH nokaneH HacTaH, nojasa Ha MHory Ta-
NeHTUpaH MNaa yMeTHWK KOj BO cBOMTE Aena WHpunTpupa Bnu-
jaHuja o4 eBponckaTa paHa MoaepHa. 3a 0BOj Nepuoa MoXxe Aa ce
KOHcTaTupa aeka [lejsuc noceaysan M3BOHpeAHa MOK Ha peuer-
uMja ¥ AeKa MOLUHE YCMEeLWHO M akyMmynvparn v npeHen osue uc-
KycTsa. Herosuot 06up Bo 1927/28 (cnukata Anapar 3a Kplwerbe
/ajua) ro 03HadyBa MOMEHTOT Ha ocroboayBar-e 04 UNy3MOHU3MOT,
oA TparuTe Ha npupozarta u nocTeneHo nNpubnuxysare Ao an-
CTPakTHOTO. HO, NpMCTanoT KOH OTCNUKYBaeTo Ha rpaackuTe
BeayT (0cobeHo Ha oHue kou Gea HacTaHaTv Nocne NPecTojoT BO
Mapua 1928-29) Kako 4a ro penatuenampaa oAHOCOT nomefy an-
CTPaKTHOTO U peanHoTo. Mpy Toa TOj BEWTO r'M KOPUCTU UCKYCT-
BaTa Ha reomMeTpuckara ancrpakuuja Bo opraHusauujara Ha apxu-
TEKTOHCKUTE 06jeKTH, Kako U HeBOOOMYAHWNOT MHTEH3NTET U pu-
Tam Ha 6ouTe. OBUE KapaKTEpUCTUKKN ce 0A6ENeXeHn Kako 3Ha-
YaeH MOMEHT BO HEroBOTO CIMKapCTBO.

[lejsuc 3a BpeMe Ha BOjHATa He ja NpeKnHyBa cBojaTa akTUBHOCT,
a nNpu KpajoT Ha YeTupueceTmTe 3ano4HyBa CO YCOXHyBare Ha
CTPYKTypaTa Ha cBouTe nnatHa. Tve AobvBaaT acoumjaTMBHM KO-
HOTaUMM 1 NOCTENEHO BO HUB AUCKPETHO BHecyBa u 36oposu (Ga-
rage, Seine, Mellow). H1BHOTO cUMBOIMHKO 3HaYeHe BO camuoT
NOYEeTOK Ha NeaeceTUTe Ke ro uMa AOMUHATHOTO MECTO Ha Cnu-
KaTa 1 Ke cTaHe penesBaHTeH CEerMeHT KOj Ke ja ocBou uenarta
noBpLUMHA Ha NNaTHOTO. [lnjaroHanHuTe NpexpLlysara Ha 36opoT
ro o6e3beav BU3yenHOTO A0XVBYBarbe Ha KOHKPeTHOTO Aeno, Co
wro [lejsuc MoXebu HecBecHo ce nobnwxu A0 nocneaHara “ae-
KopaTtuBHa" hasa Ha AHpu MaTtuc.

KoH cpeauHaTa Ha neaeceTuTe Herosa 3anoxba 6ewe aa u3spLum
[IEKOHCTPYKUMja Ha concTBeHaTa kanurpaduja, npy WTo 6UTHO
6ewe Aa ce ONCTOM HA HEKOW Hayena Ha KybuamoT. Hus Ke v
NPUMEHU M NpU OpraHu3auuvjaTta Ha nocreAHuTe ocTBapyBatba,
3ronemyBajku ro aetaroT (bykeuTe) Co Hamepa Aa ce 3a40BONM
ancTpakTHara opmyna co cuMOONUYKO 3Ha4ere BO NpocTopoT
Ha cnivkara. Tokmy oBaa hparmeHTapHOCT 6elle BO ynora Ha no-
TeHUMparbe Ha peanHocTa, a nojasara Ha non-apToT camo ja npe-
HacouM AeTepMUHUMPAHOCTa Ha HeroswWTe nocneaHu aena. Taka,
3eMajku rv Bo nNpeasua v Aen o4 napaHelHuTe ocTBapyBarba,
Crjyapa [ejsuc cnoboaHo MOXe Aa Ce CMeTa Kako NpeABecHUK
Ha non-apToT BO AMepuKa, KOjLTO HE CNy4ajHO e NOBTOPHO akTy-
anuanpaH BO KOHTEKCTOT Ha MOCTMOAEpPHUCTUYKaTa Teopuja
npakTuka Ha KpajoT Ha OBOj BeK.
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Crjyapa Nlejsnc (Stuart Davis)
Switchsky's Syntax, 1961/64
COMN. XEeHaTa Ha yMeTHuKoT,Np. artist’'s wife




Mapuka Bousaposa

"ONAMAHCKO 1 XONAHACKO CAVKAPCTBO" -
MARALO TPACH

Koja e HamepaTa Aa ce opraHuaupa eaHa mamyTcka uanoxéa so
Koja Ke ce npukaxaT Bep3uuTe Ha ABuXerbaTa BO MoAepHaTa,
AenNyMHO U Ha NocTMoApeHaTa, OAHOCHO YMETHOCTa Ha LenvoT
[BAECeTTH BEK, NpM LWTO HajoUTHOTO e Aa ce NoTeHuMpa HejauHa-
Ta AETEPMUHMPAHOCT 04 SIOKANHUOT navom? YiwTe noseke npo-
BOUMPA CTABOT M3HECEH BO eAeH oA NybnukyBaHWTe TEKCTOBM -
[AeKa UHTepHauMOoHanHUTe CTUNOBM ce NOoTNUpaaT Ha MAEHTUYHN
OCHOBM, HO BCYLWHOCT Ce Npunaroaysaat v MoaudguumpaaT Bo pas-
NUYHM HaUMOHAnNHN KOHTekcTn. Moxebu aAoHekaae uma ceow on-
paeayBatrba, HO NpW KpajoT Ha BeKOT M Ha MUNEeHUYMOT Aenysa
MOLLHe aHaxpoHo, MoXebu 1 HenpudaTIMBo, NOCe6HO Kora e NoHy-
[IeHO 071 eAieH O/ HajpassneHuTe pervorn Bo Espona. A, uctospe-
MEHO KOHTPaAMKTOPHO 3BY4M (hakTOT AeKa ce npasu obua 3a obe-
[MHYBaH-e Ha WAEHTUTETMTE Ha ABe Hauuu CO Harnacka Aeka npu
YUHOT Ha MOArOTBYBAHETO NONUTUYKUTE HE MM NpuTucHane Kyn-
TypHUTE eHTUTeTW. 3aToa u uanoxobara Tpeba aa ja uma copma-
Ta Ha Avjanosy 1 Ha B3aeMHV MPOHUKHYBatba Ha Aenara oA XonaH-
avja v oa Benruja co uen Aa ce Npukaxe Kako Teye passojoT Ha
MoaepHuTe npasuv 8o Ase Manu 3emju (a co ronemMun yMmeTHUUM).
Mpeky 0BOj Avjanor ce ocTeapysa v uaejaTa 3a 0TKpuBarbe Ha WH-
TepHaUVWoHaHUTe AUCKYPCH Ha NONEeTOo Ha yMeTHocTa BO OBUe
3eMju, nako NocTojaT OAPEAEHU PasfiuKu.

HacnoBoT e npemMHory npueneyeH u GombacTuyeH - @1aMaHCcKo
M XONaHACKO cMKapceTso, buaejky BeaHall acoumpa Ha 3nat-
HoTO aoba Ha 15, 16 u 17 Bek, na 3aToa 36yHyBaaT NnoAHacnosuTe:
1.VmerHocra Ha asaeceTnor ek v 2. Og Bar or, EHcop, MarpmT,
Morapnar 4o coBpemernTe ymeTHum. Ho KOHTaKToT co Aenata
BeKke ro penakcvpaar nocetutenot. OuurneaHo e Aeka Kome-
capwTe umane paapaboTeH KOHUENT WTO e peanuaunpaH Bo 24 cobu
1 Ha TepacuTe, na uanoxobara nneHn co KBannMTeToT Ha NPe3eHTH-
paHuTe EKCMoHaTH (HajMHOTY CNUKK, rpad)MK)l. CKYNNTYypW U Kepa-
MMKa).

KomecapuTe UCTO Taka vmane BO NpeABuA Aa ro 3anosonar v
[OMaKUHOT Ha uanoxobaTta. Taka Hej3MHMOT NOYETOK € BO 3HaKOT
Ha BPCKUTE CO UTanujaHckara peHecaHca 1 MaHWpusMoT, HO npe-
Ky pean1cTUHK1OT NopTpeToT Ha Jan saH Ckopen oA 1531 cenak
e HanpaeeHa oApeAeHa AMCTUHKUMjA 04 HEj3MHUOT peanvusam Ha
ereraHTHaTa ybasuHa. lMocne osaa co6a npeky Aenarta Ha cumGon-
vctuTte, Ha BaH lMor 1 Ha EHcop BeagHaw ce npdgpnaar Ha noye-
TouuTe Ha MoaepHarTa. [Mocne osBve ABajua HajnpucyTHU ce aena-
Ta Ha MarpuT 1 Ha MoHapujaH. TekoT Ha nanoxbara e cneaHvos:
OA eKCNPEecUOHU3MOT A0 HaapeanuamoT, nojasata Ha [le Ctujn,
Ha Kobpa, noToa ancTpakTHUTE ABWXEHba, Mon-apToT U MUHUMan-
M3MOT 10 YMETHOCTa Ha OCyMAeceTTUTe 1 AeBeaeceTTuTe (ckynn-
Typata Ha JaH ®abpe, aenoto Ha lNaHamapeHko, Ha Jan [lvbetc
UTH.). Moce6HO MHTEpeceH e Ha4YMHOT Ha NPUKaXyBarbeTo CO MOTO
[la ce NpoHajaaT pasnuyH1TE BOKauvu 1 napanenu 3emexu Bo KoH-
TEKCT Ha XonaHcKo-thnamaHckara 6nucka wunu noaanedHa Tpaau-
uvja. Cnukara Ha JaH bpojren, Ha npuMep, CnyXwu Kako cnopeaba
co ekcnpecuoHuamoT Ha KoHcTaHT Mepmeke, Knue BaH [loHreH, Ha
MNyctas [le CMeT UTH. BO CMUCNA HA YKaXyBarbe Ha HarnaceHara
TUNUYHA HapaTuBHOCT. KopenuTe Ha Bu3uuTe Ha MoHAapujaH ce
npoHajaeHu BO nejsaxuTe Ha Jakob sBaH Pojaaan. HeobuynmoT
Ha4MH Ha Oncepeaumja H1U3 BpaTuTe Ha cnukaTta Ha Mutep Caxpe-
nam (1661) e mHory 61ucka Ha oHaa Ha Jax [nbeTc oA 1996. Koja
HW3 e4HOCTABHUOT Kpyr (Npo3opeLl) Kpenpa KOHUEHTpupaHa rneT-
Ka Ha nnowTaaoT Bo AMcTepaam.




Jau fiw6erc (Jan Dibbets)
CBB, Amcrepaam, 1996
SvB, Amsterdam

Courtesy Gal. Lelong, Paris

urep Canpenam (Pieter Saenredam)
Ewrepwep Ha upxeara Cs. flopexc, Anxuap, 1661
nterior of St. Laurence, Alkmaar




[N MEMORIAM

3axapvHka Anekcocka

OPAAH TIETAEBCKM
ORDAN PETLEVSK]
11930 - 1997)

3arybarta Ha OpaaH NeTnescku, asTop YvMe TBOPELWTBO OCTaBu
nanaboka Tpara BO IMKOBHATa YMETHOCT He camMo Ha 6ankaHckuTe
NpPOCTOPU TYKY W MOLIMPOKO, He HaBpaka BO BPEMEeTO Ha neaeceT-
TUTE U WeeceTTUTE rOAMHM KOra 04 eBponckaTa Kputuka Gele
cnopeayBsaH co Bonc, Tanuec, KaHorap v Apyrv asTopu Y4uu NnMKo-
BHU CEH3MOUNUTETU BHECOA HOB U3pa3 BO NUKOBHaTa yMETHOCT
so Espona no Broparta ceBeTcka BojHa. OBue KoHcTaTauum Ha es-
porickaTa KpuTuKa noTepayBaart Aeka ce paboTu 3a aBTop 3a Koro
npawaneTo 3a "HauuoHanHa "npunagHocT e 6ecnpeamMeTHoO WTo
e cny4aj co 6pojHu ronemu aBTopu 04 CBETOT Ha NIKOBHATa yMeT-
HocT (BaH lMor, KanauHceku, Waran, Mukaco, 3ao By Ku...) kou TBO-
paT HaaBsop 04 3emjarta Ha pafarbeTo, HO BO CBOJOT SIMKOBEH CBET
ja OTKpuBaar csojaTa TaTkoBuHa.

3amuHyBar-eTo oa MakenoHuja, a co Toa v npomeHarta Ha KynTyp-
HOTO MUNje HAa CaMMOT NOYETOK O/ HErOBMTE NIUKOBHWU UCTPaXYy-
Bakba, 3a WTO OCHOBHA NPUYMHA € 3anullyBareTo Ha Akaaemuja-
Ta 3a npumeHeTa ymeTHocT Bo 3arpeb (1950) v avnnomupareTo
Ha uctarta (1954), no3UTUBHO Ke ce oapasaT BO HeroBuoT HaTa-
moleH pa3soj. CekaBarbaTta 3a Mpamopanu v MNpunen, mecta Ha
HerosoTO AETCTBO M MNagocT, no 36oposuTe Ha leTnescku, ce
Bp3aHy 3a rby60oBTa KOH necHara. "Hapoa Koj Heman no3HaTtu uc-
TOpWUYapH, CO NecHa 1 Co NpeAaHuja ro 0ApXyBan MUTOT U ceKa-
BaH-ETO 3a CBOETO NOCTOEH:E HU3 BEKOBUTE. Taa KoNeKTusHa nec-
Ha He& oapXana, Taa rv npeHecyBana CnoMeHuTe 3a BOjHUTE U
BOCTaHujarta, 3a o6mAaoT Aa ce oncTaHe Ha oBaa no4sa, WTo ce-
koraw 6una Ha yaap Ha nocunuuTe. Hu3 npeaaxujaTa v HU3 nec-
HWTe Hue nocToume. Ho, oHa WwTo ro chopmmpa TBOPELoT He e camo
MWHaTOTO, BP3 HEro Bnujaat MHOry6pojHW Brne4YaTouu Bp3aHn 3a
ceralwHocTa, 3a KOMyHuKauvjata co apyru nyfe, HOBU KynTypHU
cpeavhu..."(O.MNeTnescky).

CnoMeHuTe 3a MMHATOTO W roAuHWUTE noMmuHaTwv Bo Mapua u 3ar-
peb ce Kny4Hu BO (hOpMUPar-eTO Ha-HEeroBUOT NIMKOBEH pakonue
KOj ce HameTHyBa CO CBojaTa OpPUrMHaNHOCT BO NNacTUYHUOT U3-
pa3 Koj uma, npea ce, yHMeep3anHo, HaZHauvwoHanHo u Haaspe-
MEHCKO 3Ha4eHe.

Bo HerosoTO TBOPELITBO HE MOXaT Aa ce cneaar pas3sojHu hasu
KOW CTPOro W AOCNEAHO MM NoApXyBaaT HaaBoOpelHuTe (espon-
CKMW) AUKTaTV UK BNUjaHwja, Wro 6uno 3abenexaHo v 04 CTpaH-
cKUTe KpuTU4apu Kou ywTte 1959 r., aoaenysajku My Harpaaa 3a
cnukapcTso Ha [MpsoTo 6ueHane Ha mnaau Bo lNapws, BO Hero
OTKpWNe aBTOp CO OPUrMHANEH NIMKOBEH CeH3NBUNUTET, CO Harna-
ceHa yXxOBHa U ecTeTcka nocebHOCT(CaMoCBOjHOCT).

Bo noyeTtHuTe aena (Ao 1958 roavHa) Npeky MpTBUTE NPUPOAU,
XEHCKUTE (hUrypu, MakeOHCKUTE cena, nejsaxuTe, ce cneav Ha-
FOHCKOTO CBPTYBaHe KOH MMHATOTO, KOH UCTopuMjaTa, a Bo nornea
Ha CTUNOT cneavmMe Haparba 3a u3Haofarbe Ha CBOj ja3uK npeky
cTUNMaupaHa curypaumja 40 KyOUCTUYKM TPeTMaH Ha acouuja-
TUBHUTE Npeaenu.

36oposuTe Ha XKopx Byaaj "Oa kaae MNeTnescku ja u3snekysa Taa
cBoja MoK, Taa aap6a cBojcTBEHa Camo Ha BOnNWebHUUMTE Aa 0Xu-
ByBaaT OHa WTO e MPTBO" ro HaBecTyBa BUCTUHCKOTO Mopdhosiow-
KO M CTUNCKO jaapo Ha MeTnescku, yue "6aparbe” oa 1958 roam-

Ha ce KapakTepuaupa co npudakarse Ha eHthopMenoT HO YCnoB-
HO, 6uAaejkn hopMuTe KoM Kaj Hero ce NoBTOpyBaarT jacHo ce Ae-
thvHMpaHm 1 CTpyKTypupann. CnukapcteoTo Ha lNeTnescku u Ha
asTopuTe chopmupanm Bo MajcTopckaTa paboTuntuua Ha Kpeto
Xerepywuk, a oa 1957 roavka cobpanu Bo rpynata "Mapt" (L.
MNepuk, O.MeTtnescku, b.Bapetuk, ®.Kynmep, N.Kanuua, b.[oraH)
ro BKMy4yBa BO pacnpasa apryMeHToT 3a HaaMUHyBare Ha oHaa
cTpora rpaHudHa nogenba cnopea Koja Ha eH(hopMenoT My npu-
nafaat "oHue hopMM Ha ancTpakuuvja Kajae WTo HegocTacysa He
camo HekakBa BoJija u 0bua 3a durypauvja, TyKy 1 cekaksa 3Ha-
KOBHa U cemaHTu4ka Bonja" (fdopdcnec). Toa ce nosvuunTe Ha
paavkanHuoT eHdopmern, 3a Koj @ KapakTepucTUYHO He-MKOHU4YHO,
He-MeTadhopuHHO, HarnaceHo KOHKPETHO NPUCYCTBO Ha Aena (cnu-
Ku) cosganeHu co ynotpeba Ha HOBM, HE-CIMKapCKu (NukTypan-
HK) MaTepujany 1 BO KOW Ce 0 KOH CBECHO peayunparbe Ha T.H.
NNacTUYHU KBaNUTeTW.

MpynaTa "MapT" He HacTanuna co oApeAeHa nporpama, Ho rv npu-
thaTuna aKTyenHUTe TEXHUYKM NOCTAMNKM, BO KOHKPETHWUOB Crly4aj
nocTankuTe Ha eHopMenoT, Tawn3MoT, CIMKapCTBO CO MaTepu-
jau recToT, HO NPUTOA ro 3aApXyBa NO3UTUBHUOT OAHOC KOH nnac-
TV4YHaTa opraHusauvja Ha cnukara. Osue pasmucnysatrba Ha YneH-
oBuUTe Ha rpynarta "MapT" BO NOTNOSHOCT OAroBapaaT Ha UHTUM-
HaTa u MeauTaTusHa Npupoaa Ha eTnescku.

Esponckara metagopa Ha nocTeH(opMeHOTO CIKapcTBO He ce
orpaHvyyBa camo Ha Xunepbonn Ha OpraHcKUoT U UCTOPUCKUOT
xwmeoT. "Kaj MeTnescku ce pafaaT cé noBeKke A0NUPU CO MUHATO-
TO, CO AaneyHOTO NOCTOoeHE, coceMa 3abopaseHo NpPeKy HaTnucu
1 3anucu, naonu v enutacu. Co Toa ja Hanafa Hawara amHesuja,
3abopas..."(Fpro MamynuH).

Ho Toa WTO € CYWTUHCKO 3a HeroBMOT TBOPEYKU U3pas, WTo My
[asa yMeTHU4Ka NocebHOCT , € HeroBmoT Anabok UHTepec 3a npo-
LecoT Ha pafarbe W pacnarare Ha opraHckara v HeopraHckata
Mmarepwja, 3a ApamaTta Ha MMHNIMBOTO NOCTOEH:E Ha XXMBUOT CBET.
Toj HTepec ro npeaasa cnukajku hopmu oA opraHcko-6MonoLwKo
noTekno, npaobnuum, 6UNKKU, NNOAOCBK, ONMOAYBaHbA, UyTeHe,
MHAMUMPAHO 1 co camuTe Hacnoew (Onogysarbe, 3a4erok, Ly-
rerse, O6HoBYBar-e, PazopeHo Tknso, Mopbuaru 06/muu...) cMec-
TeHun Bo hnynAaeH NpocTop WTO BO Hac 6yAv HaapeanHu pasmuc-
nysara. CumbonuyHaTa 0cHOBa Ha CnvKara ycnoByBa HerosoTo
[eno 4ecTo Aa ce Bpaysa v 3a HaapeanuamoT.CrvkKareTo Ha Ho-
BOTO CO3/aBarbe, parare 1 Ha opraHckara AecTpykuuja co no4u-
TyBar-e Ha aBToHOMUjaTa Ha NPUPOAHUTE 06/MUK, rO NPaBu NeaaH-
THO, 6e3 6pavHa Bo paboTaTta, 6e3 NpUMeHa Ha HOBW MaTtepujany,
CO KOPUCTEHE Ha LWMPOK PErncTep Ha TeMHW TOHOBW, TOHOBW Ha
3emja 1 nenen co akUeHTW Ha 3naTHO XONTa, anoBo UpBeHa, 3e-
newxa 60oja. Taa TexHUYKa NeAaHTHOCT Bo paboTaTa ocobeHo aoara
[0 13pa3 BO U3paboTKaTa Ha UpPTexXoT U rpacukara Ha KoW KOH-
TUHYMPaHO Ce MocBeTyBa 0 CaMUOT TBOPEYKM NOYETOK.
LiprexwuTe npetcrasysaar "Apyro crnmkapctso" Ha MNeTnescku. Toj
ce nocseTyBa Ha UPTEeXOT COo ucra cuna 3a wro 36opysa u rone-
MMOT UPTaYKyM Onyc BO KOj A0 u3pa3 Aoara cnocobHocTa Ha [Met-
neBcku 3a 6p30 AeuHMpabe Ha HeHaaejHuTe Gnecouv Ha daH-
Taaujata, npeaaneHo co TEHKN Hamasau Ha TylesuTe Bo 60ja, , Kou
BO HUEAeH MOMEHT He 061BaaT AeKopaTMBHa Hacoka. KoxepeHT-
HUTE LPTEXW W CIIUKMTE XvBeaT BO OPraHCKO eAWHCTBO WTOo ce
cneau v 8o rpacuyKoTo TBOpewTBo. BepeH Ha knacu4HuTe u Ma-
HyernHW TEeXHWUKU (ApBOpEe3 W NWHopes) ocTaHyBa AOCNEAEeH BO
MMHYLMO3HATa YucToTa BO M3seabara.

JIkoBsHaTa yHuBep3anHa ecteTuka Ha lNeTnesckn Ke U3BpLum oco-
6eHo BnMjaHue Bp3 ronem 6poj MakeAOHCKU YMETHULUW KOU MHCNK-
pvpaHu 04 MakeAOHCKWMOT npejen co3aasaat Aena paboTequn Bo
nyxoT Ha eHchopmenoT (A. Jankynoscku, P. Kanyescky, A. Pucte-
CKM).
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Opaan Nernesckw/Ordan Petlevski

Mpaobnwuum, 1961, macno Ha nnartHo, 135x95

Primary Forms, 1961, oil on canvas, 135x95
concraerocT: Mysej Ha cospemenara ymetHoct, Ckonje



NPETCTABYBAHE HA MAKEAQHCKW YMETHUUN
PRESENTATION OF MACEDONIAN ARTISTS

Yarupu enemenrn - Boga / Four Elements - Water, dotorpacbuja-konax, photo-collage,1996/97

He6ojwa Bunuk MpoekToT @oro0-ecej 4 enemeHTv noceaysa BO CBOjaTa OCHOBHA
AVCNOo3uuMja eaHa CTPYKTYpa Koja ONcTojyBa Ha PaMHULITETO Ha |
JAMEHW 3ameHyBarba 1 3aMeHu. Moafajku oa YeTupuTe enemeHTa: Boaa, ‘

3emja, BO3AYX ¥ OraH, TOYKUTE Ha OBWE 3aMeHu cneaar Tpu asu:
(EnuaabeTa ABpamMoOBCKa: NPOEKT YeTupu enemeHTH)

pBo sameHyBarse - meTaghpasa. Bo oa 3ameHysarbe Aoafa Ao
©AHOCTaBHO W OMUCHO, OAHOCHO HeNocpeaHo NoBp3ayBarke Ha Aa-
[eHUOT eMTeMEHT CO HeroBOTO BU3yenHo npeTcTasysatse. MNpy Toa
3ameHara ce oaHecyBa Ha #360pOT Ha MOTUBMTE KOV ro COApXaT,
BO 6MNO KoOja CMUCNA, /TOMMOT Ha NPETCTaByBAHUOT eNeMeHT.
EneMeHTOT Boga e oapeaeH co M3bop Ha CrneaHnTe MoTveu: 6aH-
KHOTa, ynu4yHa waxTta v seayTa oa BeHeuuja (co 6poa B0 npeaHu-
OT NNaH); eNeMeHTOT 3emja e OAPeAeH o U360POT Ha: nejsax,
APYMCKM rpaHU4eH NPEMUH U MakeTa Ha Aen Of rpaj; eNemMeHToT
BO34yX € OApeAeH co: aBTobyceH nNpo3opel, Aen OA cTakneHa
thacana Ha 06jeKT BO Koja ce oapasysa Haobna4eHo Hebo W Ha- ‘
jnoHcKa Keca; eneMeHTOT oraH e OAPEAEH CO: OTMYLLIOUM, 3HaK 3a ‘
npeaynpenysarbe 3a CMpTHA ONAcHOCT OA BUCOK HamNOH W CBEKK
oA upksa. HeasocMuceHo, aBTopkaTa ynarysa Ha eaeH crnobo-
[eH u3bop Ha MOTVBU KOU OBME 3aMeHNWBYM NPeTCTaBu Ha Noum-
UTE rv NpaBu Heo4eKyBaHo, Ha MOMEHTW 1 HeMIOrMYHO NOBP3/MBY
CO NOUMOT.

Co Toa Aoafa A0 3aMeHyBar-a Ha PaMHULITETO Ha NOUMHOTO a Ha
cMeTKa Ha MOTUBCKOTO, W Npu Toa meTadpasara ce AeduHupa
KaKo 3aMeHa Ha OMUCHOTO.

Bropo sameHysarse - MeTagopa. 3ameHyBarbarta Kow cneaar Bo
CBOETO OCHOBHO HACTOjyBathe Ce OHUE KOW Ce HOCeYKM BO LenuoT
oB0j npoekT. Tyka ce cocpejoTouyBaaT 3aMeHUTe Ha SHaYersara
KOW NPETXOAHUTE NOjaBHOCTM HA MOMMHOTO M1 NocTasysaat Ha
KOHUENTHO pamHuwTe. ENeMeHTOT Boga e 3aMmeHeT co MeTado-
paTa BOZIeH neyar - rapaHuuja, BOAOBOAHA WHCTanauvja - uHdpa-
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CTPYKTYpa M KaHasn co BoAa - KOMyHUKauuja; eneMeHToT 3emja e
3ameHeT co metadopaTa opaHuua - U3nyKW acnekT, Apxasa -
NONUTUYKMN aCNEKT U NPOEKT - UACONOWKKN acnekT; eNleMeHToT
BO34yX e 3aMeHeT co MeTachopaTa TpaHCnapeHTHOCT, Henpernea-
HocT u 3achaTeHocT/3achaTHMHA (CUTE TPU Ce oaHecyBaaT Ha acne-
KTOT Ha MOBUNHOCTA), A0AEKa eNEeMEHTOT OraH e 3aMeHeT Co me-
TagopaTta NopoK, CMPT M u3basyBarbe (kaTapauyeH acnekr). 3a-
MeHaTa Ha 0Ba pamHULLTE ynaTyBa Ha KOHCTPYKTUBHWUOT NpUHLIKN
Ha NPOEKTOT NPeKy KOj ce nocTasyBaaT CTaBOBMTE HA aBTopkaTa
3a KOHUenTHaTa TpaHcno3vunja Ha YeTUpUTe ENeMeHTH BO Hapa-
TUBHWU UCKA3W 04 Pa3nUYHO NOTEKIO KOWUWTO camo ro gonvpaar
ONLWTOTO NOMMHO, HE HaBnerysajku Bo NocebHOTO 3HAYEHCKO.

Co Toa foafa A0 3aMmeHyBara Ha PaMHULLTETO Ha MOMMHOTO a Ha
CMeTKa Ha 3Ha4YeHCKOoTOo, U Npu Toa meTacopaTa ce aedvHupa
Kako 3aMeHa Ha MOTUBCKOTO.
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—i Yermpu enemenrv - Oran
T / Four Elements - Fire,
2 | oTorpacduja-konax,
i photo -collage,1996/97

o A BONCHE

Tpero 3ameHysarbe - Meracrasa. MetactaanyHOTO 3aMeHyBarbe
ce oaHecyBa Ha MefycebHOTO BHaTpPELWHO 3aMeHyBatbe Ha Mo-
TUBCKUTE U 3HAYEHCKUTE NOjaBHOCTM Ha YeTUpUTE enemeHTu. Tyka
foafa 4o opraHuanpaHo npenneTysarbe Ha metadpasuTe u meta-
chopuTe nNpw WTO CUTE KOHCTPYKTUBHM NPUHUMNN KOM ja rpaaar
CTPyKTYypaTa Ha @oTo-ecejoT 4 enemeHTa Ha asTopkara goaraar
BO NO3WUMja HA CAMONOHULWITYBaHe CMeTajKu Ha HoBoco3aaaeHa-
Ta KOHCTpyKuUuja. Taka, eneMeHToT Bog4aMeTacTasvpa Bo AUCKYPC
3a perynupameTo, eNeMeHToT 3emja metacTtasvpa Bo AMCKYpC 3a
BNafeeHeTo, eNeMEeHTOT Bo34yx MeTacta3npa Bo AMCKYpPC 3a yn-
paByBarbeTO U eNeMEeHTOT orax MeTacTasupa Bo AUCKYPC 3a ype-
AysareTo. Co Toa 3aMeHyBaarta rv Hanywraart NpBUYHATE J10-
Kauuu (HapaTMBHWTE UCKa3u) K ce pacnpocTvpaar Ha Apyru noa-
padyja ¥ NoMMM (CeMaHTUYKKM MCKasu) KOMLITO ro HanywTraarT on-
LWTOTO NOMMHO W HasnerysaaT BO Noce6HOTO 3HA4YeHCKOo. Taksu-
Te 3achakarba ro gecbuHmpaaTt v My AaBaaT CMMCNa Ha NPUHUMIOT
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HeTrpn enemeHTH -
Bosayx / Four
Eiements - Air,
thororpadmja-konax,
photo- collage,1996/97

Ha 3aMeHyBarbeTo, n3bpaH BO OBOj NPOEKT Kako nocTanka 3a KoH-
uenTHO obnukysamse.

Co Toa aoafa Ao 3aMeHyBar-a Ha PaMHULLTETO Ha NOUMHOTO a Ha
cMeTKa Ha MOTMBCKOTO U 3HAYEHCKOTO, U NpM Toa MeTacrasara
ce AethuHMpa Kako 3aMeHa Ha NOMMHOTO.

McTpaxyBsareTo KoewTo ABpaMoBCKa ro npasu npexky 0Boj npo-
eKT CeKako Aeka pedepupa Ha aHTUYHUTE UCKYCTBA M CO3HaHUja
3a ypeayBarbeTo Ha cBeToT. MefyToa, YeTupuTe enemMeHTH Kou ce
NOjA0BHU, HU3 NPOLIECOT Ha NOBEKeKpPaTHUTe 3ameHyBalba, BO
cBojaTa KOHEYHOCT CTaHyBaaT AEKOHCTPYUPaHW UenuHu; Tve ja
nobuBaart Kako pesynTaT Ha AeKOHCTPyupaHuTe npouecu BO KOU
ce jaByBaar U Tve camuTe; TUe ce pasnukyBsaat 04 O4eKyBaHOTO

'stnvlé

-
NIraOzZSKE

6Maejkv npouecuTe Ha 3aMeHK ce cekaae HaoKosy U TOKMY Tak-
BUTE NpoLiecK Ha 3aMeHa ja aechuHmupaaTt cerawHocta. IMajku ro
osa npeaswi, ABpaMOBCKa ' NocTasysa e/1eMeHTMTe BO Hu3a Ha
nepMaHeHTHU 3aMeHyBarba U W3MEHW Hecakajkv npu Toa aa ce
onpeaenu 3a KoHedHa onuwja. MocTankara ynotpebeHa 3a 06nu-
KyBar-€TO Ha 0BOj KOHUENT, MaHuecTMpaHa npeky Aenetero,
MOHTMPaHbeTO, KONaxvpareTo Unu nak pasbusareTto Ha noj-
nosHUTE hoTorpadckv NpeAnoLwWwKy - OCHOBHM €1eMeHTU Ha Tpun-
TUXanHara CTpyKTypa, 3aeAH0 CO anTepHUpaHoTo peaetse Ha cer-
MEHTUTE UCTOTakKa ja AoBeayBaaT CeBKynHaTa BU3yenHa CTpyk-
Typa Ha AenoTo BO pamkuTe Ha hparMeHTapHoTO. 3a Takso BuAay-
Barbe 3a yCTpojcTBaTa v ypeaysararta Ha AeHelHuuara rosopat
1 yeTupuTe TpunTuxa Ha Cnusabera AspamoBscka.
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Nebojsa Vilic

SUBSTITUTES

(Elizabeta Avramovska: project Four Elements)

edly, the artist refers to a free choice of motifs that
make these substitutive presentations of the no-
tions unexpectedly, sometimes even illogically re-
lated to the concept.

At this step occurs the substitution on the level of
the notional, to the disadvantage of the motif,
while the mataphrase is defined as the substitute
for tha Zescriptive.

Second substitution - metaphor. The substitutes
that follow are the ones that, by their fundamen-
tal intentions, appear to be the carriers of this
project. This is the focus point of the substitutions
of meanings that set the previous occurrences of
the notional at the level of conceptual. The ele-
ment water is substituted by the metaphor water-
mark - warranty, water pipes - infrastructure and
water channel - communication; the element earth
is substituted by the metaphor plowed field - phys-
ical aspect, state - political aspect and project -
ideological aspect; the element air is substituted
by the metaphor transparency, immensity and
occupancy/volume (all the three of them refer to
the aspect of the mobility), while the element fire

Yerupin enemertu - 3emja/ Four Elements - Earth, chotorpachmja-konax, photo -collage1996/97

The project Photo-Essay 4 Elements holds, as an
elementary disposition, a structure that occupies
the level of exchanges and substitutes. Starting
from the four elements: water, earth, air and fire,
the steps of these substitutions are carried out
through three phases:

First substitution - metaphrase. This substitution
comprises a simple and descriptive, i. e. immedi-
ate association of the determined element to its
visual presentation. In that process the substitu-
tion refers to the choice of the motifs that include,
in every sense, the notion of the presented ele-
ment. The element water is defined through the
choice of the following motifs: bank note, street
manhole and a scenery of Venice (with a boat in
the front range); the element earth is defined thro-
ugh the choice of: a landscape, a highway board-
er crossing and a model of part of a town; the ele-
ment airis defined through: ticket, a part of a glass
fagade of an object reflecting a cloudy sky and a
nylon bag; the element fire is defined through: cig-
arette butts, a warning sign of deadly danger of
high voltage and candles in a church. Undoubt-

is substituted by the metaphor vice, death and sal-
vation (catharsic aspect). The substitution on this
level leads to the constructive principle of the
project through which the artist sets her attitudes
towards the conceptual transposition of the four
elements with narrative expressions of various
origin that only touch the generally notional, not
enriching the particular meaningful.

At this step occurs the substitution of on the level
of the notional, to the disadvantage of the mean-
ingful, while the metaphor is defined as the sub-
stitute for the motif.

Third substitution - metastasis. The metastatic
substitution refers to the mutual inner substitution
of the motif and the meaningful occurrences of the
four elements. This is the point where the organ-
ized intertwining of the metaphrases and the
metaphors occur, while all the constructive prin-
ciples that hold the structure of the Photo Essay
4 Elements reach the position of self-annulment,
counting on the newly created construction. Thus,
the element water metastases into a discourse of
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the regulating, the element earth metastates into
the discourse of the ruling, the element air met-
astates into the discourse of governing and the
element fire metastates into the discourse of es-
tablishment. That is how the substitutions leave
the original locations (the narrative expressions)
and spread into other fields and notions (seman-
tic expressions) that abandon the generally no-
tional and enter the particularly meaningful. Such
approaches define and give sense to the princi-
ple of substitution, chosen in this project as a pro-
cedure for conceptual forming.

At this step occurs the substitution on the level of
the notional at the disadvantage of the motif and
the meaning, while the metastasis is defined as
the substitute for the notional.

The research that Avramovska makes in this pro-
ject refers to the antique experiences and knowl-
edge of the establishing of the world. However,
the four elements that appear to be introductory,
through the process of varied substitutions final-
ly become deconstructed entities; they acquire it
as a result of the deconstructed processes where

B

Y

they also appear; they differ from the expected be-
cause the processes of substitution are all around
and such processes of substitution define the
presence. Taking this into consideration Avramov-
ska sets the elements into a line of permanent
substitutions and changes, not willing to deter-
mine a final option. The procedure applied in
shaping of this concept, manifested through di-
viding, editing, combining or destructing the pri-
mary photographic presumptions - the basic ele-
ments of the triptych structure, together with the
altered ordering of the segments, are also posi-
tioning the entire visual structure of this work of
art into the frames of the fragmented. These are
the experiences of the establishments and the
orderings of the presence that speak from the four
triptychs of Elizabeta Avramovska.

Translated by:
Maja Hadjimitrova - Ivanova
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JOBAH WYMKOBCKM
JOVAN SUMKOVSKI

Oppenysarbata Ha Hayenara Ha NOCNeAHWOT NPOEKT Ha JoBaH
LLlymkoBCku HacnoseH Hag nospumHara rnasHoO ce COAPXKaHU BO
KPaTKWOT TeKCT Ha cammnoT aBTop objaBeH BO KaTanoroT BO 4Yue
Av3ajHuparbe yyectsysalle u Toj. OcHOBHaTa uaeja BCyWHOCT BO
cebe ja "kpue" napanenHocTa co HaABOPELHUOT cBeT "exoTo" Koe
Tpeba na npeTcTasysa orneaano Ha Tue nojasu, oaHocHo "Crak-
necrara noBplUMHa OrneayBsa NpeaMeTy U CriydyBarba 04 OKONU-
HaTa" (LUymkoBcku). OBOj naT ce peww 3a peanusauuja Ha egHa
MOHYMEHTarnHa v nocnoxeHa "nHcrtanaumja" koja sacatu egHa
uena noasemHa usnoxbeHa npoctopuja Ha My3sejoT kojawTo bewe
LIeNoCHO 3aTemHeTa, a NoAoT Helwe NpekpueH Co LUPH HajnoH u
nokpueH co Boaa (2 cm). Bo Hea 6ea "noctaBenn" ocymHaeceT
nno4v o4 nonuecTepcka cMona co avjamerap oa 38 cMm. Toa ce
OKpYrnv NOBPLMHM WTO ja oapasysaar "peanHocrta”, Ho Uctoepe-
MEHO Ce A0XKWBYBaaT Kako NPOCTOPHY EAVNHKU, Kako eN1eMeHTH Kou
ja rpapat "komnosvumjata" Ha amMbMeHToT. HUBHMOT MeMoapcku
3anuc Tpeba aa ce akTMBMpa CO NOMOLW Ha Haco4YeHara CBeTNu-
Ha, NOTOYHO NPEKY HEej3MHOTO NpekpLyBare. OBMEe HOBMHM BO He-
rosarta paboTa rv HasecTysa Ha uanoxbarta Image box, 1994/95
Kora TenesmuanckuTe ekpaHu 6ea "npekpueHn” co NPOSUpHK Hac-
NMKaHW NNoYm, AoLeka naejara 3a "exo" NoTNonHo e peanvanpa-
Ha Ha KBaapaTHWUTE NNo4Yv Ha uanoxobara 9 7/2 - Hosa makeqoH-
cka ymerHoct, 1995.

Cera eraucTeHumjanHuoT MOMEHT He e 3a0BONeH npeky eHdop-
MEsIHUTE CNMKapCKM PeLleHuja Ha CTPYKTypaTa Ha NoBpluMHaTa Ha
HEeroBuTe CnNuku-o6jeKTn oA ocymaeceTTUTe, TyKy Npeky masHa
NoBpLUMHA KojawTo pednexkTupa, oapasysa oapeaeHu cocTojou.
BopaTa nomara Bo pethnekcuuTe, a HejamHaTta MupHa noBpLunHa
Ha MecTa e BO3HEeMMUpEeHa O KankuTe Kou co3aasaart o4 Bpeme
Ha BpeMe KOHUEHTPUYHU KPyrosu.

[lenoTo-ambueHT MOXe Aa ce rnesaa 04 HeKONKY MecTa, Ho 3a Aa
ce Briese v Aa ce 6uae BO HEroBOTO OMNKPYXXyBate, HO M 3a Aa ce
AOXWBEE HapaTUBHOCTA Ha NNoYMTe, 6ele HanpaseHa ckena Koja
A03B0NyBa NPUOA KOH noronemvoT 6poj oa HMB. [ucTaHuara ce-
nak He 6elwe 4OBONHA Aa ce corneaaar cuTe AeTanu, a Toa bele
¥ Hamepa Ha aBTOPOT - WTO NOrofiemMa KOHUEeHTapuwja npu paarne-
pysareTo. MakcumanHaTa TeMHuHa 6elue notpebHa He camo 04
acneKT Aa ce 3a40BONM ECTETCKOTO, TYKY Aa Ce NpeAn3BuKa Han-
HaTOCT M MACTUYHOCT HA HOBOCO34aAEHVNOT aMOUEeHT.

MpeAMETOT Ha HeroBuTe UCTpaxKyBarba Ce HaceTysa - Toa e pe-
anHuoT HaABOpELLeH CBET NpeKy NpUMeHa Ha oapeaeHa lwema Ha
BM3YENHOTO npeno3Hasarke. Ho 3aroa enemeHTUTe WTO ja op-
MMpaaT uenvHaTa Bo OCHOBa ja umaar ymeTHocTa u npoctopoT. Co
noYMTYBaHETO Ha oBMe NpuHUMnu LLiymKoBCcku BO AeseaeceTuTe
ja noTBpAysa oHaa CMoXeHOCT M NPenneTeHoCT Ha OAHOCUTE Ha
MOAEPHU3MOT W NOCTMOAEPHU3MOT, KOj BO NOCNEeAHO Bpeme ro
npoussene TepmuHoT “Hoea moaepHa".

Mocne Hekony meceuu Bo "anepuwjata VDA so BepnvH Toj Ha 3aea-
HU4Kara nanoxba /lapanenm - ymeTHocT 04 MakeqoHuja nosTop-
HO ro uHcTanupa osa aeno. Maejara octaHysa ucta, HO NPOCTO-
POT € pas3nuyeH, TexulTara ce NOUHaKeu, NOCTOM HOBO ONKpY-
XKyBarbe U HOB HAYMH Ha HEroBO A0XMBYBarbe. SUA0BUTE Ha OrPOM-
HaTa npocTopujata Bo MI'C 6ea HamepHO 3aTEMHETM CO TeXULTe
Ha BoAAaTa U HEj3VHOTO AenyBarbe BP3 PEUEenueHToT, AoAeKa BO
BTOPMOT CNy4aj ¥ NPOCTOPOT M BoAeHaTa NoBpLUMHA Ce CO noMa-
NV AMMeH3un (HajBepojaTHO Co Hamepa Aa ce Hamanu BnvjaHmeTo
Ha HejauHaTa enemeHTapHocT). HuUBoTO Ha Boaara e okony 4-5 cM
1 BO Hea ce NnoTonexHu eanHaeceT nnoyu. Benute snaosu Ha npa-
BOarosHaTa npocTopwja, Koja uMa camo efeH NpuoAa A0 AenoTo
0BO3MOXYBaaT eaHa dacuvHaTHa urpa co oapasvte (pednekcu-
ja n nHdbnekewja), koja NnoAoNro Bpeme ro oOKynupa asTopoT, Npu
LWITO cera ce NoCcTUrHa v ce A06m HOB MOMEHT: 0Aapa3 Ha oapas. Oa
HaBeeHWUTe KapaKTepUCTUKK CTaHyBa jacHa AucTukumjaTa nomery
oBMWE ABa NPOEKTa - NPBUOT € NoBEeKe aMOUEeHT, a BTOPUOT UHCTa-
nauwmja.

Mapuka Bo4saposa




Joeax LWymkoscky / Jovan Sumkovski
Haa nospwwrara 1, 1997 / Above the Surface 1, Mysej na rpaa Cxonje



BAATOJA MAHEBCKM
BAATOJA MAHEBCKW

"TEPUTOPUIA™
My3ej 1a rpa Ckonie, mapr, 1997

Mocne cepvjaTta Ha upHu cnuku Bnaroja MaHeBscku co eaAeH MOHY-
MeHTaneH sadar ro noauria “/laHreoHor”(1994). Toa e Herosa
npea mHcTanauuja . Bo 1995. Ha cBojaTa camocTojHa uanoxoba o
YmeTHuykara ranepuja so Ckonje nokpaj objektu n chotorpacgmm
TOj ja U3NOXu u uHcTanauvjata “/lonanoar” on 1994. TpetaTta
uHcTanauvja “Tooraka'patupa op 1995. ( "9 1/2: Hosa MakeOH-
cka ymeTHocT", MysejoT Ha coBpemeHaTta ymeTHocT, Ckonje, 1995/
96.) "Teputopuja” e HerosaTa YeTBpTa MHCTanauuja.

"Tepuropujara “Ha bnaroja MaHeBCKK e NpOCTOp U3rpaaeH Bo Apyr
npocTop; Toa e rpaaba WTo ja noHuwTyBa yHKuKrjaTa Ha noc-
ToeuykaTa rpaaba; Toa e TepuTopuja Koja WTo "HacunHo" Hasne-
rysa BO Apyra TepuTopwja, 0A3eMajKu i ja cTabunHOCTa M HenpuKo-
CHOBEHOCTA Ha HEej3MHUTE YWUCTU U jacHW, aBTOPUTATUBHMU rpaHu-
uw. 3anarpanbara Ha “Tepuropumjata’ce ynoTpebeHu noseke ToHN
orpeseH matepujan (56 Ky6Hn meTpu ApBo u okony 11 ToHu jar-
NEeH) U e BNoXXeHa orpoMHa eHepruja. EaHa saksa rpaaba no cute
CBOM KapakTepucTukm ( no TexuHaTa u ctabunHocTa Ha uarpase-
HOTO, MacUBHOCTA W LIBPCTUHATA Ha KOHCTPyKUMjaTa, MOHyMeHTan-
HOTO flouMparse BO NPOCTOPOT) BO cebe ja coapXu npeTeHaujaTta
3a TpajHocT. Ho, oBAe ywTe BO caMarta KoHuenuvja osaa npeTeH-
3uja e ykuHara: Teputopujata e uarpaaeHa 3a Aa Tpae oapeaeH
nepuoa (15 aena) v notoa aAa 6uae "paspyweHa”, pasrpaaeHa,
otcTpaHeTa. OBOj YMH Ha rpajere 1 pyllere BO cBojata umaru-
HaTUBHA AMMEH3M]a He € HULWITO APYro TYKY YuH Ha oTnop.

LLTo ce opHecyBa Ao camaTa hopmariHa CTpyKTypa Ha AenoTo ce
3abenexyBsa eHO CM/THO Harnacysarbe Ha KoHTpacTuTe: "Nnpupoa-
HaTa cocTojba Ha jarneHoT U APBOTO HacnpoTU CTporocTa u pa-
LUMOHanHoCcTa BO HUBHOTO peaerse”(/lazo Mnasescku); npaseH
NPOCTOP HACMPOTH NAaAHUOT FrEOMETPUCKN HI3 Ha TEeNEeBUSUCKUTE
€KpaHu; MacMBHOCTA W UBPCTUHATA Ha ABaTa "suaa-noctameHTn"
04 jarneH HacnpoTW TpaHCnapeHTHOCTa Ha Tenesuanckara cnmka
Ha Koja BO Hu3a (Ha 5 ekpaHu oA egHaTa U 5 ekpaHu o4 cnpoTus-
HaTa cTpaHa) ce nosTopysaaT 360poBM UCMULLAHM HA MaKeAOHCKM,
aHINUCKU M repMaHcku: "nnameH v Yaa, WTo Kaca, ro ocsetnysa
HaweTo KaTye; ucra coba, UCT Yac U ucTa MyapocT: a u jac ucT".

Ho HarnaceHa e v ancypaHocTa Ha UCHEKYyBaHeTO: BO TEPUTOpPU-
jaTa ce Bneryea v u3nerysa, Ho Toa He e eAHO3Ha4YHO Brierysame
1 uanerysarbe. Ce Bneryea 3a Aa ce usnese v Toa Bo eaeH 6esu-
3eH, knaycTogobuyeH npocTop, npoctop “octaTtok”. 3a aa ce us-
nese oTTamy Mopa NoBTOPHO Aa ce Bnea3e Bo "Teputopujara”, aa
ce NoMWHE NMOKPaj TeNeBU3NCKUTE eKPaHu 1 HUBHUTE 360pOBU U
Aa ce uanese...

W konky aa ce uarneaa aeka Bo “Tepuropujara”Ha bnaroja Ma-
HEeBCKW, Nopaav npucyTHaTa "nutepapHa" rycTvHa e HanpaseHo
nomecTyBarbe 04 apxXuTeKTypaTa Ha KOHUM3HUTE N UHTeHUMOHan-
HWTE KOHOTAUMM Ha ja3MKOT NPUCYTHU BO HEroBUTE NPETXOAHU
faena, cenak BO Hero v noHaramy (yHKUMOHMPA KOH3UHCTEHTHa-
Ta cuna Ha urpata Ha pasnuvKuTe Ho, cera noawrHara Ha eaHo
NOWHAKBO HUBO Ha 3Ha4Yer-e. Toa e HUBOTO Ha OTMNOPOT Kako CBECT
3a KyNTypHaTta v AyxosHaTa nNpasHuWHa KojawTo He ONKpYyXyBa,
npasHuHa BO KOjaWTo ce rybu MHTUMHaTa U BHaTpellHaTa AMMEH-
3uja Ha cybjekToT. Ho, uctoepeMeHo Toa e u obua aAa ce cnpo-
TUBCTaBW, Aa ce HaaMWHe 6e3u3nesHocTa Ha Taa npasHuHa. Toa
e cu3UOBCKM HaNop (Kako WTO € U CamMnOoT YUH Ha MOHTUpaHe 1
pa3MOoHTUpatbe Ha TONKy Ky6HM MeTpu rpafa) Bo npasHuHaTa Ha
CEBKYMHOTO XMBEEH:E Aa Ce u3rpaav "concreeHara teputopuja”,
Aa ce covyBa MHTUMHOCTa, BepbaTa, HaaexTa...

JNunjana Hepenkoscka




Bnaroja Manescku, Tepuropuja, 1997, uicranaunja
Blagoia Manevski, Teritory, 1997, installation




UCKPA AVMITPOBA
ISKRA DIMITROVA -

MEMENTO MORI,

MY3E] HA COBPEMEHATA YMETHOCT, CKOMIE , MAL- CENTEMBPU 1997

Bo TemHuTe cTyAeHn xoaHuum Ha My3ejoT Ha coBpemeHara ymeT-
HOCT, HU3 CTPMHWUTE CKanu v NaBUpPUHTH, HU3 TelKaTa MeTanHa
nopra ce Bnerysa B0 Memento mori, BO cKpuBHMUaTa Ha CMpTTa
WM BO eAeH NOCT - MOPTEM - TOSIKY BUCTUHCKM 1 CYyrecTMBeH "Xu-
BOT" WITO CO yMUPaHEeTO ce pafa MOBTOPHO, WTO Kako heHnKe
BOCKPCHYBa 3a Aa ce HypHe BO eaHa Apyra, Moxebu nobesHa-
nexHa 6esaHa 6apajku ja co CMOT CBOj ONTUMMUCTUHKM NOTEHLM-
jan, "anconyTHaTa BUCTMHA HA XWBEEHETO" WK anconyTHOTO
YYBCTBO 3a XMBOTOT.

U nokpaj memnusaTta "Mmpuaba" Ha pacnarareTo Bo TemHara rpob-
HVLA Ha CTPaBOT, U NOKPaj HEOAMUHNMBOTO YYBCTBO Ha HENpu-
jaTHMOT 3AMB HA CMPTTAa WTO MOPHWYABO Kako Briekay ce 06BUT-
KyBa OKOMy BpaToOT, OBOj NPOCTOP NPUBNEKyBa W ronTa co ceojata
CyrecTMBHa U arpecuBHa MoK, CO cBojaTa Henomupnnea, 6eckom-
npoMucHa 1 6eckpynynosHa BUCTUHA NOBEKe 3a auneMara kaae
e cnoboaaTa Ha HaweTo jac, OTKONKY 3a CTPasoT 04 CMPTTa.

Bo Tue Tpu ceeTu npocTopw (TaHatameTamopcposa, HesecTuHcka
coba n OcTaTok) , Kako oA npas, ro cTpecysame CTpaBoT 04 CMPT-
Ta, Ho 0cnoboayBajKu ce O Hero ce cyapyBame Co eHa noTelka
chopma Ha cTpas- Aunema ga ce coronu NUYHocTa 40 Kpaj, 3a Aa
MOXe Aa ce noYHe o noyetok. Ho aanu ce ocnoboaysame v o4
6peMeTo WTO ro HOCUME Kako npeaynpeaysare, 3akaHa v COBecT,
pacnHaTu NoA TOBapOT Ha TEWKWOT KPCT Ha BUCTUHATA.

OHa wTo Mckpa uMMTpoBa ro nocTaem Kako npobnem Bo CBOjOT
npoekT MemeHTO MOpM, ja 3acera uenara Hala TPOoLWHa N paHnu-
Ba Ayx0BHa U huanuKa KOHCTpyKuuja. MpBo HE noTpecysa u He
3acTpalyBa CO cBojaTa BMCTWHA 3@ YWHOT Ha HeCTaHyBaHeTo -
“cHe3HyBareTo -3a CMPTTa, 32 Aa BeKe BO BTOpaTa NpocTopwja
ce ocnoboavmMe o4 CTPaBOT WTO NpeAN3BUKYBa HEKOe YyAHO YyB-
cTBO Ha 6ecTenecHoCT cyrepupaHa v o4 WHBEHTUBHO M NOcebHO
echekTHO nocTaBeHaTa 6ena nerHara nebaedyka HesecTa WTO,

Kako aa pedriekTupa Hekoja upeanHa, aHTacTuyHa soniebHa
CBETNMHA BO Koja ce rybu pamHoTeXxa v 4yBCTBO 3a NpoCcTop, A0
TpeTaTa KoMopa Kaje LWTO HE Yeka YyBCTBO Ha NOBTOPHO parar:e
oA nenenTa Ha 3abnyauTe ( unu Moxxebu cocema HoBO, O/ CoNncTee-
HUOT (hEeTyC - OTUCOK OA 3rp4eHOTO TS0 Ha aBTopkaTta U3nvMeHo
BO BOCOK). HesecTuHcKa coba e MecTo 3a MupyBatbe, cocTojba Ha
npevcnuTyBare, Ha MeauTUparbe 1 NoAroToska...6narococTojba
- onnoAayBake Ha co3HaHweTo 3a cebe cu. Ho, WTo coHyBa 3acna-
HaTa npuHUesa U ganu Ke (caka aa) ce pasbyau oa aAnabokuoT
coH? Wnu Ke ro yeka [lpyrvoT Aa 1 BAAXHE OHa LTO caMmaTa MoXebu
Hema cunu A0 Kpaj Aa ro Hanpasu, Aa ja NOTTUKHE BO NOCeAHnoT
04nNy4yBayKu HeKop.

OBaa cekoralu npeau3BukyBayka, MUCTepuo3Ha, MopHU4aBa, 3ac-
TpalyBayka 1 3akaHyeayka Tema, Vickpa ce obuaysa Aa ja pasro-
nu, Aa ¥ ja oa3eMe cunarta Ha Boo6uYaeHoTo MAEHTU(NKYBatbe
€O rpAOTO, NOWOTO, 3M0TO U ja HACOYYBa KOH OHa MO3UTUBHO - MOX-
HO - 3HaYeH-e WTO camarta ¥ ro Aasa , ro Haofa BO NPOLECOT Ha
6apar-eTo Ha BUCTMHATA U OA Toa co3Aasa npouecwja unm putyan
- Kpaj BO KOj HEMa BeKe CTpaB 04 3aratkara Ha cMpTTa. BeywHocT
ja noseayBa A0 CTaAMyM Ha CONATHMK, Ha HaBWKa, Ha HEPaCKUHNUB
[ilen 01 XXMBOTOT BO CEKOjAHEBMETO Ha HaLLMTe MUCIW, HO 1 BO ce-
KOjAHEBHOTO ONKPY>XyBakbe Co HejauHaTa "uaunyka” NnpucyTHoCT.

MpeacTasysajku ja BU3yenHO pa3bupnveo u jacHo, ybeanuBeo
eheKTHO, eAHOCTABHO U KOHLIM3HO ( M NOKpaj KpajHaTa CroXXeHoCT
Ha npobnemoT), ocrnoboaeHa 04 TePOPOPT Ha CTPABOT, Taa ce 06u-
[yBa [a ja eNMMUHMpa 3HacuneHara MucTepuja, norpeLHo nocra-
BeHaTa 3araTtka, npeanarajkv Hi ja "HesepojaTHaTa necHoTuja Ha
XuseereTo" BO OHOj (0)cnoboaeH, becTeneceH BHaTpeLWweH cBeT
LITO ja NpeYeKopus rpaHulaTa Ha cMpTTa , WTO ro NoAurHan npee-
€30T 3a Aa ja BUAM BUCTUHCKATA CnvKa U 3a Aa HY NoKaxe aeka
"npesesoT e HacnukaH Ha camara cnvka".

OHa WTO e YeKop noHaTamy oA CUMHYBaHETO Ha NPeBe3oT e eAHO
NMYHO , APYrO CO3HaHWe 3a BUCTUCHKMOT edekT oA ocnoboaysa-
HETO 04 CBOjaTa TeNecHOCT- MHCUEeHparbe Ha concTeeHara Te-
necHa CMpT - NPeAu3BMK Ha eaHa HoBa cuTyauuja Kora Aywara
ocTaHyBa Aa Xuvsee ocrnoboaeHa oA csojaTta uanyka o6suBeKa.

Bo Toj cTaaMym Ha BUCTMHATA Ha XXMBOTOT ( OHOj AYXOBHMOT), Taa
cnoboaHo ce ABWXM, Mucnu, nebaee BO efleH ancoslyTeH CBeT Ha
[YXOBHO YyBCTBYBatbe Ha XWBOTOT.

3owTo Uckpa AumnTposa ce 06uayea Aa Hi ro nobnvxu (npea cé
Ha cebe cv) "KOHCTPYKTMBHWOT " Aen Ha CMPTTa KaxyBa HewTo
noBeKe 1 HeLWTO NOMHAKY 04 TONKYBateTO Ha CEKOjAHEBHOTO CyA-
pyBare CO MEMNIMBMOT, MOPHUYAB W rOPYSIMB NOVMM 3a yMyparse.
[lanv Toa BuayBarbe, APYro pelieHne - envuMuHuparbe Ha saraTka-
Ta- CMPT HE Kako HecTaHyBatbe, TYKy Kako ocnoboaysarbe, npe-
MUHyBaH-e BO Apyra cocToj6a, He ja enuMuHMpa n HejauHaTa cyl-
TECTBEHOCT M uHTpUra?

Konky v aa e Ha nNpB nornea MopHW4asa aTtMocdepara, Kosky 1
[la e nennvsea U 3akaHysayka Taa LupHa CMpT - caMo naxHa ob-
BUWBKa Ha CylTMHaTa - KONKY U Aa e 3acTpallysayka nomucnara
CO Koja Bnerysame nof paka co cTpasoT BO 0BME TEMHU XOAHULM
Ha cTopujaTa Ha Mckpa , cenak ce 4yBCTBYBa HEKOja ONTUMUCTHYKA
CBETMMHA - OHA LWTO € TeMHO Aa ce OCBET/, OHa WTOo e JoNYy BO
3aHaaHuTe Ha 3apobeHVoT Ayx, Aa ce NOAUrHe - HeKoja penuruos-
Ha NPMBP3EHOCT KOH XMUBOTOT, "... @ BO TOj XKMBOT , BO Taa UCTOpU-
ja Ha aywara Koja NOMUHYBa NO MPaYHWOT Npeaen Mefy HoKHaTa
TEeMHVHa W AHeBHAaTa CBETNMHA, NOCTOM... HEeLITO LWTO WTO My ce
M3BMEeKyBa Ha CeKoe Npoyyysarse W WTo ro 36yHysa..."

BukTopuja Bacesa
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Wcxkpa Aumurposa / Iskra Dimitrova,
Remains, 1997,

BOCOK, MepMep, Bap, ceeTnuHa-li
cpasa/wax, marble, lime, light - Il phase



\ECCAHAAP PUCTEBCKM 360posuTe Ha Anekcanaap Puctecku ("HawuoT nejsax moxe Aa
EKSANDAR RISTEVSKI 6vae HeucLpnHa MHCNMpauuja, OHaKa pacuenka, a Bo UCTO Bpe-
Me CWUIOBMWT, CHaXKeH. Ha nnaTHoTo ro cnukam oHaka Kako jac ro
rneaam. W Toa He ce nycTu npeaenu 6e3 xnsoT. Bo HUB HewTo ce
cnydysa, a TMe cnyyysarba 36opyBaar 3a YOBEKOT WTO Tyka ce
3 poawn, 3a HeroeaTa UcTopuja, 3a HerosuoT XXWUBOT...") BO UenuHa
o ja M3pasysaaT MOTUBCKATa MHCMpauuja BO HEroBoTO JIMKOBHO
TBOPELUTBO KOE OCTaBuNO 3HajvaeH Gener BO MakeaoHckara nn-

KOBHa YMETHOCT BO nepuoa o4 40 roanHu TBoperse.

1960 roavHa, NoTo4HO nanoxoéara "MetmuHa mnaaun” (P. AHacTac-
os, C.Mayoos, A.Puctecku, T.AHAPEEBCKY, C.MaHeBcku), OTKpU
e[Ha HOBa reHepaumja NMMKOBHM YMETHULM KOW BHECOa HarnaceHa
paavKanHoCT BO AOMEHOT Ha NPe3eHTNparbeTo 1 obpaboTyBarbe-
TO Ha MOTVBOT. EaeH oa Tve asTopu e U AnekcaHaap Puctecku
Kaj KOro Taa paavuKanHocT ce Corneaysa BO CTPEMEXOT KOH eK-
CNpecvBHO, ApamMaTh4HO NpeobnukyBare Ha MoTUBUTE. Herosu-
OT MHTEPEC 3a BU3yenHaTa NPUBNEYHOCT Ha reorpacckuoT ambu-
eHT Ha MakeaoHuja, 06UTHO HATOMNEH CO MEANTEPAHCKO COHLE, He
3racHysa A0 AeHec.

Bo noyeTHuTe aena, no 1962, ce corneaysa CNOHTAHOCT BO CBO-
eBMAHWOT ancTpakTeH HaTypanuaam BO nnacTu4Hara CTpykTypa
Ha aenara co ynoTpeba Ha HeCnMKapcku MaTepujanu npu uspasy-
BaHETO Ha cBOMTE emoumu. Toj rv npucbaka uckycTeaTa Ha eH-
chopmernoT, NOTO4HO ryctata eHopmencka rama (dhakTypa) co
KOja He ce HaBecTyBa KOHKPETHWOT npeaen. Ho, KOH KpajoT Ha
ceamara AeueHvja Bnerysa BO Apyr eKCNepuMeHT, OA NinkoBHaTa
KpUTUKA HapeyeH acounjaTMBeH ancTpakTeH eKCnpecuoHn3am.
HerosvoT ancTpakTeH eKCnpecuoHn3am e NosH co ApamMaTU4HoCT,
[AMHAMUYHOCT ¥ EKCMIO3UBHOCT BO M3pa3yBareTo Ha CBOMTE eMO-
LMK, 2 MHCNVYpaUMKTe M NpoHaofa BO KOHKPEeTHWUTE NpoCTOpK BP-
3aHV 33 AETCTBOTO VM POAHMOT Kpaj. Kako cnvkap Ha nejaax TOj ja
ocTBapysa OHaa CHHTEe3a Ha COAPXXUHCKUOT ENIEMEHT U1 topmara,
AOHECyBajKu OAPEeAeH KBanuTeT 0COGEHO BO Aenara co3naneHi
B0 nepuopoT (1960 -1970), Aeuexwja Ha BPB BO HEroBOTO TBO-
pewTBo.

Ha nanox6ara, co noronem 6poj Aena, e npes3eHTupaH nepuoaoT
no 70-Te roAvHU A0 AeHec, Kaae ce corneaysa nocMupeHa, nopa-
LMOHANHA U KOMOPUCTMYKM NouKCTa, nocseTna asa 8o U3pasy-
BarLETO Ha CONCTBEHATa aHanu3a Ha HeroBMoT NOCTOjaH MOTKB.
Cenak Bo genaTa oA noHosaTa npoaykuuja ce corneaysa oaAa-
neyysarse O/ OHWE CTPYKTYPUPaHH NOBPLIMHM BO KOW UHBEHTUB-
HOCTa Ha KOMNOHMPaH-ETO Ha 06nMuMTe M ynoTpebara Ha U3BOpHX-
OT KONOPWT, AaBa Apyr BnevaTtok. [poMeHnTe Ha TPETMAHOT Ha
oBve hOpMM, HUBHOTO NPEAUMEH3NOHMPatbe U NOTeHUMparbe Ha
jaKVMOT KOMOPWT, rO Harnacvja AEKOPaTUBHUOT ENIEMEHT Ha oBue
CINUKK.

Osaa u13noxba, co NpPeTeH3un Aa nNpeTcTasyBa peTPoCNeKTUBHO
npeseHTMpare Ha HerosoTo 40 roAUILHO TBOPELTBO, He OAroBo-
Py Ha Taa ambuuMo3Ha xenba, Npea cé, Nopaav Heno4nTyBarbeTo
BO L|eIMHa Ha My3€e0JIOLWKVOT NpUcTan Npy nocTasyBatbeTo Ha Ae-
narta n objacHyBareTO Ha TBOPewWwTsoTo (xpoHonoruja u Herosa
noTeMenHa aHanuaa, NpocneaeHo co 61o-6nbnuorpadcku UHhop-
Mauumv) oA CTpaHa Ha KycTocoT KOj ja noaroTeysan uanoxbara. Ha
Toj HauuH 6u ce corneaane v U3ABOUNE PefieBaHTHUTE MOMEHTH
0/ HEroBOTO TBOPELUTBO, a 0CO6EHO CO akueHTUparbe Ha aenara
HacTaHaTh BO LWeeceTuTe roanHn.

[la ce HaneBame AeKa BO MAHWHA Ke MMame KpUTUHYKKN Nousapxaxa
npeaeHTauMja Ha LENOKYNHOTO TBOPELTBO Ha 0BOj 3Ha4aeH ma-
KeAOHCKW aBTop.

3axapvHka Anekcocka




Anexcanaap Puctenackw / Aleksandar Ristevski
Hueje, 1968, macno Ha nnatHo / Field, 1968, oil on canvas
concreeHocT:My3ej Ha coBpemenara ymerHocT, Cronje
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=02/ MAAAM CAVKAPW OA BPUTAHIIA)
/. Ceonje, peapyaon-mapr, 1997

YecTOTOTO NPUCYCTBO HA MaHudecTaummMTe BO CBETOT Ha PpeH-
cuc BekoH, ®perk Ayepbax, Xayapa XoukuH, JlycujaH ®poja, JleoH
Kocod unu P.B. Kutaj notBpaysa Aeka bputaHckarta nMkKosHa
cueHa He ce OTKaxa oA crnukaTa. Moxe Aa ce KoHcTatupa Aeka
Ha NOYeTOKOT Ha OBaa AeleHuja Taa CTeKHyBa oApeaeH npumar
Ha[ ocTaHaTuTe MeaAVyMM, a Toa pesynTupalle co nojasara Ha
roneMuoT 6poj Hej3UHWU NPUBP3EHULIN.

Mpu KOHUMNUpareTO Ha oBaa nanox6a o4YnurneaHo He ce orpaHu-
yune Ha cTuncKaTa unu Tematckara 6nmckocT Ha asTopute. Ha-
NPOTUB CE MHCMCTMPA HA OTBOPEHOCTa BO NPUOAOT KOH cnvkaTa
€O [103a Ha MPOHM3UPaH-e, XYMOp U NOTeHUMpaHa UHBEHTUBHOCT
Ha ceKoj o4 YeTupuHaeceTe nomnaau cnukapw. (lejsua OcteH, Kut
KoseHTpy, WjaH flesernopT, Llecbpu Aenuc, Mutep dour, Mepu Xjym,
Kanym Unec, Ennzabet Marun, EHToHn ManuHoscku, LlynujaH
Onu, ®uoHa Pe, Majkn Ctanc, CysaH Tpectep, AnvucoH TpHEyn.

[naBHO BO HUBHUTE Aena ce YyBCTBYBaA HOCTanrujata KoH moaep-
HU3MOT, KOH (hOpPManH1TE KapakTepUCTUKW KoM cera ce BKone-
HUW Kako parmMeHTy, kako Metacopa unm kako uutat. bnucka um
e ecTeTvkKarTa Ha cynpeMaTvu3moT, Ha MUHUManuW3moT, Non-apToT,
Ha arpecvBHaTa opMa Ha hurypaTMBHOTO CNnKapcTeo UTH. OT-
Tamy 1 ce uanerysa o4 pamkKuTe Ha cnvkara, Taa YecTo e 06jeKT
UM Nak BO Hea Ce MHKOPNOopUpaHu 1 pasHoBUAHKM "Hecnukapekn"
matepwujanu, hoTorpachum u ap. BeywHocT u naejarta wro rv obe-
[IMHYBa OBME aBTOPH, CMOpeA TeKCTOT BO KATanoroT, "...e Ha4MHoT
Ha KOj TWe ro UcKaxxyBaaT CBOjOT MHTepecC 3a KpajHuTe AOMeTH U
rPaHUYHULUMTE HA CNMKapCTBOTO, 3a pa3bupareTo Ha Toa WTo e
CYLWITMHCKO 3@ CNIMKapCTBOTO M 3@ HAYMHUTE HA KOV 0BOj MeaunyM
TPNU BNUjaHuja OA APYruTe AUCLIMNINHN U YMETHUYKM chopmu”.

Cekako aeka NpBvOT MOMEHT € pellaBareTo Ha ABOAVUMEH3WUOH-
anHuoT hoH ¥ hopmanHUTe OAHOCK BO PAMKWUTE Ha eCTeTCKOTO U
NUKOBHOTO KOM Ce Hajénucku A0 TPaauUMOHANHOTO cakarbe Ha
cnukaTa. BTopuoT MOMEHT e uanerysareTo 0/ NosplunHaTa u ao-
6uBarbe Ha TpeTaTa AMMEeH3uja Kora Taa cTaHyBa 06jeKT Koj Beke
coaejcTByBa CO apxXMTeKTypaTa (MpoCcTopoT), CO aMBMEHTOT U Kora
e NoTpebHO KOpUCTEHE U KOMOMHMpae Ha MaTepumjany, yuja Tak-
TUMAHOCT M PUTYanHWOT AONWUP UMK arpecMBUOT KOSOPUT ja NPOBO-
uMpaat nepuenuujata Ha A4enoTo HM3 HarnaceHara peTopu4HoOCT
¥ npenoaHaTtnvsaTa ukoHorpacuja. NMopaau osme ocobeHOCTH BO
NpB nnaH YecTo u3bmsa ambuBaneHTHOCTa Ha aBTOpUTE KOH con-
CTBEHMOT JTMKOBEH MAEHTUTET.

Mapuka bousaposa




Kut Kosentpu (Keith Coventry)
[a3annersoTo Ha rnaBHaTa CecTpa,
1992

Nunhead Estate

The British Congcill



@OKC TAABOT W KIAT APHAT
FOKS TALBOT AND KIT ARNAT

3DEMEHAT3 YMETHOCT - u3nox0a

Ceo

22, #a roaa Cronje - npeaasaise 80 pausure Ka CkonckoTo KyATypHO ero, 1997

Bo nporpamata Ha CKONcKOTO KyNTypHO neTo 6ea BKy4eHu h Asa
MHTEPEeCHU M 3Ha4ajHu HacTaHu. Toa 6ea rocTyBareTo Kako npe-
AaBad Ha yMeTHUKOT o4 AHrnvja Kut ApHaT v npukaxkysareTo Ha
Aen o hoTorpadhCKUTe KONUK Ha eAeH 04 poAoHaYanHUUMTe Ha
080j meaunym ®okc Tanbot (1800-1877) v KpyroT Ha HEroBOTO Ce-
mejcTso (Llon AansuH Jljynud u Hesun Ctopu MeckjenuH).

Wako Aben Huenu ce cmeTa 3a U3yMUTeN M peanu3aTop Ha npsa-
Ta BUCTUHCKA choTorpadmja , 3acnyrata Ha TanboT ce cocTou BO
oTKpuBameTo (Bo 1939-Ta) Ha npouecoT Ha AobuBare Ha Nosu-
TUBOT-HEraTMBOT, NPOLIEC LWTO NpeTcTasysalwe ocHosa Ha ¢hoTo-
rpacujaTa YumM Konuu TOKMy ce npesemaar o4 HeratusoT. 1o Bo-
Kauuja Toj 6un xemuyap, 3Ha4v 3a oBaa peBoslyuMoHepHa ynora
npumapHa 6elwe HerosaTa eaykauvja BO paMKUTE Ha ersakTHUTe
Hayku (ocobeHo Ha maTemartvkaTta, bunorujarta uTH.), HO U Ha ja-
3MKOT.

Herosute onutn 3anoyHysaat Bo 1835-Ta Kora ro KOpMCTH Ha-
4YMHOT Ha T.H. "doTorpadeko” uptare 6e3 ynotpeba Ha kamepa.
Mpu Toa Toj 3eman obu4Ha XapTuja 3a upTare, HO Ha nospLlMHaTa
61N HaHeceH cpebpo-HUTPaT. BCyWHOCT Toa e 1 NPBUOT YEKOop KOH
oTKpuBare Ha hoTorpacK1oT MeToA Npu WTO HajbUTHO e Ao-
6uBsar-eTO Ha NO3UTUBHATA 04 "HeraTueHaTa" cnvka. 3a Toa bewe
notpebHa u kKamepaTa, Koja 3a Hero ja u3paboTun efeH Cencku ap-
BoAeneu, BO MHOry Manv AMMeH3uun 1 Bo chopma Ha KyTuja. loae-
ka B0 1939-Ta BeKe cTapTyBsa CO NPOLECcOoT Ha KanoTunum npu WTo
6ea BKNy4YeHN NO3UTUBOT M HEraTMBOT Kako HEroso OTKpUTHUE CO
koe Ke ce gobujat npauTe cdoTorpadcky konuu. MNocne eaxa ro-
AviHa 04 OBME CNyyyBaHsa ce nojasysa v npeara otorpadcku un-
ycTpupaHa KHura HapeyeHa MosmBoOT Ha npypoaara, AenyMHo
npeseHTMpaHa U Ha oBaa uanoxb6a Bo My3sejoT Ha coBpeMmeHaTa
ymeTHocT, Ckonje (1997).

Tpojuata astopwu (TanboT, Jljynud n MeckjenuH) BO YMETHUYKHK
KOHTEKCT MMaar cTaTyc Ha amaTepu (HUBHWOT MHTepec bun Ha-
co4yeH KOH BoTaHukarta, 3oonorujata, reonorujata, knacukara u
maremarTmkaTa), Ho TWe ycneane Aa ja npedekopar rpaHvuara Ha
TPaAUUMOHANHOTO BM3YENHO pasMmucnysare BO ymMeTHocTa. Ma-
HeHaZlyBa HUBHATA NMKOBHA KYNTUBUPAHOCT, pethnekTupaHa kako
MOK Ha 0abuparbe Ha CeKBEeHUM (NUKTypanHu Koaosu - npupoaa-
Ta, UCTOPUCKUTE OCTATOLIM, aPXMTEKTOHCKUTE 06jeKTH, pyCTUHHUTE
Konubu, esepara, ApBjaTa, MpTBaTa npMpoaa unu Yoseykara u-
rypa) Kou ce ywre He Moxene Aa ce AeuHMpaaT Kako Kaapu.
CeTo TOa ro npeHecysaar 6e3 HarnaceHa ApamMaTU4HOCT, eAHOC-
TaBHO Kako WnycTpauvjaTa Ha pypanHuoT nejsax, unn nak Kako
CBOEBMAEH AOKYMeHTapeH "peanusam”. A ponrara ekcnosvuuja
npeTcTasyBsalle MOMEHT KOjWTO ja noTnomaralle cyrecTusHocTa
Ha 0BMM OTUCOUW. Habpry UMNPECUMOHUCTUTE Ha HEKOj HA4uH ce
HaaoBp3yBaaT Ha NPUHUMNUTE U NPUMOAUTE Ha BakBUTE pasmuc-
nysama.

Kut ApHar - npeaasarsa

3a ynorara Ha choTorpachmjaTta Bo 4HOUMNOST BEKOBHOTO eraucTu-
parbe Kako YMETHOCT UMK Kako AIOKYMEHT U Nak Kako cuHTesa
Ha obeTe ce OCBpHa efieH 04 paHuTe BpUTaHCKU KOHUENTyanuceTu
Kut ApHat. Cekako aeka Hajbnu3ok npumep 3a Toa, a U 3a camu-
oT ApHaT e BpeMeTo Ha KOHUenTyanHara yMeTHOCT, HO ucToBspe-
MEHO BO TOj KOHTEKCT TOj Mt NPe3eHTMpa 1 HajcBeXuTe NocTMoAep-
HUCTUYKM NpUMepw.

CsojaTa "UcTopuyHOCT" KoHUenTyanucTuTe 6ea npuHyaeHu Aa ja
noTspAaT TOKMY NpeKy 0BOj MeauyMm. Tve napanenHo ce oky-
cupaa Ha cpoTorpadumjaTa v ja cMeTaa Kako pamHonpaseH Bu3ye-
NEH YuHWUTEN , 0coHeHO NpM oAbeneXyBareTo Ha CUTyauunTe WTo
6ea ondaTeHun BO MASONOrMCKUTE paMku - CO KOHKpeTHaTa nonu-
TU4ka atmocdepa. Toj CnuYHM penauum Haora u Bo npsute ¢oTo-
rpacdcku 3anucu. Ho, 3aToa KoHuenTyanHaTa ymeTHocT 6apale
AoobjacHyBarba, aHanuan U onpasjyBake Ha concTeeHara no-
jaBHOCT, BuAejku TeopujaTa MOXe Aa ja NpuKaxe camo BO peay-
uvpaHa chopma. 3aToa onpasaaHo e TBPAEHETO AeKa cBojaTa
aHanUTUYHOCT M KPpUTULUM3aM MM A0XUBYBa Npeky oTorpaduja-
Ta.

Toa 6elue ¥ OCHOBHOTO recno Ha HerosoTo npeaasare Bo My3se-
jot Ha rpaa Ckonje. Toj aAenyMHO ce ocBpHa Ha CONCTBEHOTO TBO-
pewTBo, HO NapanesnHo Hanpasn 0bua Aa 3araTHe OApPeAeHU Npo-
6nemMu, Kou ce BKMIONyBaaT BO eeH BaKOB KOHUENT, 3aHemapy-
BajKU MM BPEMEHCKWUTE W NOKanHuTe rpaHuuv unu couvjanHure
penauvu. Kako npumepu Haj4ecTo My cnyxea oTtorpagunTe na-
paboTeHn 04 aHOHUMHU aBTOPY BO KOV NOCTOM U @ HajbuTeH BU3y-
enHvoT "wToc". TprHyBajku o4 Hero Toj ce HafAoBp3a Ha HerosaTta
ceralHa "He aHraxupaHna" npeokynauuja (uckny4ueo cortorpacm-
jata), npu WTO emoumuTe ce ocTaBeHn HacTpaHa. Ce KOHUeHTpupa
camo Bp3 BU3YENHWUOT BrevyaTok - BP3 3rofiemyBsarse Ha efieH ae-
Tar 04 oapefeHa cekojaHesHa, 6aHanHa cutyaumja. JlommHaum-
jaTa Ha eaeH BakoB npvioA Bo roTorpackoTo pasMucnysatrbe ro
aprymeHTMpaLle v Co napanenHoTo npukaxysarbe Ha oTorpad-
ckuTe aena Ha bepHxapT u Xuna bexep , Tomac Py, Llech Bon
“TH. Bo HUB HE NOCTOM ApamaTUYHOCT, BMAejKu Hema CeHKH, Oa-
HOCHO HEMA KOHTPACTU, HEeMa MHOTY eNeMEHTH, HUTY NpuKacka unu
nak AoKymeHTapHocT. EaHocTasHo choTorpadujata e camo "06-
jekT", a Toj BCYLWHOCT e NoTBpAa Ha NMMKOBHOCTA.

WHaky Toj oapXxa ywTe eaHo npeaasake Bo BputaHckuoT uHgpop-
maTtuseH ueHTap Bo Ckonje, Koe ro NOcBeTU Ha HeroBaTa ABa-
eceTneToroavwHa paboTa Kako YMeTHUK.

Mapuka Boysaposa
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APXXABHU UHCTUTYLIUM

MY3EJ HA TrPALl CKOMJE

MuTo Xayu Bacunes-JacmuH, n.d. 93
Ten.(091)114-742/115-367

91000 Ckonje

YMETHUYKA IAJIEPUJA
Kpywescka 1a, n.c. 278
Ten.(091) 133-102
thakc:(091) 233-904
91000 Ckonje

MY3EJ HA MAKEAOHWJA
Kypuucka 66, n.c.74
Ten.(091) 116-044
thakc:091/116-439

91000 Ckonje

KYNTYPHO UHOOPMATUBEH
LUEHTAP

Mowa Mujane 66, n.c.589
Ten.(091) 230-206/115-679
91000 Ckonje

MNAOUHCKU KYNTYPEH LUEHTAP
Kej Aumurap Bnaxos 66

Ten.(091) 233-401/115-225

91000 Ckonje

MY3EJ HA COBPEMEHATA YMET-
HOCT

Camounnosa 66

Ten.(091) 117734 (35)
hakc;(389-91) 11 0123

91000 Ckonje

FANEPUJA HA ANYM
Kej 13 Hoemspu 66
Ten.(091) 211-533
91000 Ckonje

FANEPUJA KO-PA

DNom Ha KynTypata Ko4o PauuH
Bernsko Bnaxosuk 66

Ten.(091) 233-739

91000 Ckonje

FANEPWUJA OCTEH

Mepon Ha CTapara xenesHu4ka
craHvua

Ten.236-235

91000 Ckonje

NPUBATHU FANEPUA

KA®E rANEPUJA CTOBM
Kej "13 Hoemepu"66, '
Ten.(091) 233-972

91000 Ckonje

YMETHUYKA FANEPUJA "KAJ"
Ynodp Nanme 8

Ten.(091) 115-050

91000 Ckonje

FANEPUJA AHUMA

Kej "13 Hoemepu", anekc IV/2, I'TU
Ten.(091) 233-149/233-147

91000 Ckonje

FANEPUJA BESUCTEH
Mokpuexa Yapwwja 39, BeaucteH
Ten.(091)117-150

31000 Ckonje

FANEPUJA CTYAUO B
Dumutpue TyuoBUK 40
Ten.(091) 224-315
91000 Ckonje

FANEPUJA MUJAYKU 30IrPADU
Kej 13 Hoemspu®
Ten.(091)211-533

91000 Ckonje

FANEPWUJA MAM
Yegomup Musaeposuk 35
Ten.(091)213-491

91000 Ckonje

FANEPUJA PA

WUeo lNona Pubap 94/2-4
Ten. (091) 258-146
91000 Ckonje

FANEPUJA ONUBEP
Ankapcka 31
Ten.(091) 374-300
91000 Ckonje

FANEPWUJA CENEKT
Byn.NapTu3sancku Oapeau 31
TPr.UenTap Byrwakoseu
Ten.(091) 110-319

91000 Ckonje

FANEPUJA ABAKYC
ATU Maspoeka
Byn.loue flenyes
Ten.(091) 236-278
91000 Ckonje

HAUWMOHANHA FANEPUJA XAP®A
F'TU MNpusemje

Ten.(091) 236-640

91000 Ckonje

FANEPUJA EPAKA
Mokpuena Yapwuja 8, beaucteH
91000 Ckonje -

FANEPWJA APT - TEPA
Mokpuena Yapwuja 9,6eaucteH
91000 Ckonje

TANEPWUJA MOHET
INokos 8

Ten.(091) 364-853
91000 Ckonje

FANEPUJA CAMYUN
TU KanuwTeu nok. 23
Bacun [‘opros 66
Ten.235-553

91000 Ckonje

FANEPUJA YADTE AMAM
Crapa Yapwwuja
91000 Ckonje

FANEPUJA NAPK

Haym Haymoscku- Bopue 83
Ten.119-423

91000 Ckonje

FANEPWUJA NCUXO FAN
Mapwan Tuto 11 (ckpuBHMua)
Ten.(091) 209-070

91000 Ckonje

FANEPUJA NAMAP

Hukona Pycurcku, 3a, nok.12
TU Kapnow I

Ten.nom.(091) 202-811

91000 Ckonje

FANEPWJA EN TPEKO

[Nlame Mpyee (TU Manoma Bjaxka)
Ten.234-242

91000 Ckonje

FANEPUJA MUNIC
8 YnapHa 6purana
Ten.(091) 223-319
91000 Ckonje

AHTUKBAPHULIA AMUHTA
Kej 13 Hoemspu
91000 Ckonje

MUSEUM OF THE CITY

Mito Hadji Vasilev-Jasmin, p.f. 93
tel.(091)114-742/115-367

91000 Skopje

ART GALLERY
Krusevska 1a, p.f. 278
tel.(091) 133-102
faks:(091) 233-904
91000 Skopje

MUSEUM OF MACEDONIA
Kurciska bb, p.f.74

tel.(091) 116-044
faks:091/116-439

91000 Skopje

CULTURAL-INFORMATIVE CENTRE
Mosa Pijade bb, p.i.589

tel.(091) 230-206/115-679

91000 Skopje

YOUTH CULTURAL CENTRE
Kej Dimitar Vlahov bb
tel.(091) 233-401/115-225
91000 Skopje

MUSEUM OF CONTEMPORARY ART
Samoilova bb

1el.(091) 117734 (35)

faks;(389-91) 1101 23

91000 Skopje

GALLERY OF DLUM
Kej 13 Noemvri bb
tel.(091) 211-533
91000 Skopje

GALLERY KO-RA

Dom na Kulturata Koco Racin
Veljko Viahovik bb

tel.(091) 233-739

91000 Skopje

GALLERY OSTEN

Peron na Starata Zeleznicka stanica
tel.236-235

91000 Skopje

PRIVATE GALLERIES

KAFE GALLERY STOBI
Kej "13 Noemvri"bb, GTC
tel.(091) 233-972

91000 Skopje

ART GALLERY "KAJ"
Ulof Palme 8

tel.(091) 115-050
91000 Skopje

GALLERY ANIMA

Kej “13 Noemvri®, aneks 1V/2, GTC
tel.(091) 233-149/233-147

91000 Skopje

GALLERY BEZISTEN
Pokriena carsija 39, Bezisten
tel.(091)117-150

91000 Skopje

GALLERY STUDIO B
Dimitrie Tucovic 40
tel.(091) 224-315
91000 Skopje

GALLERY MIJACKI ZOGRAFI
Kej "13 Noemvri"

tel.(091) 211-533

91000 Skopje

GALLERY GLAM
Cedomir Minderovic 35
tel.(091)213-491
91000 Skopje

GALLERY RA

Ivo Lola Ribar 94/2-4
tel. (091) 258-146
91000 Skopje

GALLERY OLIVER
Ankarska 31
tel.(091) 374-300
91000 Skopje

GALLERY SELEKT
Bul.Partizanski Odredi 31
TRG.Centar Bunjakovec
tel.(091) 110-319

91000 Skopje

GALLERY ABAKUS
DTC Mavrovka
Bul.Goce Delcev
tel.(091) 236-278
91000 Skopje

NACIONAL GALLERY HARFA
GTC Prizemje

tel.(091) 236-640

91000 Skopje

GALLERY ERIKA
Pokriena carsija 8, Bezisten
91000 Skopje

GALLERY ART - TERA
Pokriena carsija 9,Bezisten
91000 Skopje

GALLERY MONET
Lokov 8

tel.(091) 364-853
91000 Skopje

GALLERY SAMUIL
TC Kapistec lok. 23
Vasil Gorgov bb
tel.235-553

91000 Skopje

GALLERY CIFTE AMAM
Stara Carsija
91000 Skopje

GALLERY PARK

Naum Naumovski - Borce 83
tel.119-423

91000 Skopje

GALLERY PSIHO GAL
Marsal Tito 11 (skrivnica)
tel.(091) 209-070

91000 Skopje

GALLERY DAMAR

Nikola Rusinski, 3a, lok.12
TC Karpos Il
tel.dom.(091) 202-811
91000 Skopje

GALLERY EL GREKO

Dame Gruev (TC Paloma Bjanka)
tel.234-242

91000 Skopje

GALLERY MILS
8 Udarna brigada
tel.(091) 223-319
91000 Skopje

ANTIQUE AMINTA
Kej 13 Noemvri
91000 Skopje
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