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Date sent Fri, 24 Dec 1999 22:19:14 +0200

From Sonja Abadzieva <sad@osi.net.mk>

Send reply to: sad@osi.net.mk

To

Subject [Fwd: WHAT WAS THE ART OF THE 20TH CENTURY?]

Dear Ms./Mr.,
of the art magazine The Large gl published by Skopje Museum of Contemporary Art, | would like to invite you for a contribution for the next special
issue of the magazine (11 / 2000). The special is is dedicated to the 2 Century Art. For that purpose the Editorial Board decidided to invite most relevant

e art hitorians and art cri to contribute with their thoughts, opinions, s or whatever they like, on the art in the passing century. The idea is to leave
a last mark on the Century that rapidly changed the idea of art, artist and art interpretation. You can contribute with whatever you want or like on whatever topic,
¢ sue of the magazine: WHAT WAS THE ART OF THE 20th CENTURY. We hope that your contribution will accomplish
are overtaking to pro an additional group of ic to encircle our
[Due to the fact that we are not able to financially cover the honoraria fo ur contribution, we do count on your understanding and good will. Therefore, your con-
tribution do not to be longer than 1,800 characters (which means that you can write even a single sentence), preferab h appointed art work that will be
reproduced. The deadline for confirmation of contribution is marked on January 00 and deadline for contributions is March 31, 2000]

If you are interested in contributing please contact
Ms. Sonj adzieva, editor in chief

Skopje Museum of Contemporary Art, Samoilova bb
91000 Skopje Macedonia,

te 389 91 11 77 35; fax: ++ 389 91 11 01 23

or via e-mail: sad si.net.mk

With a h that we will hear positive respond onour invitation, let us
Sincerely to greet you

Sonja Abadzieva
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MlonemoTo ctakno 6p. 11, 2000

BoBegHuk

Fonemoro crakno Bp. 11

Pepakuujata Ha MonemoTo ctakno pewwu oBoj 11 no pea
6poj, uHaky nps Bo 2000, Aa ro MOCBETU Ha MPaLAHETo:
“liTo 6ewe ymeTHoCTa Ha 20. Bek?". Bea nokaHeT emMu-
HEHTHU MCTOpMYapK U KpUTUHApKU Ha YMETHOCTA 0/ NnoBeKe
3eMju, ga 3emaT y4ecTBO CO CBOM MUCNEHa, CTABOBU U
naeu, usbupajkv ro 6e3 orpaHu4yBarba NoneTo Ha HUBHOTO
VHTepecuparse 3a NUKOBHaTa YMETHOCT Ha MUMEHUYMOT
WTO e 3aj Hac (aBTop, Aeno, ABMXKere, nojasa). Ha cute
OHWe wWwTo npuchatuja Aa Jagart CBOj NpWUMOr BO cnwca-
HueTo: [lnHusa AxgepcoH, flyy Bekep, Kpucto & Xax
Knog, Jewa [fererpu, Utapy Xuparo, Bepan Mapgpa,
Tomac Mekesnnun, Matko MewTposuk, Katpux Mue, Lo
Iletep Huncow, Xaxc Ynpux O6puct, Xapang 3emaH u
AHTje poH paBeHuL), Kako N Ha CUTe MaKeOHCKM Kpu-
Th4apw, peaakuuwjata Ha [0N1EMOTO CTakNo UM e AOMKHUK,
Co ocobeHa Harnacka Ha HUBHUTE pasbuparbe U MOYUT KOH
nHCTUTYUMjata YMETHOCT. 3a HMBHMOT npodhecroHanm
3am aprymeHTMpaHo 360pyBa U HMBHATa COrmacHocT Aa
y4{ecTeyBaar BO 0BOj 6poj 6e3 MaTepujanHa KomneHsaumja.

3adyaysaykv € AUBEP3NTETOT Ha NpUcTanuTe u U3bopute
Ha y4ecHuUMTe BO 0BOj 6pOoj, WTO ro NOTKpenyBsa Co3HaHue-
TO feKa HarnaceHnoT NHAMBUAYanuTeT NogeaHaKBo e npu-
BUMNeruja Ha yMeTHULUMTE U Ha HUBHUTE TOMNKYBaYM U KPUTU-
Yapu.

Kycute n jagpoBuTu KOHCTaTauuu 3a onwTaTta Knuma Ha
BEKOT MM uMaaT Kako antepHaTvBa aHafMTUHKUTE TeKCTO-
B MOCBETEHN Ha OAAenHU aBTopu unu gena. ®okycupa-
FETO BP3 NOTLEeHEeTU Unu 3abopaseHn aBTOpU € BO napa-
nena co nosuKyearaTa Ha ronemute asTopu Ha Mopgep-
HaTa.

AKO 0ApeAeHu rneguliTa ce Co UHTepPHaUMOHANHa U rno6-
anuaupadka KoHoTauuja, 4pyru moxe aa ce gedmHupaat
Kako norneav BO HauuoHanHuTe BpegHoOCTU. 3a xan, necu-
MUCTUYKNTE UCHUTYBaHa HAa YMETHOCTA He Ce BO pamHoTe-
Xa co onTumucTuyKuTe. KoHcTatauuuTe 3a UpHUOT nonu-
TUYKW, coLMjaneH U eKOHOMCKM KOHTEKCT Ha YMeTHOCTa BO
20 Bek, cozaaBaHa 4YecTO BO YCIOBM Ha €BPONCKUTE U
CBeTCKWUTe BOjHW, BO Hajgobap cny4aj ce pesumupaar BO
roOpYnMBY CO3HaHUja 1 3anoXx6m 3a mup.

Coma AbaymeBa

The Large Glass, N°. 11, 2000

Editorial

The Large Glass N°. 11

The Editorial Board of The Large Glass decided
to dedicate this 11" ordinal number, otherwise
the first one in the year 2000, to the question:
“What Was the Art in the 20" Century?” Emi-
nent historians and art critics were invited from
several countries to participate with their opin-
ions, positions and ideas, selecting, without
limitation, the field of their interest in the visual
art of the millennium that is behind us (artist,
work, movement, manifestation). To all those
who accepted to give their contribution to the
magazine: Geneva Anderson, Lutz Becker,
Christo & Jean Claude, Jesa Denegri, Itaru
Hirano, Beral Madra, Thomas McEvilley, Matko
Mestrovic, Catherine Millet, John Peter Nillson,
Hans Ulrich Obrist, Harald Szeemann and Antje
von Graevenitz, as well as to all art critics from
Macedonia, the Editorial Board of The Large
Glass is very grateful, with special accent on
their understanding and respect for the instituti-
on of ART. Their willingness to participate free
of charge in this number of the magazine spe-
aks evidently about their professionalism as well.

Surprising is the diversity of the approaches
and choices of the participants in this number,
thus supporting the information that the accent-
ed individualism is equally privilege of the art-
ists and of their interpreters and critics.

The short and concise conclusions on the gen-
eral climate of the century have as alternative
the analytical texts dedicated to various artists
or works. Focusing on undervalued or forgotten
artists is parallel with citing great authors of
modernism.

If certain views have international and globaliz-
ing connotation, others can be defined as
glimpses in the national values. Unfortunately,
the pessimistic readings of art are not in bal-
ance with the optimistic ones. Conclusions on
the dark political, social and economic context
of the 20th century art, created often in condi-
tions of European and world wars, at the best
are summed up in bitter knowledge and com-
mitments to peace.

Sonia Abadjieva
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Antje von Graevenitz: “The Large Glass” and the “Gradiva” Door
through Glass - Duchamp's Heritage between Doubt and Deliverance

| Utapy XupaHo: Tpanauuuja
Itaru Hirano: The Transition L 9
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360I'YM HA YTOIUJATA?

Co pgagavamoTt ymeTHocTa BO 20 BEK noyHa Aa ce oTka-
4yyBa 0f OHTONOWKOTO. [leBu3aTa “HUALITO He MU e CBe-
TO" U3BpLLM embapro Ha cute BUAOBM Bepbu. M nogouHa,
KaKo LTO NUKOBHWUTE ABWXEerba ce ucnpenneTtysaa co
CUTE BOjHW Ha CTONETUEeTO Taka, BO KOHTUHYWUTET, Nnou-
MUTE: CMPT, KaracTpoda, anokanunca, eHTponuja v cn.
HernpecTajHo rv 3asegysaa ymeTHULMTE. HacnpoTtu noc-
TojaHaTa akymynauvja Ha 3Haerba, HacrnpoTu UHTep-Ko-
MyHUKaLMCKUTE CUCTEMM Ha cobucTUumpaHuTe uHgop-
MaTUBHM TEXHOMOMUM, Ha KpajoT Ha BEKOT 36MpOT Ha
cUTe KpaeBu (Ha HanpeAoKoT, Ha ucTopujata Ha ymeT-
'HOCTA, Ha KOMYHU3MOT...), He Camo LITO He ce ycnea
Aa ce NpUNUTOMM NOUMOT Ha CMPTTa, TYKYy TOj ywTe
nouBpCTO Ce BKOTBM BO eCXaTosiowkoTo. BakeoTo
[UBeerbe Ha He-OHTOSOLKOTO W ro og3ede Ha yMeTHO-
cTa COHOT 3a yronujara. AKO ucTopujata Ha 4oBeLl-
TBOTO HAU3MEHUYHO 'Y MEHyBalle norneguTe Ha yTonu-
jata: 6uno koH uaHuHata (MnartoH, Tomac Mop), 6uno
KOH MuHaToTO (Pyco), npeaTta nonoBuHa Ha BEKOT ce
ycMepyBalle 1o NaToKa3uTe Ha HeraTueHara ytonuvja Ha
Xpabpuor Hos ceeT Ha Ongoc Xakcnu unu Ha Opsersio-
Bata )usoTtuHcka ¢hapma. Bo BTopara nonosuHa, nak,
BO MEpUOAOT Ha LYTereTo Ha CUTe LiBeTOBM, Niyco-
BUTE U MUHYCUTE Ce u3egHauuja BO pamHoAylume.

Coma Abaumnesa

EraucTeHunjanicTUYK1OT WTUMYHI Ha CIMKapCTBOTO CO
marepuja U akUMOHOTO CNMKapcTBO Ha [MoNokK wunu Ha
rpynara Nytau., Bopxonoeute coobpakajHu HEeCpeKu v
eneKTPUYHN CTOMWUUM, BO MOCT-MOAEPHU3MOT eckanu-
paa Bo 6eaHagexHu hopmu Ha abject art, BO Kou gedu-
HWTUBHO NponaaHa MOXHWUOT OMNCTaHOK U Ha peTporpag-
Hara yTonuja. MornegHeTe camo HEKONKY perieBaHTHU
asTopu Ha aesepeceTTuTe! Tonkasa OTYfeHOCT OA
xenb6arta 3a ugHuHata (ga He 36opysame 3a ugeasnHo-
TO) HaBe/fyBa Ha 36oryBarbe co yTonujata u GykeasnHo
cBeflyBarbe Ha HEj3UHOTO eTUMOJIOWKO 3Hayere — Oi
topos (He-MecTo, HENMoCTOeHKO MECTO).

MO>HO N1 e 0BOj BUPYC Aa rv 3aobukonu manybpojHuTe
MNagu yMEeTHULM 0F APYrvoT Mon v o4 Apyrute 3emju
(3achaTeHn co CMHAPOMOT Ha rf06anuamoT U Heo-Koso-
HUANM3MOT) M 4@ UM AOMNYLUTK YMETHWHKM [a ro OTCoHyBaaT
CBOETO NoMMar-e Ha yTonujaTa Kako Nno3vTuBHa Katero-
puja? Bepyeam Aieka e MOXHO, 3alTO BO CMPOTUBHO /n-
KOBHaTa MoeTuka cTaHyBa ceé MNomarnky BO3MOXKHa.

MapjeTuua Motpy, Jeere nuya Ha YTonujata, 1993, Tynu, uny, dotokonuu, 230 x 830 x 260 cMm.



FAREWELL TO THE UTOPIA?

—— —— .

The art in the 20th century started to get rid of the ontologi-
cal with the appearance of the dadaism. The motto: “Nothing
is sacred to me”, made an embargo to all kinds of beliefs.
Later on, as the art movements intermingled with all wars of
the century, so did the notions of death, catastrophe, apoca-
lypse, entropy, etc. continuously seduce the artists. In spite
of the existing accumulation of knowledge, in spite of the
intercommunication systems of sophisticated information
technologies, at the end of the century the aggregate of all
ends (of progress, of art history, of communism...), not only
failed to tame the notion of death, but this notion was
even more strongly incorporated in the eschatological.
Such rage of the non-ontological took away from art its
dream about utopia. If history of mankind changed in turns
the views on utopia: be it towards the future (Plato, Thomas
More), be it towards the past (Rousseau), the first half of the
century was directed along the signposts of the negative
utopia of the Brave New World of Oldos Haxley or Orwell's
Animal Farm. On the other hand, in the second half of the
century, in the period of blossoming of all the flowers, the
pluses and the minuses were equalized into apathy.

Sonia Abadjieva

The existentialist mood of painting with matter and the action
painting of Pollock, or of the Gutai group, the traffic accidents
and electrical chairs of Warhol, in the postmodernism, esca-
lated into hopeless forms of abject art, in which the possible
existence of even retrograde utopia definitely failed. Just ta-
ke a look at several relevant artists of the 90’s! Such alien-
ation from the desire for the future (not to mention for the
ideal) implies farewell to the utopia and literal amounting to
its etymological meaning: oi topos (no-place, place that does
not exist).

Is it possible for this virus to avoid the few young artists of the
other gender and from other countries (preoccupied with the
syndrome of globalism and neo-colonialism) and let them
dream in art-like manner their notion of utopia as positive
category? | believe it is feasible, because, on the other hand,
art poetics becomes less and less possible.

Marjetica Potrc, Two Faces of Utopia, 1993, bricks, felt, photocopies on cardstock, 230 x 830 x 260 cm




KAAE TOA HUE OAUME?

Kage toa Hue ogume? lMoganeky of cute conya? fanu
nocrojaHo nafame? ... He ckutame nim HU3 egHo 6eckpaj-
HO HULWTO? He 3jae u BO Hac npasHuHara? He ctaHa /m
noctygeHo? He ce cnywra nim nocTojaHo HOK U C€ MoTem-
Ha HOK?

®puapux Huye, Becena Hayka, 1882.

[lBaeceTTMOT BeK 3ano4Ha co YeKOpOT BO NPa3HO Ha |0-
BEKOT-NTULA KOj CO palLMPeHn Kpunja 04 NnaTHo 1 xapTu-
ja cnekTakynapHo ce ¢pnu oa Ajcenosarta kyna Bo [a-
pu3 (1900 r.).'

Hekoraw, cBeToT 6ele UCNONHEeT CO CUIryPHOCT, KOMNak-
TEeH N KOH3UCTEHTEeH Kako SeesgeHara cdepa Bo payete
Ha Bora. Osaa crtakneHa Tonka (co Ajcenosa Kyna Bo
Hea W CHer KOoj nafa ako ja NpoTpeceTe) 0gamHa ce cTpka-
na op pauete Ha bBoroT koro ro yébusme u co TPecok ce
ckpwu. Cnvkara Ha cBeToT e pasbueHa Ha 6e36poj oa-
6necouu og napyeHuaTa CTakno, Ha Henosp3aaHu cpar-
MEHTW, Ha AenoBu 04 LuenuHaTa Koja He MoXe Ja ce Co-
rnepa, Ha eNemMeHTapHy YecTUHKW KOW aHxunupaart Bo
thOTOHM 1 ME30HM IO CaMOMNOHMIITYBarbe. Hasnaym uspe-
TUTE npeaMeTV Kou Hé OnkpyxXysaaTt, cTaHyBaaT, noA
CTY/AEHOTO eNeKTPOHCKO OKO Ha MofepHaTa KBaHTHa thu-
3MKa, Camo TaWHCTBEHW NOMUHba Ha HeBUANMBU U Hemep-
nuBmn cunu, 6e306NMYHKU K 3acTpallyBaYku Kako Ha noye-
TOKOT 0f CO34aBareTo Ha ceToT. Bo noxogot koH Ho-
BOTO ¥ Heno3HaToTO oAamHa AojaoBme 40 rpaHuyata Ka-
[e 3aBpluyBa nycTuHaTa BO Koja ro npeTsopusme conct-
BEHVOT CBET W 33/ Hac ocTaHaa rpaMagHuTe ypHaTuHu Ha
Penurvjata, ®unosocujata n YmetHocta. Hue ucyeko-
pUBME BO TeMHWHaTa Ha CeeTckarta HOK npeky paboT Ka-
[e 3ano4HyBa 6eckpajHuoT SBe3feH NpocTop v cera na-
fame BO NpasHMHaTa Koja HeHaejHo ce OTBOpW npej Hac
kako 6esgHa. CerawHocTa He e ernoxa Ha AyxoBHa crar-
Hauuja, Kako WTO TBPAAT OHWE KoM cTarHupane, Benv yu-
HU4HO CroTepaujk, TyKy Hajso3byanuea enoxa Ha Muc-
neweTo oA aHTukarta. LLTo 6ewe Toa ymeTHoCcTa Ha ABa-
eceTTVOT Bek? Moxebu, camo Tpara BO npasTa Koja
ocTaHa 3aj Hac? Kage Toa Hue ogume? Noganeky of cu-
Te coHua? [Janu noctojaHo nafame? llpawarbeTo Koe
Tpeba Aa ce NOCTaBuM Ha KPajoT 04 OBOj BEK € WUTO HaBuC-
TWHA Ce Cryum co enoxara Ha fonemara [lyxOBHOCT Koja
ja HajaBu Bacunuj KaHguHcku!

‘Cexsenqa o unmor Mapus unjagagesercrorara, Hukon Begepce

Emun AnekcueB

Mapcen [uwan, Ogrnegysare Ha npalmHara
(Elevage de poussiere), 1920, hoT0: MaH Pej



WHERE ARE WE GOING?

Marcel Duchamp, Dust Breeding, 1920,
photographed by Man Ray

Emil Aleksiev

Where are we going? Further away from all suns? Are we con-
stantly falling?... Aren't we wandering through an infinite noth-
ing? Isn't emptiness gazing at us? Isn't it getting colder?
Doesn’t night and ever darker night fall?

Friedrich Nietzsche, Joyful Science, 1882

The 20th century began with the step on empty by the birdman
who, with spread wings made out of canvas and paper, threw
himself in spectacular manner from the Eiffel Tower in Paris
(1900)'.

Once upon a time, the world was filled with certainty, it was
compact and consistent as the Star Sphere in the hands of
God. This glass ball (with an Eiffel Tower in it and a snow that
falls if you shake the ball) long time ago rolled out of the hands
of God whom we killed and broke into pieces noisily. Now the
image of the world is broken into innumerable reflections from
the pieces of glass, fragments not connected, parts of the
whole that cannot be perceived, broken into elementary parti-
cles that are crushed into photons and mesons until self-
destruction. The seemingly solid objects surrounding us be-
come, under the cold electronic eye of the modern quantum
physics, only secret fields of invisible and immeasurable
forces, formless and frightening as in the beginning of the cre-
ation of the world. In our search for the New and the Unknown,
long time ago we reached the border where the desert ends
into which we had changed our world, and massive ruins of
Religion, Philosophy and Art were left behind us. We stepped
forward into the darkness of the World Night through the edge
where the infinite stellar space begins, falling into the cavity
that opened suddenly before us like an abyss. The present is
not an epoch of spiritual stagnation, as it is said by those stag-
nating, says cynically Sloterdijk, rather it is the most exciting
epoch of thought since ancient times. Art of the 20th century -
what was that? Perhaps, just a trail in the dust remaining after
us? The question that ought to be raised at the end of this cen-
tury is what actually happened to the epoch of the Great
Spirituality that had been announced by Vassili Kandinsky!

'A sequence from the documentary movie Paris 1900, by Nicole Veders.




YMETHUYKOTO AEAO - BuctuHcko
XXUBOTHO CE€H30PHO UCKYCTBO

LInHnBa AHZEPCOH |

JacHo e geka Bneroeme BO Nepuof BO KOj HalWuTe JoMKU-
HaHTHU PEeXWUMW/CTPYKTYpPU/QUCKYPCK Ce KOH(pOHTMpaa
CO HUBHUTE KOHLENTYanHW XOpPU30HTHU... U ro CTOpKja 0Ba,
noBeKe Wnn NoMarnky, CUHXpoHu3upaHo. Hue cme rnoban-
HU, MOOWUMHWM U NMOBP3aHK, HO MHOrY Of HalWWTe OCHOBHM
NOjMOBM 3a TOa KaKo ONITECTBOTO MOXe v Tpeba Aa ou-
e opraHuavpaHo 1 aa yHKUMoHMpa, He ce peanuaupa-
HW. YnoraTta Ha YMETHUKOT, YMETHUKOT Koj n3bupa aa ja
aHraxkmpa nonuTukarta Ha oea, € orpomHa - Taa ja UHBos-
BMpa KOMMNMEKcHaTa 3ajada Ha Mucnere Hanpeg, aHTu-
Luunuparse, 1 BO UCTO Bpeme NpuBrieKkyBare BHUMaHue co
YMETHUYKOTO Aeno Koe npeTtcTaByBa BUCTUHCKO XKUBOT-
HO CEH30pHO UCKYCTBO.

ARTWORK - A Real Life Sensory Experience

Geneva Anderson

It's clear that we've entered a period in which our prevalent
regimes/structures/discourses have confronted their concep-
tual horizons... and done so more or less in synchrony. We're
global, mobile and connected but many of our basic notions
about how society can and should be organized and function
have not been realized. The role of the artist, the artist who
chooses to engage the politics of this, is enormous... it
involves the complex task of thinking forward, anticipating,
and in the same time capturing attention with an artwork that
is real life sensory experience.
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...wars begin in the minds of men...(Charter of the United Nations)

If any question why we died
Tell them, because our fathers lied (Rudyard Kipling, Epitaphs of
the War)

“Hue ja Benv4ame BoOjHaTa - €AMHCTBEHATa XUrMeHa Ha cse-
TOT..o"

Baka rnacewe egHa Off MakCcUMWTe Ha OCHOBA4YKWOT MaHu-
thect Ha hyTypucTUTE. ABTOP € UTannjaHCKWOT noet . T. Ma-
puHeTW. 3a Hero u HeroBMOT Kpyr BojHaTa npeTcTaBysale
e/VHCTBEH U3ne3 3a ONWTECTBOTO Koe nponarawe Bo rparaH-
CKUTE KOHBEHLMOHANHOCTK, couujanHara KpyTocT W KnacHa-
Ta TemHuHa. CjajoT Ha “La belle epoque” 3racHa, Bepbara Bo
TpaguumjaTa u KOHTUHYWTETOT 6ea pasHuiuaHu. EpHa HoBa re-
Hepauvja HeTpPnenuBo YeKawe Aa ce cny4ar nosMTUYKKU npo-
MEeHu ¥ coBpemern pedopmu. Ako 3a MapuHeTU MHOryoueKy-
BaHaTa BojHa belle KpBaBo NPOYMCTYBakbe N NPeTnocTaska 3a
HOB W pafkaneH no4eTok, 3a fleHuH Taa Gele majka Ha pes-
onyuujata. Hacnpotu Toa, uapoT Bunxenwm ce Hagesale Aeka
BojHaTa 61 Moxena Aa buae KpyHa Ha HerosoTo Bnajeerbe.

MocakyBaHa 0/ €4HVOT, 04 APYrUOT NpudaTeHa co CTpas unu
KaKo Hen3bexxHa esporicka cyAbuHa, BojHaTa 3anoyHa Ha 1-8u
centempy 1914 roguHa. MopouHa, GPUTAHCKMOT npemuep
Noja Llopy ro onuwa OTnoYHyBareTo Ha BojHara: “...the
nations slithered over the brink into the boiling culdron of war".

Osaa BojHa Tpebalwe ga 6uge kpsaso uHane Ha 19 Bek. Ha
60jHUTE NONWH-A UCKPBaBEea MUNMOHK Nnyfe. Bo TEKOT Ha cnea-
HUTE YETUPW rOAUHIU CTApUTE KYNTYPHU NPUA0OUBKN UCHE3HY-
Baa noj yAapoT Ha OrHEHOHOTO OpyXje, @ BO 3ajHVHaTa Ha
(hpoHTOBMTE Brajeeja rnaaoT u enugemunTe. EBponckure cu-
nu 6ea HecnocobHW, egHocTaBHO Hemaa aobpa Bonja Aa ja
crpeyar BojHaTa; nopaaW HecnocobHOCTa Ha HUBHUTE BOEHW
enuTKU Aia ja 3aBpLliaT BojHaTa, Taa Tpaewe AoNnro U npeansemn-
Ka ronemu 3aryou. W HajuMHU4HUTE MANUTApUCTU He cmeTaa
CO HEW3MEpHO roNeMuTe MacoBHW YHUWITYBarba Ha HOBEYKU
KUBOTH, Ma cenak, 3a HUB CNucoLMTe Ha 3aruHaTuTe npeTcra-
ByBaa rop4 40oKas 3a MallKa HenokonebnmeocT U HaumoHanHa
)enba 3a nobesa U Ha NepBep3eH Ha4WH r cmeTaa Kako on-
paBayBatbe 3a HMBHaTa fgonropouHa crpateruja. Of ctpaHa
Ha nponaraHaaTa, MoJepHaTa BOjHa Cce AeKnapupaile Kako
6UTKa 3a NPeXUBYBarbe Ha HaUuUTe.

Bo cMucna Ha coumjan-aapBMHU3MOT KOj Toral ce rnojasu, no-
fegata Ha nocunHUTe UM Gelwe HameHeTa Ha “Hajonaropof-
HUTE" pacu. Cnenara npumeHa Ha Teopujata Ha esonyuvjata
BP3 OMNWTECTBEHUOT Pa3soj v AeduHuymjaTa 3a Hapoa Kako
KONeKTUBEH opraHusam, crtaHa oduumjanHa nerutumauuja u
WHTENEeKTyanHo nojacHysarse 3a HeonxoAHOCTa 04 BojHa, Taa
UM NOMOTHa Ha eBPONCKWTE BMaju Kou ja Bofea BojHaTa, a
0COBEHO Ha repMaHCKUTe UMnepujanucTi, 3a nonynapusvpa-
e Ha apryMeHTUTe Ha nponaraHaara. [epMaHcK1oT Cojy3 co
ABCTpO-YHrapwja Bogelue pasypHyBayku GUTku npotue dpak-
uuja, AHrnvja v Pycuja. Beaata Ha nosuuvoHaTa BOjHA Ha 3a-

UHAYCTPUCKATA BOJHA

nagHuoT poHT belwe GecnpumepHa. HenpujaTenckure Hapo-
AV cToeja efiHu cnpoTu Apyru, 6ea hacumHpann U eaHoBpe-
MEHO BYYAOBMAEHW Of SBEpCTBaTa KOW v npasea egHu Ha
Apyra.

CunwuTe Kov ja Bogea BojHaTta bea 3acneneHu og HaumoHanue-
TUYKMOT MpayuoHanusam Koj, bnarogapeHue Ha HoBUTE MOX-
HOCTU Ha UHAYCTPUCKOTO MACOBHO NPOM3BOACTBO Ha MyHULN-
ja n BOEHa onpema W CO PasBUTOKOT Ha HOBUTE CUCTEMU Ha
OpyXje, Ce W3poav BO aporaHTHO peanuaupaxo nyauno. V-
JlycTpujanuanpaHarta BojHa, CrieAejku ja concreeHara AvHa-
MUKa, CTaHa TOTanHa BojHa; BO CBOETO NPOK/EeTCTBO nosneye
LN HApOAW 1 IV MOTPOLLY CUTE HUBHU MaTepujantn pesepsu,
a Ha KpajoT ¥ HMBHATa MOpanHa cyncraHua.

3a nps naTt BO UCTOpWjaTa Ha YOBELTBOTO aBUOHUTE U Liene-
nuHUTe Gombapavpaa MHAYCTPUCKM NOCTPOJKU U NPUCTaHUL-
Ta, a TeLKO BOOPYXXEHUTE KpcTocyBayuu 6ea BKNy4YeH! BO Xe-
CTOKMTE NMOMOpCKY 6uTKM. MoAgMOpHULMTE AemHea BO Anaco-
YUHWUTE U M BNOKMpaa MopcKuUTe naTuwTa. TeHKOBCKUTe au-
BM3UM ja 3ameHuja TpaguuuoHanHaTa Kokuua. MwHodbpna-
yuTe v 6GP30TO OrHEHO OpYXje ja MexaHuaupaa cMmpTTa. Opy-
X|ETO CO AaneYmnHcKK AOCTpen ja fgoceralwe csojata uen v o4
Apyrarta CTpaHa Ha nuHujaTa Ha XOpWU3OHTOT. HenpujaTenoT
oCTaHyBale HeBWANVB, cMpTTa fele aHoHUMHA, pasopysa-
Harta ce crydysaa Ha ancTpakTHa guctadua.

Bo osaa BojHa AojA4e A0 ancypAHo udegHaqysatbe Ha NpoAyK-
yvjaTta v AecTpykuMjaTa, Wro Baxu U A0 AeHec. AKO BOBHUOT
06BP3HUK, PaBOTHUKOT BO MHAyCTpUjaTa 3a opyxje Gele co-
cTaBeH Aen o NPOM3BOAHATA MalLMHa, TOraw BOJHUKOT Koj ce
6opelue Ha 60jHOTO none Gewe pe3epeeH Aen o BoeHaTa ma-
WKHa. M paboTHUKOT W BOJHUKOT, Ha OApeAeH HaquH, pabotea
BP3 CBOETO COMNCTBEHO [yXOBHO U TEIeCHO pasypHyBarbe, Uc-
TOBpEMeHo 6ea npecTanHuLy 1 XpTeu. Bo uHaycTpuckara Boj-
Ha Hemalle noeavHuM, HMBHaTa WHAUBMAYANHOCT NOTOHA BO
BOEHATa OpraHv3aluja Ha peanHocTa.

dparmMeHTUpPareTo Ha CBETOT Ha A0XVBYBaHeTO U 0CaMeHOC-
Ta BO OAHOC Ha CMPTTa, TPajHO ja U3MeHuja ncuxara Ha Hose-
KOT Ha hpoHTOT. KOnKy noBeKe noeauHLMTe-y4ecHULM BO BOj-
HaTa umaa yBuz BO ronemMuTe noBp3aHOCTH KoM ro onpegeny-
Baa HUBHUOT XXMBOT, TONKY NoHepastupnuen um 6ea HameTHa-
TUTE CTpajarba, a HOBEHKUTE N MOpanHWTe OCHOBW Ha HUBHA-
Ta fgoTorawHa ersucTeHywja cé noseke uM ce pywea. Mpeg
HUBHUTE 04U Ce pacnaraa TpaguuMoHanHUTe noBp3aHocTk, ce
pacnpckysaa BO ()parMeHTapHu, napanesnHo nocToe4ku oaa-
©nHW BUCTUHY, BO KOU MOMMMUTE 33 HEWTO WTO € HOpManHo, na
Aypv # BOOBMHAEHOTO YyBCTBO 3a BPEME, 6ea narybenu. He-
CTOTO NPUCYCTBO Ha CMPTTa Hele BO CNPOTUBHOCT CO CUTE Xe-
POjCKM NPOCBETNYBAYKM U nponaraHgUCcTUHKN NPeTXo4HO Co3-
[afeHy NpeTcTasu Kou Tue rv ovekysaa. Bo Aeawnysujara,
rpafaHcku Cy6jeKTUBHOTO rnegarbe Ha CBEeTOT ce npeobpasau
BO HOBM Hay4HOo-06jeKTMBHU nepcnektveu. Cpeje BoeHuTe
€KCL|ecH, BO HEKOHTPONUPaHOTO GecHeerse Ha CBETOT Ha Ma-
WMHUTE, Ce CO3Aaje HOBMOT YOBEK, YWTE MOHeCcUrypeH, cé
ywTe, 6e3 jacHa npeTcTaea 3a ugHuHaTa, a cenak nogroTeeH
e/ieH AEeH CamMuoT fja rv HacodyBea cyfbuHuTe.

Texcr 3a karanoror Ha Hoeara naywonanua ranepwja 8o beprmn “XX 8eK - egeH
BeK ymeTHoCT 80 epmarmja’



Lutz Becker

THE INDUSTRIAL WAR

cruisers were engaged in the fierce naval
battles. Submarines were lurking in the sea
depths thus blocking the sea routes. The
traditional cavalry forces were now substi-

...wars begin in the minds of men... (Charter of the United Nations)
If any question why we died
Tell them, because our fathers lied (Rudyard Kipling, Epitaphs of the War)

“We praise war - the only hygiene in the world...”

Such were the words of one of the maxims of the founding manifesto
of the futurists. It was written by F. T. Marinetti, an Italian poet. For
him and his circle, the war represented the only getaway for the soci-
ety that was sinking in bourgeois conventionality, social rigidity and
class darkness. The glamour of “La Belle Epoque” was finished:; faith
in tradition and continuity were shaken. A new generation waited
impatiently for political changes and modern reforms to happen. If
for Marinetti the long-awaited war was a bloody catharsis and pre-
sumption for a new and radical start, for Lenin it was the mother of
revolution. On the other hand, Kaiser Wilhelm hoped that the war
could be the culmination of his rule.

Desired by the first, and accepted by the second with fear or as ine-
vitable European fate, the war started on 1 September, 1914. Later,
the British Prime Minister Lloyd George described the very start of
the war: “...the nations slithered over the brink into the boiling caul-
dron of war".

This war should have been the bloody finale of the 19th century.
Millions of people shed blood at the battlefields. During the next four
years, the old cultural heritages were disappearing under the strike
of the fire arms, while in the background of the front lines famine and
diseases prevailed. The European powers were incapable, that is,
they simply did not have the good will to prevent the war; due to the
inability of their military elites to end the war, it lasted long and
caused great losses. Even the most cynical militarists did not count
on the immensely great massive destructions of human lives. Still,
for them the lists of the killed persons represented a proud evidence
on the manly pertinacity and national desire for victory and in per-
verted way they considered those lists a justification for their long-
term strategy. The propaganda declared the war a battle for the sur-
vival of the nations.

In the context of the social Darwinism that made its appearance
then, the victory of the stronger was intended for the “most noble”
races. The indiscriminate application of the theory of evolution on
the social development and the definition of peoples as collective liv-
ing entity, became official identification and intellectual clarification
on the necessity of war; it helped the European governments that
were waging the war and especially the German imperialists to
make the propaganda arguments popular. The German alliance with
Austria - Hungary was waging destructive battles against France,
Great Britain and Russia. The misery of the trench warfare on the
western front was absurd. The opposing nations were standing
against each other; they were fascinated and at the same time
astonished by the brutalities they were inflicting each other.

The powers waging the war were blinded by the nationalistic irratio-
nalism, that, thanks to the new potentials of the industrial serial pro-
duction of munitions and military hardware and to the development
of the new systems of armament, degenerated into arrogantly reali-
zed madness. The industrialized war, following its own pace, beca-
me a total war; it involved whole nations in its curse and consumed
all their material reserves, and, at the end, their moral substance as well.
For the first time in history of mankind, airplanes and zeppelins were

tuted by tank units. Mortars and speedy
cannons mechanized death. Long-distance cannons were hitting
their targets on the other side of the horizon line. Thus the enemy
became invisible; death was anonymous; destructions were made at
abstract distance.

An absurd equalization between production and destruction hap-
pened in this war, that is still valid even today. If the military con-
script, the worker in the arms’ industry, was an integral part of the
production machine, then the soldier fighting on the battlefield was a
spare part of the military machine. Both the worker and the soldier,
in a way, were working on their own spiritual and physical destruc-
tion, being at the same time both villains and victims. There were no
individuals in the industrialized war; their individuality sunk into the
military organization of reality.

Fragmenting the world of experience and loneliness with regard to
death permanently changed the psyche of man on the front lines.
The more the individuals participating in the war had insight in the
great circumstances that determined their lives, the more senseless
became their imposed misfortunes, while the human and moral
grounds of their present existence was continuously falling apart.
Before their own eyes traditional bondages were being destroyed,
were being atomized into fragmentary, simultaneously existing, sep-
arate truths, where notions of what is normal, of even the usual
sense of time, were lost. The frequent presence of death was con-
trary to all heroic, enlightening and propaganda perceptions, previ-
ously created, that they had expected. In the disillusion, the civil sub-
jective view on the world was transformed into new scientific-objec-
tive perspectives. Amidst the war excesses, in the uncontrolled rage
of the world of machines, new man was created, even more uncer-
tain, still without clear understanding of the future, yet prepared one
day to determine the fates.

Text for the catalogue of the New National Gallery in Berlin “The 20th Century - A Century
of Art in Germany”

®dununo Tomazo MapuxeTtw, “TurnomoHTaxa” o Les mots en liberté futurists, 1919
Filippo Tommaso Marinetti, “Typomontage” from Les mots en liberté futurists, 1919

bombarding industrial plants and sea ports, and the heavily armed




JOSEPH KOSUTH

'untitled statement’

Hebojwa Bununk Nebojsa Vilik

‘My current work, which consists of categories from the the-
saurus, deals with the multiple aspects of an idea of some-
thing. | changed the form of presentation from the mounted
photostat, to the purchasing of spaces in newspapers and
periodicals (with one “work” sometimes taking up as many as
five or six spaces in that many publications — depending on
how many divisions exist in the category). This way the imma-
teriality of the work is stressed and any possible connections
to painting are severed. The new work is not connected with a
precious object — it is accessible to as many people as are
interested, it is non-decorative — having nothing to do with
architecture; it can be brought into the home or museum, but
was not made with either in mind; it can be dealt with by being
torn out of its publication and inserted into a notebook or sta-
pled to the wall — or not torn out at all — but any such decision
is unrelated to the art. My role as an artist ends with the work’s
publication.’

[Kosuth, Joseph (1968) ‘untitled statement’, in: Germano
Celant (1969) Arte Povera, p. 98, New York: Praeger.]

... CO WITO OArOBOPHOCTA 3a peuenuujarta u nepyenyujata
Ha YMETHUYKOTO Aeno ce npedpna Ha peuunueHToT, uu,
HeLUTO MoJoLHa - HA KOPUCHUKOT Ha YMETHUYKOTO Aerno,
LWITO BCYLWHOCT ja NpaBuv OBaa u3jasa (0AHOCHO HejsnHaTa
nocneaHa pedeHvla, HejaMHNOT nocneaeH uckas) - npo-
poyka.
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Josed KowyT, EgHa u Tpu cTonnym, 1965, choTorpacuja, ApBeHa cTonmua u TeKeT
Joseph Kosuth, One and Three Chairs, 1965, photograph, wooden chair and text




UHAUBUAYANHA AKLUJA

3a KpUTUYAPOT W UCTOPUHAPOT Ha YMETHOCTa NPOBEMOT He e BO TOa WTO € yMeTHOCTa Ha 20.
BEK reHepasnHo, BOOMWTEHO 1 06jeKTUBHO, TYKY LITO 3@ HEero IN4HO 3Ha4M UCKYCTBOTO Ha yMeT-
HOCTa BO BPEMETO W CpeavHaTa Bo KojawTo AejcTteyea. Kako Bp3 UCKYCTBOTO Ha coBpemeHara
YMETHOCT ' U3rpagyBasn COMCTBEHUTE CTPYHHM, KyNTYPHU, MOPanH U MOnUTUHKK CTaBoOBM.
MCcKycTBOTO Ha coBpemeHaTa yMeTHOCT nomara Aa ce CTUrHe [0 cneanute CrosHanuja; ymer-
HocTa e (6v Tpebana aa 6uae) npodecvja Ha He3aBuCHaTa eauHKa, 3aHumasarbe co YMeTHOCT
(6MN0 KaKo YMETHUK UMW KpPUTW4aP), rOBOPEH-e BO NPBO NuULe, 3Hayu HarnaceHo jaBHO UHOW-
BUZlyanHo AecTByBare KOe Ce NOTMMLLYBa CO CONCTBEHOTO UMe U Npesume. Toa e gejHoCT Koja
BO WCTOBETHA MEepa ApXu A0 CONMCTBeHaTa, Ho U A0 cnoboaHarta BONja Ha cekoja gpyra nu4-
HOCT, ce 3anara 3a pasbuparbe ¥ 3a yBaXKyBarbe Ha CTaBOBUTE Ha ApYrvoT, BO NPUHLMN Ha Ce-
koro. Moapasbupa pasnuka v Npaso Ha pasnuka Ha cuTe BO KOHKPETHOTO jaBHO KyNTYpPHO U CO-
UMjanHo onKpyxysarbe, npuaka BKNy4ysarse BO jaBHuoT gwmjanor. OTTyKa, NOjMOBUTE Kako
WTO Ce jasU4HWUOT U MeAM|CKMOT nnypanusam, MynTuKynTypanusmor, oThnyBareTo Ha ceka-
KOB LiHTPWU3aM U Cfl. He Ce CYWTEeCTBEHN 0COGEHOCTN Ha coBpemMeHaTa yMeTHOCT. Ha kpajor,
MCKYCTBOTO Ha COBpeMeHaTa yMeTHOCT noapasbvpa nocTtojaHa notpeba 3a AyXOBHO CaMou3-
rpajlysarse, yCOBpLUyBare, AOKaxysatbe, 6apa CBECT 3a concrseHara nonoxb6a BO onwTe-
CTBEHaTa OKONWHa, noapasbupa 1 u3ncKysa CTPacT Koja ce BHecyBa BO npodghecwjaTa Ha Koja-
LUTO W € NOCBETEeHO CEeKOjAHEeBHOTO NOCTOeH:Ee.

INDIVIDUAL ACTION

Jesa Denegri

For a critic and historian of art, the problem is not what is art of the 20th century in general, objective
manner, rather it is what for him personally means the art experience in time and milieu in which he
acts. How, based on the experience of contemporary art, he constructed his own professional, cultural,
moral and political views. The experience of contemporary art helps us attain the following knowledge:
art is (should be) a profession of an independent individual, preoccupation with art (be it in capacity of
artist or art critic), speaking in first person singular, that is, articulated individual action in public that is
signed with one’s own full name. It is an activity which to the same extent, sticks to the one’s own free
will and that of any other person, an activity that stands for understanding and for respecting the views
of the other, in principle, of everyone. It implies diversity and right to diversity of everyone in the con-
crete public cultural and social milieu, it accepts inclusion in the public dialogue. Therefore, the terms
such as language and media pluralism, multiculturalism, rejection of any centrism, etc., are not essen-
tial features of contemporary art. Finally, the experience of contemporary art implies constant need for
spiritual self-upgrading, improvement, confirmation, it requires awareness of one’s own position in the
social milieu, it implies and requires passion that is brought into the profession to which the daily exis-
tence is dedicated.




... UMETNOST MORA BITI
LEPA .. ..

... UMETNIK MORA BITI
LEP...

Sadrzaj akcije

l. S2dim na stolici s c¢esljom i
Cetkom za kosu (metalnom) u
rukama

CeSljam i ¢etkam kosu ponav-
ljajuéi redi:

»Umetnost mora biti lepa,
umetnik mora biti lep«

3. C:8lj.m i ¢etkam kosu dok mi
sc kosa 1 lice ne izobli¢e
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MapuHa A6paMoBuK, YMeTHocTa Mopa ga 6uge ybasa ... yMETHUKOT Mopa ga 6uge yb6as, 1975, nepdopmaHc
Marina Abramovic, The Art Must Be Beautiful ... The Artist Must Be Beautiful, 1975, performance




HA 20 BEK

[Nanu ymeTHocTa Ha 20 BeK e nocebeH, U3fBoeH heHo-
MEH LITO 3HAYUTENHO OTCTanysa off pa3BOjHUOT HU3 Ha
npeaxoaxuTe enoxv? [JUCKOHTUHYWTETOT WTO MOAEpHU-
Te ABWXKEersa ro NoTeHuupaa Ha Nno4YeToKoT 0f BEKOT BO
hyHKUM|a HA YMETHOCTa KaKo “HanosiHO" aBTOHOMHa 06-
nacT ynaTyBa Ha No3uTMBEH OAroBop Ha OBa npatiarbe.
HewTo nogouHa, BO TeKOT Ha 20-TUOT BEK, OBaa aBTo-
HoMuja Ke buZe NpakTUKyBaHa U UHTepnpeTupaHa Kako
eiHa KOMNaKTHa pa3BojHa HULIKA LWTO BHATPELWHO ce
camonpogyuvpa Bo “noruyHa” u “npupogHa’ cykuecuja
Ha chopmata. Ho, aBTOHOMMjaTa Ha YMETHWUHKMOT jasuk,
a 3a MogepHara Toa e ja3vkoT Ha (hopmara, He e cneum-
tbuyeH heHomeH camo Ha ymeTHocTa Ha 20 Bek. Taa e
CBOJCTBEHA U MHayrypupaHa HewTo NopaHo, o4 BTopaTa
nonoBuHa Ha 18 Bek, a Npecy4HO BO MofepHaTa rpafaH-
cka enoxa og 19 Bek. Ho, pa3bupar-eto Ha aBTOHOMM-
jaTa Ha mofepHaTa ymeTHOCT 04 20 BeK cenak uma egHa
cneuuduKa WTO ja U3aBojyBa Kako nocedeH heHoMeH.
Toa e MoAycOT Ha MHTepnpeTauuja, Ha camouHTepnpe-
Taywja BO 3aTBOPEHUOT (hopmaneH CUCTEM Ha HauvH Ha
efHo, NO Manky, TpaymaTcko pasrpajyBarbe v Hagmu-
HyBarbe LWTO Ha KpajoT pesynTupa co pasrpajysarse 1
HUWTEHE W Ha camarta (hopma, Kako BO KpajHaTa WH-
cTaHua Ha 0BOj pa3Bsoj - ancTPakHWOT eKCnpecuoHn3am,
eH(opMenoT...

YmMeTHocTa Ha 20 BeK Uma ylTe efHa cneuuuka wro
ja uagsojyBa kako noce6eH eHomeH. Toa e HejauHnoT
anTep ero - aBaHrapAHUTe ABUXerba WTO Kako nojasem-
HW BOAW, OF BpeMe Ha Bpeme, Iy noTkonyeaa camuTe
TEMenu Ha Haj3uHoTO ONCTOojyBarbe BO TEKOT Ha 20 Bek.
ABaHrapgHuTe ABvXKerba ywTe noapacTuyHo ro ucTak-
Haa AUCKOHTMHYUTETOT CO YMETHOCTa oA npeaxoaHuTe
enoxu co NpeTeHaun Ja oaaT A0 KpajHUTe rpaHuuun Ha
YMETHUYKUOT jasuk. MIMeHo, Tue ro ocnopyBaa (heHoMe-
HOT Ha camaTa YMEeTHOCT, yapuvja BO TEeMenuTe Ha Hejs-
nHata mogepHa rpaaba - rnopuduumpaHaTa asToOHOMU-
ja Ha mogepHaTta copma. bes HUKakew npegpacyav ce
BMyLWTKja BO NNMMaTa Ha “npowmnpeHoTo none”, nporna-
CyBajkM EKCTEepUTOpPUjaniHOCT U HeorpaHM4eHoCT. Ooa
Ouwan v [JanansmoT Kako HajeKCcrnoHupaHsu npumepmy o4
npeaTa nonosuHa Ha BekoT, og PJIYKCYC geuxereTo,
npeky OpojHUTE KOHLEenTyanuaauun Ha yMeTHUHKWUOT
ncKas BO WeeceTTUTe U cegymaeceTTuTe roguHn o se-
ke rnobanHara pacnpocTpPaHeToCT Ha KOHUEenTyasnHu
npakTUKK WTO 3achakaaT BO CUTE Pervn Ha peasnHoTo v
hvKLUMOHANHOTO BO COBpPEMEeHUTe pABKWXerba, OBaa
YMETHOCT MOLUHEe PU3MYHO K pasrpajysawe cute 3a-
TeKHaTW YMETHUYKW, KYNTYPHW, UMBUIM3aLMCKU MoAe-
nu. NpuToa, ceecHo belue npuakaH pU3nKOT 04 pacTo-

GEHOMEHOT HA YMETHOCTA

BaneHTunHo AuMnTpOBCKU

yyBare Ha yMeTHOCTa BO efHa HULLITOXHa pacnpuka-
XKAHOCT U Henpeno3HaT/IMBOCT.

MapagokcanHuoT of Ha ymeTHocTa Ha 20 BeK Nnpeky
oBMWe [Be rMaBHU ABWXKEeHa (MOAepHNOT hopmanusam u
aBaHrapausmoT) Ha KpajoT Ha 20 BeK HameTHyBa eHo
napajiokcanHo npatarse. [lanv Beke xvseeme BO Bpe-
Me Ha YMETHOCT nocne Kpajot Ha ymeTHocTta? Hecom-
HEHO Aeka oBa npalarbe npousnerysa of (heHOMeHOT
Ha ymeTHocTa Ha 20 BeK M 0f HE3UHUOT KOHCEKBEHTEH
3aBplieTok. Ho noseKke He e U3BecHo aanu “ymetHocrta”
noA Bakea 3anpawaHocT e Hekakos nocebeH (heHOMEH,
WK Nak ce NpeToYyBa BO MHOWTBOTO rfiobanHn TexHo-
NOLKM 1 MHOPMaUMCKK TPeHAoBK 6e3 Hekoja nocebHa
cneumdumka.




PHENOMENON OF THE 20th

I

CENTURY ART

Is 20th century art a specific, separate phenomenon that sig-
nificantly departs from the development sequence of the pre-
vious epochs? The discontinuity that was underlined by mod-
ern tendencies at the start of the century to promote art as
“completely” autonomous field leads us to a positive reply.
Somewhat later, in the course of the 20th century, this auton-
omy was practiced and interpreted as a compact develop-
ment sequence that internally produces itself into a “logic”
and “natural” succession of form. However, the autonomy of
art language, and for modern art it is the language of the
form, is not a specific phenomenon only for the 20th century
art. It is characteristic and inaugurated somewhat earlier,
since the second half of the 18th century, and decisively in
the modern bourgeoisie epoch of the 19th century. But, com-
prehension of the autonomy of the modern 20th century art

Valentino Dimitrovski

still has a specificity that singles it out as a separate phe-
nomenon. It is the mode of interpretation, of self-interpreta-
tion in the closed formal system in the manner of one, some-
what, traumatic decomposition and overcoming that at the
end results in decomposition and annulment of the very form
as well, as in the final instance of this development - the
abstract expressionism, the informel...

The 20th century art has another specificity that singles it out
as separate phenomenon. It is its alter ego - the avant-garde
movements that as underground waters, from time to time,
undermined the very foundations of its existence in the
course of the 20th century. The avant-garde movements
even more drastically exposed the discontinuity with the art
of the previous epochs, with intentions to reach the final lim-
its of the artistic language. Namely, they denied the pheno-
menon of the very Art, they struck a blow to the foundations
of its modern structure - the glorified autonomy of the mod-
ern form. Without any prejudice, they let themselves into the
high tide of the “expanded field," thus proclaiming extraterri-
toriality and no limitation. From Duchamps and dadaism as
most exposed examples of the first half of the century, from
the Fluxus movement, through the numerous conceptualiza-
tions of the artistic expression of the 60's and 70's, to the
already global prevalence of conceptual practices that con-
cern all the domains of the real and the fictional in the con-
temporary movements, this art deconstructed in very risky
manner all existing artistic, cultural, civilization models.
Thereby a risk to decompose art into a worthless babble and
non-recognazibility, was consciously accepted.

The paradoxical march of the 20th century art through these
two main movements (modern formalism and avant-
gardism) at the end of the 20th century raises a paradoxical
question. Are we already living in a period of art after the end
of art? There is no doubt that this question comes from the
phenomenon of the 20th century art and from its conse-
quential end. However, it is not still certain if “art” under such
questioning represents some kind of separate phenomenon,
or it transfuses itself into the many global technological and
information tendencies, without having any concrete speci-

ficity.

HeH MNonguH, ®atuma ceeku, lNoptyranuja, 1998, coTorpaduja
Nan Goldin, Fatima Candles, Portugal, 1998, photograph




PEBOAYLUUJATA HA MOEAUHELLOT

HaBukHaTK cCMe Aa umame ogHanpe[ AajeHa npeTcrasa
3a ymeTHocTa Ha 20. Bek. Bo ymeTHoCTa vma age noro-
nemu pesonyuuun: oHaa so 1911. u Bo 1968.

MNpeaTta Gewe nonpedyeHa oa Mpeata u of Brtoparta
cBeTcKa BOjHa; BTOparta Aonr nepuos Oewe Bojeyka
ymeTHoCT. Ho 3a MeHe HajsHavajHaTta pesonyuwja bewe
Ha egHa uHauBuaya - AHTOHeH ApTo. HerosuoT peBonT
ja Aonpe cywTecTBeHOCTa Ha YOBEYKOTO BUTHE M Hero-
BOTO ogHecyBarbe. Hue Bnerysame 8o 20. BEK CO HeBe-
pojaTHa cnoboja Ha Ha4uHWTe Ha uspasyBare, CO efjeH
ontummcTuluku npouyT. Ce Hageeam feka 21. Bek Ke
Tpeba ga ussnedye noyka of crpawHute aktu Ha 20.
BEK 3a fia He ce MOBTOpyBaaT AUCKpUMMHaUMjaTa U Ko-
nexwurte Ha manuvHcTearta. Ce HageBam geka yMeTHOC-
Ta cekoralu ke 6uae Ha cTpaHara Ha cnobogaTa 1 MupoT
6e3 ga Aasa cTporu BepbanHu nekuuv gypu v kora taa
Hema BeAHaw Aa 6uge pasbpaHa og soaaquTe, 6e3 pas-
fMKa ganu ce Tue nonuTuHapu, AUKTaTopu unu akuwo-
Hepw 3alWTUTHULM Ha BpeaHOCTUTE.

Majk Kenu, U3suHysare (Of “Asctpanmjara'), No |, Il 1Il, IV, V, 1984, akpunvk Ha XapTuvja




THE REVOLUTION OF THE INDIVIDUAL

-

Harald Szeemann

We are used to have a given view on the art of the 20th cen-
tury. This art had two major revolutions: in 1911 and 1968.

The former was stopped by World War |, and World War II; the
latter became for a long time the leading art. For me, howev-
er, the most important revolution was the one of an individual,
named Antonin Artaud. His revolt touched the essence of hu-
man being and his behavior. We are now entering the 21st
century with an incredible freedom of modes of expression,
with an optimistic blooming and | hope that the 21st century
will have learnt from the horrible facts of the 20th, without
repeating discrimination and massacres of minorities. | hope
that art will be always on the side of freedom and peace and
that it will give non-verbal, strong lessons even if not under-
stood immediately by the rulers, may they be politicians, dic-
tators, shareholders, or value protectors.

Mike Kelley, Apology (From “Australiana”), No |, Il, 111, IV, V, 1984, acrylic on paper




WcTopujaTa Ha ymMeTHOCTa € BelWTuWHa Ha WHAWPEKTHUOT rosop 3a
COMEpIIMBMTE HeLTa 1 Nojasu 04 CTPOrWOT, a cenak HeoApeaeH CUCTeM
Ha OHa 3Haerbe KOeLTO caMO JIMKOBHUOT jasuk MOXe Aa ro npeHece.
MeToauTe Ha OBaa BeWTWHA Ce pa3BMBaaT Kako CNOXEeHW Hay4HW
npeAnosu Ha KOAOT 3a YuTarke CO KOjWTO 3HauuTe, cumbonuTe, npet-
cTaBuTe U CIIMKUTE ce nogpeaysaar BO CMUCTEHW LeNuHU U enoxasnHi
nopaku. MpeaAMeToT, NaK Ha uctTopujata Ha yMeTHoCTa e HecurypHoTo
1 HENOTNOSHO ceKasarbe 3a UCKYyCeHuTe HyBCTBa, HaBeCTeHUTEe MUC/TU
W HejacHWTe NPUCMOMHYBatba NPeau3BUKaHn o4 cpeabata co IMKOBHO-
T0 geno. Bo aM6MeHTOT Ha obemHaTa, peyucu HenperneaHa ymeTHu4ka
npoAyKuuja Ha XX BeK, YMHOT Ha UCTOPUCKO BpeaHyBarbe Haj4ecTo Ha-
AUKYBa Ha CUCTeMaTu3aLmja Ha KOHTUHIEeHTHOTO. Hakyco, Kako Aa ce
paboT¥ 3a TOMKyBabe U BpefHyBarbe Ha cekasarbara 3a efioTo Wro
ro Hema.

McnonHyBajku ja kaTagHesHaTa 006Bpcka Ha cypeAyBarbe U OCBeXYy-
Barbe Ha CONCTBEHUTE cekasarba 07 MakeOHCKOTO MOAEepHO 1 coBpe-
MEHO NIMKOBHO TBOPELLTBO, CeKorall HaHOBO OCTaHyBam B4YA0HEBUAEH
OA COAPXMHATA HA OHa LWTO W3rNeAa Kako HeNoABUXKHO cpeauLlTe Ha
MOWTEe UCKYCTBa 3a ymeTHocTa. Tamy, BO Taa To4Ka Ha MupyBarse, noc-
TojaHO ce nojasyBa €4eH Nporpamcku notar Ha Crmkapot Bopko
Nasecku (1917-1993) - MOHYMEHTANHUOT AeKOopaTUBEH (hPEcKo aHcam-
6n “HOB Bo MakegoHuja” oA cTaparta Xene3Hu4yka ctaHuua Bo Ckonje
(1951-1956). Oea pgeno Ha Jlasecku noeseKke He NoCToun. YHUWTEHO e BO
CKOMCKMOT 3emjoTpec og 1963 roguHa, 3aefHo CO unjagHuTe HoBeqku
XPTBM Ha CTUXMjaTa ¥ HebPOEeHUTE HeOACOHYBaHW CHULITA 3a WAHUHA-
Tta. Cera, npes NOYeTOKOT Ha HOBOTO CTOrOA4WULIHO onbpojysarse, cé
noBeKe CyM CKIOH BO hpeckuTe Ha Jlasecku ga ro npenosHaam XpoHo-
NOLWKOTO, CTUMNCKO U KYNTTYPHO CpeAvluTe Ha MakeAoHCKaTa CTBapHOCT
O/ CTONETMETO CO KOELTO HAacKopo Ke Tpeba aa ce 36orysam. HaeaHo,
cé nomanky Cym pacriofioXeH 3a uctopujara KojawTo ce onpasAysa co
pUTYanHoOTO NpuceKasarbe, CO NOBTOPYBaHETO Ha CBETUTE chopmynu v
YyJOTBOPHOTO NPUBMKYBaHbE Ha AyXOBUTE O MWHATOTO. KoHeuHo, cé
no4ecto ocTaHyBaMm yBepeH AeKa BUCTUHCKAaTa UCTOopuja, BUCTUHCKaTa
YMETHOCT W BUCTUHCKMOT XWBOT Criojenysaat eHoO euHCTBEHO AnHa-
MWYKO YCTPOjCTEO.

®peckuTe Ha Jlazeckn of cTapara CKOMCKa XenesHuika cranuua rm
HeMa noBeKe, UCTO KaKO LUTO HEKOW BaXHW fena Ha ymeTHuuute Hu-
kona MapTuHocku (1903-1973), iumo TofopoBCKU (1907-1983), MNeTap
Maaes (1927-1993) unu Netap Xayu Bowkos (1928), nocrojaT camo BO
WTYpUTE CBEAOWTBA Ha COBpeMeHuuuTe. A cenak, OTCYCTBOTO Ha
[EenoTo Kako fa He e A0BOoneH KpuTepuym. arneaa Aexa eanHCTeeHo
oBaa usseaba Ha Jlaseckv ja Brpajysa ApamaTukara Ha yHULWITyBarbe-
TO BO HEKaKBa UCTOPUCKA NepCreKkTBa, ocTBapyBajku ja Ha TOj HauvH
pamHoTeXarta Mefy KONEeKTMBHUOT CTPEeMeX KOH BE4HOCTa U MHAUBIA-
yanHara xenba Ha MuroT, mefy kpeskaTa TBOpeyKa BU3Mja Ha 4oBeY-
KWTE AOCTOMHCTBA W cnenarta HyXXHOCT Ha NPUPOAHUTE LIMKIYCH. Tyka
ja Haofam cmucnaTa Ha Mojata 06BpcKa fja Npyukaxysam 3a concTeeru-
Te cekagarba 1 4a rv Npepackaxysam CBOUTe NpukaxyBarba. BpemeH-
CKOTO HULWAnNo Ha XX BEK HAcCKOpo Ke ce CMUpW W Ke 3acTaHe. 3arne-
AaH BO HeroBaTa noTnopa, ro Npeno3Hasam AenoTo WTO ro Hema.

AEAOTO LUTO IO HEMA

bojaH VIBaHOB

Bopko Jlazecku, aeTtarn of @peckara 3a
HOB, 1951-56, (hpecko-6yoHo,
(yHuwTeHa Bo 3emjoTpecot 1963),
BuBLa )eneaHuyka craHuya, Ckonje



THE MISSING WORK OF ART

Borko Lazeski, Fresco for National War for
Liberation (detail), 1951-56, fresco-buono
(destroyed during the Skopje earthquake in 1963),
Former Railway Station, Skopje

Bojan Ivanov

Art history is an art of indirect speech on things and phenomena
commensurable within the strict and yet undetermined system of
that particular knowledge which is attainable only through the pic-
torial language. The methods of this art are developed as com-
plex scientific proposals of a code that reorders signs, symbols,
images and pictures into sensible comprehensiveness and mes-
sages of epochal importance. On the other hand, the object of the
art history consists of uncertain and incomplete recollection of
experienced feelings, implied thoughts and indistinct evocations
brought up by the encounter with the work of art. In respect to the
abundant, almost immeasurable artistic production of the 20th
century, the act of historical evaluation often resembles a sys-
tematization of the contingency. In brief, as if it were about the
interpretation and evaluation of the memories of the missing work
of art.

Attending to the everyday chores of mending and refreshing my
own recollections of the modern and contemporary Macedonian
art, | regularly find myself amazed by the contents of what seems
to be the immobile core of my experiences on art. There, in that
point of stillness, a particular programmatic endeavor of the
painter Borko Lazeski (1917-1993) keeps occurring — the monu-
mental fresco ensemble “National Liberation Struggle in
Macedonia” (1951-1956) in the old railway station in Skopje. This
work of Lazeski no longer exists. It was destroyed in the earth-
quake of 1963, along with the thousand odd human lives and
countless interrupted dreams of the future. Now, when a new cen-
tennial countdown is about to begin, | am ever so more inclined
to recognize in the frescoes of Lazeski this chronological, stylistic
and cultural medium of the Macedonian reality of the century that
| am soon to bid farewell to. Meanwhile, | am becoming less tol-
erant in regard to the history that is vindicated by ritual reminisc-
ing, by repeating holly formulae and by miraculous invoking the
spirits of the past. Finally, | find myself ever so strongly convinced
that the real history, real art and real life are all sharing one and
same dynamic structure.

Lazeski's frescoes from the old railway station in Skopje are
gone, same as some very important works of artists Nikola
Martinoski (1903-1973), Dimo Todorovski (1907-1983), Petar
Mazev (1927-1993) or Petar Hadzi Boskov (1928) exist only in
the scarce testimonies of their contemporaries. And yet, the
absence of the work of art does not seem sufficient a criterion. It
appears that this particular execution of Lazeski manages to
include the dramatics of the destruction into certain historic per-
spective, thus achieving a balance between the collective striving
for eternity and the individual desire of the moment, between the
fragile creative vision of human dignity and the blind necessity of
the cycles of nature. This is where | see the meaning of my duty
to tell of my own recollections and to retell my stories. The pen-
dulum of the 20th century is slowing down and is about to stop.
Gazing in its fixing point | recognize the missing work of art.

Translation into English: Maja Hadzi-Mitrova




Xau Knop: Wrto ga npasume? Cosgasame gena Ha
YMETHOCTa, Ha PafocT ¥ ybasuHa Kou Hemaat Hukakea
yen. Tue He BpejaT 3a HULITO OCBEH WTO Ce YMETHUYKO
aeno. CozgaBame yMETHOCT 3a Hac cCamuTe U 3a HawumTe
copaboTHUUW, @ He 3a nybnmkaTa. AKo nybnukara ucTo
Taka yXvBa BO HUB, TOrall Toa e nNocT-eeKT, v ce pas-
6upa, Hé NpaBu CPEKHU KaKo Kora TaTKoTo 1 Majkara ce
3a/10BOSHIA KOra HEeKOj Ce BOCXMTYBa Ha HUBHUTE Aeua.
Hwue rv cozaaBame OBve YMETHUYKM Aena u camuTe nna-
Kame 3a HVB 3aToa WTO cakame fa paboTume BO ToTan-
Ha cnoboga u 3a nocnegHuse 41 roguHa Toa Gewe an-
conyTHa notpeba.

Kpucto: Cekoj yMeTHUK paboTu 3a camuoT cebe, Toa
MOXe aa 6uge mana crvka co BogeHu 6ou unu ronema
cnuka. AKO yMETHUKOT He ja npasu paboTara 3a camuoT
cebe u o cebe, TOj € KOMEpUMjaneH yMeTHWK, npona-
raHgeH YMEeTHUK. BUCTUHCKMOT yMeTHUK uma notpeba
LITO HUKOj HEe MOXe Aa ja 3anpe, WTo Hema onpasjysa-
tbe, OCBEH WTo Toj 61 cakan aa ro npasu Toa. Osa He e
MOBP3aHO CO HAABOPELIHOTO, TYKY CO BHaTpewHoTo. Cu-
Te HalW NPOeKTU Ce NOB3paHu CO YMETHUYKOTO Aeno,
HelTO Koe BHaTpe BO Hac 6w cakano fa ro peanusuvpa.
HaweTo BHaTpe He Npu3HaBsa AeKa 0Ba € MUIeHUYMCKN
nepuoa, Kpaj Ha MUNEHUYMOT, HeKOj AaTyM, TyKy Aeka
Toa uma notpeba fa cosgasa.

Xau Knopg: WTo ce ogHecyBa A0 HAc, MWUNEHWUYMOT,
2000-Ta rogvHa, Aojae v MomuHa, 3aToa WTO HUEe He
3HaeMe Kora Ke rv peanuavpame Hawurte npoekTy. [ne-
[ame KoM of} HawuTe paboTv usrnepaar geka Hanpeay-
BaaT BO HUBHOTO 04006pyBarbe U M KOHUeHTpUpame Ha-
WweTo Bpeme, fbyboB, eHepruja Ha Toa, 0OcTaBajKku rv apy-
ruTe Aa Yekaart BO BPEMETO.

Mpunoaute ce goctaseny o4 LinHusa AHAepCcoH Ha 14.02.2000 r

Kpucto & XXKan Knog, 3asutkanuor Pajxcrar, BepnuH, 1971-1995

MOTPEBA 3A CO3AABAGE

Kpucto & XaH Knog

URGE TO CREATE

Christo & Jean Claude

Jean Claude: What do we do? We create works of art, of joy
and beauty that have no purpose whatsoever. They are good
for nothing except for being a work of art. We create art for
ourselves and our collaborators, not for the public. If the pub-
lic enjoys them too, then it's an after effect, and of course it
makes us happy just as a father and mother are pleased
when someone admires their children. We create those
works of art and pay for them ourselves bc we wish to work
in total freedom and for the past 41 years that has been an
absolute necessity.

Christo: Every artist works for himself, it can be a small
watercolor or large painting. If the artist doesn't do the work
for himself and out of himself, he is a commercial artist, a
propoganda artist. The true artist has an urge that no one
can stop, that has no justification, except he'd like to do that.
This is not related to external but to the internal. All our pro-
jects are related to the work of art, something that our inside
would like to realize. Our inside does not recognize this is
millenium period, end of millenium, some date, only that is
has an urge to create.

Jean Claude: And as far as we are concerned the millenium,
2000, came and went bc we don't know when we will realize
our projects. We see which of our works seem to beadvanc-
ing permit-wise and we concentrate our time, love, energy on
that, leaving the other to wait in time.

Prepared by Geneva Anderson, 14.02.2000.

Christo & Jean Claude, Wrapped Reichstag, Berlin, 1971-1995




£




LLIto 6ewe ymeTHOocTa Ha 20-TUOT BEK?

UHTEPHALUOHAAUSAM?

[a cutyupam og kage 36opysam. Pogera cym Bo VcTan-
6yn, 3a Bpeme Ha BTtopara cBeTcka BojHa. [Noseke unu
nomanky 3a nocnegHuse TpU gekaan akTuBHO 6eB MH-
BOMBUpPaHa BO JIOKanHWTE MOAEPHU U NOCTMOAEPHW
YMETHUHKMN ABUXKEHa, U 0f AUCTaHua, NoHekoraw Yys-
CTBYBajKu Ce noAaaneky, noHekoraw 4yBCTBYBajKu ce
Taka 6113y, Mako MHBONBUpaHa BO Toa Of HerosuTe
MapruHu, HO cekoralu of AucTaHua, ja HabrbyayBase Me-
fyHapogHara yMeTHU4Ka CueHa.

Jenec, Bo Wctanbyn, Bo 0BOj HajsaBoanme ypbaH LeH-
Tap Ha UCTOYHUOT MeauTepaH, BpaKajku ce Hasaj u ce-
KaBajKu ce Ha OBMe TPW JONTU AeKaau Ha MHBONBUpar-e
1 paboTer-e BO NONEeTo Ha coBpemMeHaTa yMeTHOCT, MO-
»Kam NecHo Aa pacno3HaBam WTOo rv pasfukysa paHuTe
rOAUHM U cerawHaTa cutyauuja.

Bo no4eToKoT (KpajoT Ha 70-TuTe), yMeTHUYKara cueHa
B0 Typuuja Gewe cKpynyno3Ho 3aTBOpeHa Of OCTaTo-
KOT Ha CBETOT ¥ BepyBaB fjeka coBpeMeHaTa yMeTHOCT
6elue npuBMneryja Ha yMeTHULMTE KoM Xuseeja u pabo-
Tea BO 3anagHuTe UeHTpu. [leHec, cenak, VictaHbyn e
Ha manara Ha maTuyaTta Ha cospemeHara YMeTHOCT,
NOCTON MHTEH3UBHA W KOMIMIIEKCHa MefyHapogHa Kyn-
TypHa pasmeHa W BepyBam geKa yMeTHULUTE KOMU Xu-
Bear v paboTar BO OBOj rpaj MOXar cera ga ce cmetaar
3a npusunervpann. OuurnegHo pasnukara, genymHo, e
pes3ynTaT Ha HacTaHWTe BO TeopuuTe, NMpakTUKUTe u
TeHAeHUuMTe Ha coBpemeHaTa yMeTHOCT.

Bo Tue paHu rogviHu UCKPEeHO BepyBas feka 3anagHuoT
YMETHUYKW CUCTEM Ha KpajoT Ke ja npudgatm ymet-
HUYKaTa NpogyKuvja Ha He3anagHWTe yMeTHUUW, camo
aKo oBaa npogykuuvja 6u 6una sosegeHa v npeseHTupa-
Ha Ha KOMNeTeHTeH HauyvH. Mucnes aeka HenocToere-
TO Ha He3anagHW YMETHWULUM BO UcTopujata Ha yMeTHoC-
Ta Ha 20-TuoT Bek Gelle eAQHOCTaBHO nopagu uHdpa-
CTPYKTYpPHUTE HeaocTaTouy Ha HesanajHuTe yMeTHW-
ykn cuctemu. Mu Tpebawe M3BecHO Bpeme Aa ro yew-
Aam u nporontam hakToT Aeka 0Ba HenocToere uMa-
LUe MEeO0OoWKN KapakTep OTKOJIKY WTo Gewwe camo npa-
KTUYHO npallarbe 3a HeafleKBaTHOCTa Ha MHpacTpyk-

TypuTe.

EMUHEHTUTE YMETHULM CeKorall umane nnaypanucTu4ku
BU3MM U jaKn CeH3MbunuTeTn Bo AeduHupatbe Ha cBe-
TOT Kako nogpadje Ha peuyunpoYHOCT ¥ 3aeMHa KOHCTU-
TYTUBHOCT OTKOJIKY Ha noapadje Ha nonapureTyi n buHa-

bepan Magpa

pHocTu. Cenak, TakeuTe 6/1aropogHv CTaBOBU HUKOrall
He 6ea [0BOMHO ehekTUBHM Aa rv ybeaat u odopmar
3anagHuTe MHCTUTYUMM Aa AerlyBaar cnopej TakeuTe
naeany Ha peyunpo4HOCT U OTBOPEHOCT.

Momery ApyrvTe HacTaHu, nagoT Ha BepnuHCKUOT sua,
KkaTtacTpodaTa Ha 3anueckara BOjHa, ¥ eTHUHYKOTO HuC-
Tere BO BbocHa 6ea HacTaHu Kou MeTadopuyHO ro no-
Kaxkaa KpajoT Ha efHa epa Ha MOAepHUCTHUYKa nonap-
nsauuja. Mlako TEpMUHU KaKo MOCTMOAepHH3aMm W riob-
anu3aymja 6ea BO areHpaTa Ha Kputudapure, yMeTHu-
UMTe U MHCTUTYUUMTE 3a NOAOMro Bpeme, MHOry mManky
nyfe umaa noum WTo 6K 6une HOBUTE KOHUMrypauyuu
KOV TakBuTe NpoMeHu 6y r1 goHene u Wrto 6u MoXxeno
[a ce CTOpU Aa Ce PeKOHCTpyupaaT HOBUTE Ha4MHU Ha
KOMyHMKaLMja KoM TakBuTe NpomeHn 6u rm Tpetupane
Cepuo3Ho. Bo TOj MOMEHT, TEOPeTCKUTE AUCKYCUN U Ma-
TepujanHocTa Ha BUCTUHCKAaTa npakca fojaoa Ha uHTe-
peceH 1 BeTyBa4ku Kpctonat. Hu3 uenuoT ceeT, pecta-
Bpauujata M pemofenuparbeTo Ha HOBUTE HaYvHW Ha
KOMYHUKaumja v (MefyKynTypH1) 0aHOCHK ce nojasuja Ka-
KO HOBW 3aAadqn 3e Cekoj MHBONBMpaH BO obnacta Ha
MoAepHaTa yMeTHOCT.

Joaeka mogepHu3moT 6ele MHOTY Pe3UCTEeHTEeH BO
OBO3MOXYBarbeTO Ha yMeTHAUUTe 0f HesanagHuoT
CBET Aa HajAaT MecTo BO MefyHapoAHWOT AUCKYPC (M UC-
TOpuja) Ha YyMEeTHOCTa, MOCTMO4EePHNU3MOT OTBOPU MHOTY
spaTtu. Bo 90-TuTe 6eB cBEAOK Ha BUCTUHCKUTE Hanopu
Ha KpuTu4apuTe, KypaTtopute U CPOAHUTE UHCTUTYLUU
Aa ce opraHusupaart cpeabu, KoHdepeHuuu, u cemmHa-
pv Kage generatute 6ea nokaHeTU oA 5 KOHTUHEHTU Aa
¥ Kopervpaar NpeKuHOT 1 usonauujata og Kos1oHujanu-
CTUYKOTO N MOAEPHUCTHYKO MUHaTO. Bele Bo3byanmeo
[a ce rnega Kako Teopujata Ha ymeTHocta Ha “TlpsuoT
cBeT” ro NPOMEHU CBOJjOT “BPXOBEH,” “HEOBjeKTUBEH,” U
“HeKOMMNeTeH,” Kypc 1 noYHa ga oxpabpysa cepuja au-
CKycum 3a “gpyrute” mofepHu3mu, 3a “opueHTanuaunpa-
HU" 1 “6GankaHu3upaHun”’ HesanagHu KynTypu, 3a Kartac-
TpothanHuTe edekTn of MmefyHapogHara nonurtuka v
nonuTUYKaTa eKoHoMuja Bp3 yMETHOCTa, 3a MapruHanu-
3upaHuTe/cTaBeHn Ha nepudpepurjata yMETHUHKIA CLEHW,
3a KyNTYypHUTE, ETHUYKK, pacHUTe, CeKCyanHu WaeHTu-
TETU BO HUBHMOT OAHOC KOH YMETHOCTA, UTH.

3a Bpeme Ha 90-TuTe, UcTo Taka 6eB CBEA0K Ha CBECHO-
TO BK/y4YyBae Ha “ApyruoT” yMeTHUK, “ApyruoT” Kputu-
yap, ¥ “gpyrvoT” KypaTop BO TpaguuuoHanHuTe U3no-




XOW U NOHEeKOralw UCKPEHO, NOHeKOraLl NaXHO UH-
BONMBUpaHE Ha 3anagHy KypaTtopu U MHCTUTYLWUK
Ha YMETHUYKUTE CLEHMU Of AaneyHuTe 3emju.

AMOBMLMO3HOTO UCKYCTBO 3a ABeTe CTpaHWu nouyHa
Kora fojae BpeMeTo Ja ce NpeTBopu TeopujaTa BO
maTepujanHa npakca; T.e. Kora HenosHaTuTe Hesa-
nagHu ymetHuum 6ea 6apaHu aa ru pasybasyBaat
u3noxouTte, Kora Kypatopute 6ea HajMeHu ga op-
raHuaupaar u3noxow Bo noctnepudepHuTe rnas-
HU rpafjoBu, Kora Hero3HaTn YMeTHUYKU CLeHu aa-
Baa HOBM BylJeTU 3a OrPOMHM U3NOXKOMU.

Cenak oBaa (heHOMeHanHa TpaHauuuja He 6Gele
cekorai KopucHa 3a HosogojaeHute. TopTarta 6e-
e npusneyHa; HoeaTa cueHa 6ewwe NooTBOpeHa,
noronemMa, noborara, NOKOMMNMEKCcHa, U Noso3bya-
nvea. Taa 6elwe noeHurmaTv4Ha, NOEraoTU4Ha
noopueHTanHa OTKOSKY WTO HeKOoj U MOXen Aa 3a-
mucnn. Kora ngeanute Ha MogepHocTa u OTTKyKa
Ha yHMBep3asHocTa ucyesHaa BO apxvMBUTE Ha UC-
TopuyjaTa U Kora BeKke nocrtoewe ogbuBHOCT KOH
TakBuTe ugeanw, gojae nepughepujata co ceouTe
MUCTEPUO3HN Napagokcu, CO CBOUTE NMPOBOKaTUB-
HW pasnunku, co ceojaTa xpabpa urHopaHumja, co co-
€T0 HeCKpOTEHO oHecyBarbe, CO CBOjOT KOH(py3eH
BKyC. [lBe Knumun Kou ce npetonyeaart 6u 6una co-
ogseTHarTa metachopa Koja ja onuilysa oBaa cpegba.

Toa 6Gewe TypbyneHuuja v noronemvoT gen of
BPEMETO CU Y)KUBAB OTNYLUTAjKu ce Aa nnosam BO
oBaa TypbyneHuvja. 6es BO MOXHOCT Aa nokaHam
eMUHEHTHU ymeTHUUM BO McTaHbyn v aa ce Bocxu-
TyBam Ha HuBHaTta ybasa paboTa. MiIMaB MOXXHOCT
Aa nocpeflysam nomery TaneHTupaHu Typcku ymeT-
HULM 1 MefyHapoaHuTe MHCTUTYUuM. MoxeB aa ja
ekcnnoatupam rfokanHata ymMeTHWYKa cueHa co
KOHLEeNTU 1 peanuaauvja Ha pagukanHuWnonuTUYKm
N3N0X6M 1 Aa ro akTUBMpaM KpUTUHKOTO MUCTIEHE.

Cenak, og Apyra cTpaHa, of Bpeme Ha Bpeme 6es
arutupaHa, BO3HeMupeHa, nyTa, pycTpyupaHa u
u3HaHageHa. Toa belue Kora ja rneaas 4OMUHAUM-
jaTa Ha AUCKPUMUHATOPCKUTE CTaBOBW U Heobjek-
TUBHWUTE MPeTNOCTaBKW; Kora AOCTUrHaB M3BecHa
rpaHvuya BO TonepupareTo Ha “gpyruoT”; Kora ja
BMAOB AehamaumjaTa Ha “gpyraTta” KynTypa Bo Ao-
6poTBopHata M 6eHeBONEHTHa cynpemauyuwja Ha
TpaguuuoHanHaTta cTpyja; kora rv rnegas ymer-
HUYKUTE fena TpaHCcnopTupaHu Ha pedys U UHCTa-
nMpaHW BO CKanute WCTOPUCKWU 3rpagu Kako BO
HeKOj cKnaj Ha ronemo; Kora BUAOB [eKa YyMEeTHU-
unte 6ea maHunynupaxu og egHa usnoxoéa Ha apy-
ra Kako Tue ga 6ea nocakyBaHu NpegmeTH a He
cyb6jeKTW; Kora Mopae ga ro nporontam (akTtoT
Aeka MUnuoHn gonapu 6ea TpoLeHU ga ce nocra-
BaT OrpoMHUTE W3M0XO6M BO nocTnepudepHuTe
rNaBHX rpajloBU KOM HeMaa My3eu, UHCTUTYLUW,
CcpeAcTsa U No4uT 3a NIOKanHUTe yMeTHUUM, Kypa-
TOpU U ranepuu; Kora 6es ybepysaHa Aeka Heaa-
nagHUTe YMEeTHULUM U NyfeTo BO yMETHOCTa He 6u-
ne efjHakBW y4eCcHULW BO OTBOPEHUOT Aujanor TyKy

HOBW WHCTPYMEHTU 3a AOMWHAHTHUOT AWUCKYPC; U
Ae(MHNTUBHO Kora cuTe naTuwTa Me Aosegoa ga
ce coo4aMm cOo MaHunynauuuTe W BnvjaHujata Ha
YMETHUYKMOT na3ap Bp3 npakcara Ha yMeTHOCTa U
1306n14yBarbeTO Ha NOCNeAHOBO BO CTOKA Kako U
610 Koja BO XoMOreHusauumjata u noTpecoT Koj ce
maTtepujanuampa Ha KacHWOT Kanutanusam (Kako
wTo 61 pekon LlejMcoH).

Toraw ce ceTus Ha 36oposuTe Ha Bojc: “Henpasaa-
Ta e KapakTepucTuka Ha cute nasapu, BKIy4yBaj-
K1 ro u nasapot Ha ymeTHocTa. Toa e nocneguua
Ha KanuTanucTu4KuoT cucTem, Koj Tpeba aa buge
ykuHat. Cenak, H1e ce ylwTe Hemame MeToZ oBa aa
ro ctopume. 360poT cnoboga e NnocTojaHo Ha BPBOT
0[] ja3uKOT Ha KanuTanusmoT, u3jaByBajku Aeka
paboTu 3a cnobogaTta Ha YOBEKOT, a Nopagu Koe
He MOoXe aa My ce sepysa.” (Bo Art Talk, The Early
80’s, edit. og Jeanne Siegel, Hbyjopk: Da Capo Press,
1988 r., cTp. 77-84).

Hu3 cuTe oBMe roguHKM OHa WTO OCTaHa HeagUCKYTU-
paHo, aBTOpUTaTUBHO Ce TOKMYy NnasapHuTe npoue-
CU CO KOM Ce 3ajakHyBa aBTOPOT(MTETOT) U MOKTa
Ha KypaTtopuTe, KpUTU4apuTe U UHCTUTYUMUTE Ha
yeHaTpoTt. Kora ce rneaa Ha noneTo Ha camarta me-
fyHapogHa nonuTuyKa eKoHomuja, Bo nepughepHu-
7€ 3eMj1, XereMOHUCTUYKUTE NAEONOoruu Ha pas3Bo-
joT (nop HuBHaTa HeonubepanucTUyka macka) u
HUBHUTE NOBOPHULIM, BO UMETO Ha pacToT U UHBEC-
TUUMMTE, eHTY3MjaCTUYKU My annayaupaar v My
noxenysaat fobpeaojae Ha MynTUHaUMOHANHUOT
Kanutan Ha yeHtapor. PeueHTHaTta uctopuja Ha
nyKareTo Ha LaBOBWUTE Ha OMLITeCTBeHaTa CTPYK-
Typa Koe e pe3ynraT Ha OBOj HEOKOJ/IOHMjann3am,
ce ylTe He e HanuwaHa of NOMMUTUYKUTE eKOHO-
MWUCTK, UCTOPUHEPU U ONWTECTBEHUTE TeopeTu4a-
pu. Ha cnuyeH HauyuH, neputhepHUTEe yMETHUYKK
CLEHN UCTO TakKa eHTY3ujacTUYKM annayavpaar Ha
HUBHAaTa MHTerpauuja KoH maTtuuara Ha LeHTapor.
Cenak, Kako LWTO jac ro rnegam, Toa e uMnepaTue
Aa ce ucTpaxyBsaaT, cTaBaaT Nnoj COMHEeBare U
AEeKOHCTpyupaaT 3aMpCeHUTE U KOMNMEKCHWU Cnoj-
KW nomery yMEeTHUYKMOT nasap U eKOHOMCKUTE
npouecn Ha MyNnTUHALMOHANHUOT Kanutanuaam.

BpTornasarta TypbyneHuuja ce ywre Tpae; HAe cme
(oHue koe ce nHBONBUPaHK U paboTar Ha 3anagHu-
Te U He3anagHUTe YMETHUYKM CLEHU) Aen 04 Hea U
CMe nocTojaHo 0bnukyeaHu og uctata. Moxebu 3a
npBe naTt BO Uctopuwjata Ha mogepHaTa yMEeTHOCT,
npawarsara, rpywxiTe M gunemute ocTaHysaar.
Mopame ga ru ctaBame noj COMHeBarbe HawuTe
3anox6u, aHraxxMaHu 1 MHBONBUPaH-e BO PaMKUTE
Ha oBaa Mpexxa Ha yMeTHU4KMoT nasap. Camo co
COMHeBar-e BO BPCKWUTe Mefy MHTepHauuoHanuaa-
uujata Ha ymeTHocTa M MHTepHauuoHanuaauyujata
Ha nasapHaTa penauvja, Hue Ke MoXxeme ga rv 3a-
APXUMe BUCTUHCKaTa napruuunauyuja u peumnpo-
uMTeTe Kako MOXHOCT W fJa npekpojysame HOBW
OTBOPEHWU M BUCTUHCKM Ha4YMHU HA KOMyHUKauumja.




What was the Art of the 20th Century?

INTERNATIONALISM?

Let me situate where | am speaking from. | was born in Istanbul, du-
ring the Second World War. More or less for the last three decades
| have been actively involved in the local modern and postmodern
art movements and, from a distance, sometimes feeling far away,
sometimes feeling so close, though involving in it from its margins,
but always from a distance, | have been surveying the international

art scene.

Today, in Istanbul, in this most enticing Eastern Mediterranean urban
centre, turning back and recollecting the memories of these three
long decades of involvement and labouring in the field of contempo-
rary art, | can easily discern what differentiates the early years and

the current state of affairs.

In the beginning (the end of the seventies) the art scene in Turkey
was scrupulously shut out from the rest of the world and | used to
believe that contemporary art was a privilege of the artists who were
living and working in the centres of the West. Today, however, Istan-
bul is on the map of the mainstream of the contemporary art; there
is an intense and complex international cultural exchange and | be-
lieve that the artists who are living and working in this city can now
be considered privileged. Evidently the difference, in part, is an out-
come of the developments in the theories, practices, and trends of

contemporary art.

In those early years | frankly believed that the Western art system
will eventually embrace the art production of the non-western artists;
only if this production would be introduced and presented in a com-
petent manner. | thought that the absence of the non-western artists
in the history of the twentieth century art was simply due to the infra-
structural insufficiencies of the non-western art systems. It took me
some time to acknowledge and swallow the fact that this absence
had an ideological character rather than being merely a practical

matter of inadequacy of the infrastructures.

The prominent artists have always had pluralist visions and strong
sensibilities in defining the world as a realm of reciprocation and mu-
tual constitutivity rather than a realm of polarities and binaries. Ne-
vertheless, such noble attitudes were never effective enough to con-
vince and shape the Western institutions to perform according to

such ideals of reciprocity and openness.

Among other events, the collapse of the Berlin Wall, the disaster of
Gulf War, and the ethnic cleansing in Bosnia were events that
metaphorically indicated the close of an era of modernist polarisa-
tion. Although terms like postmodernism and globalisation were in
the agenda of the critics, the artists and the institutions for long
while, very few people had the notion of what would be the new con-
figurations that such changes would bring and what could be done
to reconstruct new modes of communication that will take such
changes seriously. At that moment, the theoretical discussions and
the materiality of actual practice have reached an interesting and
promising crossroad. All around the world, the restoration of and re-
fashioning of new modes of communication and (inter-cultural) rela-
tionships emerged as a new task for everyone involved in the field

of contemporary art.

While modemism was very resistent in allowing the artists of the
non-western world to find a place in the international discourse (and
history) of art, postmodernism opened many doors. During the ni-
neties | have witnessed the genuine efforts of the critics, the cura-
tors, and the related institutions to organise meetings, conferences,
and seminars in which delegates were invited from five continents in
order to remedy the disruption and the segregation of the colonialist
and modernist past. It was exciting to observe how ‘First World’ art
theory has changed its ‘supreme’, ‘biased’, and ‘incomplete’ course
and commenced to encourage a series of discussions on ‘other’ mo-
dernisms, on ‘orientalised’ and ‘balkanised’ non-western cultures, on
disastrous effects of international politics and political economy on
art, on marginalised/ peripherialised art scenes, on cultural, ethnic,
racial, sexual identities in their relation to art, etc.

During the nineties, | have also witnessed the conscious inclusion of
the ‘other’ artist, the ‘other’ critic, and the ‘other’ curator into the
mainstream exhibitions and sometimes sincere sometimes delusive
involvement of Western curators and institutions into the art scenes
of remote countriesE

The challenging experience for both sides began when the time to
actualise the theory in material practicality arrived; that is, when the
unknown non-western artists were sought to adorn the exhibitions,
when curators were contracted to organise shows in post-peripher-
al capitals, when obscure art scenes provided fresh budgets for
giant shows.

However this phenomenal transaction was not always beneficial for
the new-comers. The torte was appetising; the new scene was more
open, vaster, richer, more complex, and more exciting. It was more
ambiguous, more exotic, and more oriental than one has yet imag-
ined. When the ideals of modernity and hence universality have dis-
appeared into the archives of the history and when there was
already a revulsion against such ideals, the periphery arrived with its
mysterious paradoxes, with its provocative differences, with its brave
ignorance, with its untamed behaviour, with its confused tasteE Two
climates melting into one would be the appropriate metaphor
describing this encounter.

It was a turbulence and the most of the time | enjoyed letting myself
drift in this turbulence. | was able to invite prominent artists to Istan-
bul and admire their exquisite work. | was able to intermediate bet-
ween the talented Turkish artists and the international institutions. |
was able to exploit the local art scene with concepts and executions
of radical/political exhibitions and to activate the critical thinking.

Yet, on the other hand, from time to time | was agitated, upset, angry,
frustrated, and stupefied. That was when | observed the prevalence
of discriminating attitudes and biased assumptions; when | realised
a certain limit in tolerating the ‘other’; when | recognised the deni-
gration of the ‘other’ culture in the charitable and benevolent supre-
macy of the mainstream; when | looked at the artworks transported
in bulk and installed into the precious historical buildings as in a
wholesale storage; when | realised that the artists were manipulated
from one exhibition to another as if they were objects of desire but
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not subjects; when | had to swallow the fact that millions of dollars
were spent to make the giant shows in the post-peripheral capitals
that had no museums, no art centres, no institutions, no funds and
no appreciation for the local artists, curators and galleries; when |
was assured that non-western artists and art people were not equal
participants of an open dialogue but new tools for the dominant dis-
course; and finally when all paths led me to face the manipulations
and influences of the art market on the practice of art and transmu-
tation of the latter into a commodity just like any other under the
homogenising and reifying tremor of Late Capitalism (as Jameson
would put it).

Then | remembered Beuys' words: “Injustice characterizes all mar-
kets, including the art market. It is a consequence of the capitalistic
system, which should be abolished. However, we do not yet have a
method for doing this. Capitalism has the word freedom on the tip of
its tongue, affirming that it works for man's freedom, which is why it
cannot be trusted.” (in Art Talk, The Early 80s, Edited by Jeanne
Siegel, New York: Da Capo Press, 1988, pp. 77-84)

Throughout these years what is left undiscussed, unquestioned is
exactly the market processes that reinforce the author(ity) and the
power of the curators, the critics and the institutions of the centre.

l"
-
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When one looks at the field of international political economy proper,
in the peripheral countries, the hegemonic developmentalist ideolo-
gies (in their neo-liberal disguise) and their proponents, in the name
of growth and investment, enthusiastically applaud and welcome the
multinational capital of the centre. The recent history of the disrup-
tions of the social fabric that are caused by this neo-colonialism is yet
to be written by political economists, historians and social theorists.
In a similar fashion, the peripheral art scenes also enthusiastically
applaud their integration to the mainstream of the centre. However,
as | see it, itis an imperative to investigate, question and deconstruct
the intricate and complex linkages between the art market and the
economic processes of the Multinational Capitalism.

This vertiginous turbulence is still enduring; we are (those who are
involved and labouring in the Western and non-western art scenes)
a part of it and are continually shaped by it. Maybe for the first time
in the history of modern ar, the issues, concerns and dilemmas coin-
cide. We must question our commitments, engagements and invol-
vement within this network of the art market. Only by questioning the
linkages between internationalisation of the art and the international-
isation of market relation we will be able to keep true participation
and reciprocity as a possibility and to refashion new open and real
modes of communication.
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Mypat Moposa, Hay (i) r/ Be (no) ficial, 1997-98, xene3o, XenesHu naoqu, axauH, Macno, 190 x 260, KyntypeH uextap [lonmabaxye, WcTaHbyn
Murat Morova, Hay (i) ir / Be (no) ficial, 1997-98, iron, iron sheets, fanzine, oil painting, Dolmabahce Cultural Center, Istanbul
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BTOPATA KHUT'A 3A BECKOHEYHOCTA

Thomas McEvilley
THE SECOND BOOK ON INFINITY




Ha

Tenedonor ssorn. Ce mpaiuysaM Koj e Toa.
Bu cakaj fa ce npoieraM Hu3 codaTa u ia OIrOBOPaM.
Ho 3HaM 1eKa He MOXKaM.

3aToa 1ITO 3a Jla CTacaM nmpeKy codara 1o TenedoHoT,

Gy MopaJi MpPBO JIa CTAcaM Ha IONIOBHHA NaT MPEKY.

M eHamn Ha NOJOBHHA MAT Npeky cé yurre Ou Mopan aa ja noMHHaM
MOJIOBMHATA O]l OCTAHATHOT MaT.

M nocrojano G MMano MOJOBHOHA NAT J1a e NOKpHe.

BeckoHevHo.

Y Gujiejkn MOjOT KHBOT € (BEpOjaTHO) KOHEUEH,
3HaM jieka He Ou cracai 10 TeaeOoHoT
Ipen na ympam. 3

2-

Ho uexaj.
MoKeGH NOCTOH HEKOj HaUMH CenakK Ia Ce cTaca 10 Tee(OHOT.
Moebn npoCTOpOT € HANPABEH Off O/IBOCHH HE/IC/THBH TOUKH
KOM HE MOXAaT Jia ce nojesiaT B0 GECKOHEYHH MOJIOBHHH.

Taka 3a Jia cTacaMm ol CTOJINLATA 10 Tene(OHOT
E camo paoTa Ha CTacyBake Ofl e/iHa TO'Ka J10 Apyra
Jlofeka He cym Tamy.

TpeTHOT SBOH NOYHYBA.
Ce npauryBaMm iajia Ci TOa TH.
MonTe HO3e ce HHUILAAT Ofi NEPHAYETO 10 NOJ0T.
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The phone is ringing. [ wonder who it is.
I'd like to walk across the room and answer it.
But I know I can't.

Because in order to get across the room to the phone,
I'd first have to get halfway across.

And once halfway across I would still have to go
half of the remaining way.

And there would always be a remaining half to cover.
Infinitely.

And since my life is (probably) finite,
I know I would not get to the phone
Before I die.

B

But wait.

Maybe there's some way to get to the phone after all.
Maybe space is made up of separate unbreakable points
which can’t slide away into infinite halves.

So to get from chair to phone
Is just a matter of getting from one point to another
Until I am there.

The third ring is beginning.
I wonder if it is you.
My feet swing from hassock to floor.




Ho uexaj.

AKO JIBE TOYKH C€ HABHCTHHA O[IBOCHH,
TOram Mopa 1a HMa HeIlTo moMefy fia i pa3Bojysa.
Taka BCYLHOCT HMa TPH TOUKH KOH CE HHBOJIBHPAHH.

U noroa wmTo ja ipKH OBaa TOUKA BO CPEHHATA
OJIBOEHA OJI OHHE Ha JIBeTe CTPaHu Off Hea?

Yx-ox.
[MounyBaM fa ce HACJOHYBaM Ha CTOIMIATA.

VYirre jiBe TOUKH MOpA Jla ¢e CMeCTeHH nomef'y HUB.
M noseke Ha JIBeTE CTPaHN Ol HHUB.
U raka HaTamy, ¥ TaKa Haramy . . .

4

Ce HACJIOHYBaM Ha CTOJIMIATA U CE€ OIMApaM KaKo 1ITO
4EeTBPTTHOT SBOH 3aMO4HYBA.

Taka 3a j1a ce cTaca ofi €/lHa TOYKa [0 pyra,

ke Mopa j1a ce NoMITHEe GECKOHeYHa cepHja

OJ] MOCPEIHH TOUKH.

U 6ujiejku MOJOT JKHBOT € (BEpOjaTHO) KOHE'eH,
HHKOTAIll He MOXKaM Jla cTacaM Tamy,

Ipen na ympam.

Ce Hac/IIOHYBaM CMHPEHO H ce 0OMjlyBaM Jia ce MOArOTBaM
J1a O CAyLIHAM METTHOT SBOH KaKO BHCTHHCKA MYy3HKa
0e3 MoBHIM BO Hea.




But wait.

If two points are really separate,
then there must be something in between to separate them.
So really there are three points involved.

And than what keeps this point in the middle
separate from those on both sides of it?

Uh-oh.
I start to lean back to the chair.

Two more points must fit in between them.
And more on both sides of them,
And so on, and so on...

4-

I lean back in the chair and relax as the
fourth ring begins.

So to get from one point to the next,
one has to traverse an infinite series

of intermediary points,

And since my life is (probably) finite,
I can never get there,
Before I die.

I lean back at my ease and try to prepare myself
to listen to the fifth ring as just music
with no summons in it.
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Ho uekaj.
Moxe6u ¢é ymre He cyM ro pa3opai oBa.
MoxeOu 300pOBHTE ME MaMaT HEKAKO.

BeCKOHEYHO - OBa MUPHCA HA H3MAMHHYKH 300p.
Ila BujiuMe Kako.
Toa 3Hauy “HeOrpaHHYUCHO".

Co ppyru 360pOBH, HHIITO HE MOXKeE jia OMjie BOH HEro,
Oupejkn Toram 6| UMANo rpaHuLa HiH JTHMHT
nomery Hero u oHaa pabota BOH Hero.

TTeTTHOT SBOH € DoraT U LeJOCeH BO MOUTE YN,
Ia, Toa e Kako (puHa My3HKa.
3By"H KaKO TBOjOT SBOH.

Ke Guam Tamy 3a camo CeKyH/Ia,
BEJIHALl WITOM Ke rO peliaMm oBa.

Ho uexaj.

AKO HHUIITO He MOXe Jia Ouje HCKJIYYEHO O OecKOHEeYHOCTA,
TOral MOXHOCTA HEeHTo j1a Oujle HMCKJIYYCHO O]1 HEa
€ HCKIIYYEHO O]1 Hea.

Boxe moj.
BeckoHeuHOCTa € OrpaHiuyeHa

co hakToT
JieKa He 1 e JI03BOJICHO J1a OMjie OrpaHryeHa.
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But wait.
Maybe I haven't got this straight yet.
Maybe I'm being tricked by words somehow.

Infinite—that smells like a rogue word.
Let's see now.
It means “unlimited”.

In other words, nothing can be outside of it,
because then there would be a boundary or limit
between it and that thing outside of it.

The fifth ring is rich and full in my ears.
Yes, it is like fine music.
It sounds like your ring.

I'll be there in just a second,
just as soon as I've got this figured out.

But wait.

If nothing can be excluded from infinity,
then the possibility of anything being excluded from it
is excluded from it.

My god.
Infinity is limited

by the fact
that it is not allowed to be limited.




3

TMocnegHUTe COHYEBH 3paly CTPyjaT HH3
MPO30PELOT Hajl MOETO pame cera.

TMocsepuuTe yaapn Ha NeTTHOT SBOH ce rydat,
1yJCHpajKi BO HaOpeKHaTaTa COHYCBa CBETIHHA BO
OECKOHEUHH I'pajialu.

He, He OeCKOHEYHH.
Toj 360p cOAPXKHE CBOja CONCTBEHA CIIPOTHBHOCT.

Cera COHUEBATA CBET/IMHA CTAHYBa OTEMHA, JIBHXKE]KH ce
KpajIelIKyM MpeKy J11aboKaTa MpOoroITHyBauKa THIHHA -
THILMHATA TIOMEFY METTHOT W IECTTHOT SBOH.

Wi mak fla He CH ro 3aTBopHia Tenedonor?
Yekaj! Peunic cyM Tamy.

28

Bujiejku ITOTYKY 10KaXKaB jieka OeCKOHeYHOCTa €
KOHIENT CIPOTHBEH Ha CaMHoOT cebe.

U 3aT0a OECKOHEUHHTE MOJTOBHHH H

MOCPEIHHIM,

KOM NPEJI TOA Ce CTaBaa MoMery MeHe --

- axx eBe ro, IWECTTHOT SBOH -~

nomery MeHe # TeiepOHOT LITO SBOHH,

BOOIIITO HE CE CMEeTaar.

IMaroT e pacuncTEH.
MomuTe HO3e ce Ha NOJOT.

Ce pajyBaM jieka Ke 36opyBam co Tebe.
MaJa HacMeBKa ' [IOTKPEBa KpaeBHTe Ha MOjaTa ycTa.
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The last rays of the sun are streaming through the
window over my shoulder now.

the last beats of the fifth ring are fading,

pulsing into the swelling sunlight in

infinite gradatations.

No, not infinite.
That word contains its own contradiction.

Now the sunlight is glowing more darkly, moving
as if furtively through a deep engulfing silence- -
the silence between the fifth and sixth rings.

Or have you hung up?
Wait! I'm almost there.

-8-

For I've just proved that infinity is a

self-contradictory concept.

And therefore the infinite halves and

intermediaries,

which formerly interposed themselves between me and
the- -

ahh there it is, the sixth ring- -

between me and the ringing phone,

don’t count at all.

The way is cleared.
My feet are on the floor.

I'm glad I am going to talk to you.
A little smile is creasing the corners of my mouth.
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Ho uekaj.

Jlanu HABHCTHHA JOKAXAB JlcKa GECKOHEYHOCTa He € npobiem?

Ho 3a pa jgokaxkam 6u10 1ro

jac MOpaMm Jia loHecaM HEKaKBH JIOKa3H KOM Ce OJIHeCyBaaT Ha Toa.

Ho Kako THE JI0Ka3H ce ToOKaxyBaart?

TTpeky ApyrH OKa3u.

M KaKko THE IPYTH IOKa3u ce JoKaxypaat?

Ox, He.

Beke ce HACJIOHYBaM Ha CTOJMLATA KAKO IITO WECTTHOT SBOH JIOCTHIHYBA
1OJIH 3BYK M CE IIMPH KaKO KOIUKa Ofl jajue

WIH 3ATHO YIMPAke HA TOHT HA3 BO3/IYXOT, HCMIOMHYBAjKH ja cO 3BYK CeKoja
HHIIA Ha coDaTa.

Ox He.

MMa GecKoHEevHO HaBpaKame Ha [JOKa3uTe KOH e HHBOJIBHPAHH

BO OMJIO KOj IOKa3.

ITa Gujiejku MOjOT KHBOT € (BepOjaTHO) KOHEYEH

jac He MOKaM Jia JIoKaXkaM HHIITO,

npefi Ia yMpam.

MonTe HO3€e ce OBTOPHO Ha MEPHHYETO.

BecKOHeuHOCTa Me CTIacH Off HerHPambeTO Ha OECKOHEYHOCTA.
Taa gojpe cama jia ce Crac.

ITa, 3ap He Gu ro 3Haesne osa.

Ho uekaj.
Haepamm cefjHaB Ha CTOMMIIATA UCMIPABEH U MOJIH CO BHUMAHUE.

Co MOjOT apryMeHT 3a GECKOHEUHOTO HaBpaKaibe Ha JOKa3uTe,
3apeM jac BCYIIHOCT He JOKAXKaB /IeKa HUIITO HE MOXKeE /1a ce JIoKaxe?
Taka BO JIOKQXYBamETO JIeKa HUILITO HE MOXKE /la Ce JOKaxKe,
JIOKaskaB MCTO TaKa JIeKa HeIlTO MOXKe /1a Ce [JOKaxe.

Jac cym 30yHer.
Co eHaTa HOra Ha MEPHUYETO, a IpyraTa Ha MojoT,
CNIPOTHBCTABEHH UMITYJICH KOH M€ BIeUaT KOH M OfI TeNe(OHOT.

Ho uekaj.

Ianu npecTaHa SBOHEHETO?

3apem OBa He € HajAo/NraTa THUIHHA O]t CHTE HHB?

3apeM HeMalll TPIIEHHE W YITHBOCT J1a I03BOJIHII /1a SBOHH CejlyM naTn?
AXXX.

CeMHOT SBOH.

BepojaTHo Ke Oujie NOCASAHHOT.
CejiaM 3aMHCIIEH KAKO LITO CEAMHOT SBOH 3aMOYHYBa CO HEKAaKBa JIEBCTBCHA
YHCTOTA BO HEFOBATE MPBH YapH, KAKO NTHIA pedncu pasdyjiena ofi CoH
KOja ce MOJIHrHYBa BO MPBHTE 3palll Ha 30paTa.
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But wait.

Have I really proved that infinity is no problem?
In order to prove anything

I"ve got to bring certain evidence to bear on it.
But how is that evidence proved?

By other evidence.

And how is that other evidence proved?

Oh, no.

I'm already leaning back in the chair as the sixth ring
\reaches the full and spreads like egg yolk or
golden gongoing through the air, filling the room's
every niche with sound.

Oh no.

There's an infinite regress of proofs involved

in any proof.

So since my life is (probably) finite

I can't prove anything,

Before 1 die.

My feet are back on the hassock.

Infinity has kept me from disproving infinity.
It came to its own rescue.

Well, wouldn’t you know it.

But wait.
Suddenly I sit up straight and attentive in the chair.

With my argument of the infinite regress of proofs,
didn’t | in fact prove that nothing can be proved?
So in proving that nothing can be proved,

I have also proved that something can be proved.

I am confused.

One foot on the hassock, the other on the floor,
conflicting impulses pulling me toward any away from
the phone.

But wait.

Has the ringing stopped?

Isn’t this the longest silence of them all?
Haven't you the patience and civility to let it
ring seven times

Ahhh.

The seventh ring.

Probably it will be the last one.

I sit musing as the seventh ring begins with a kind

of viriginal purity in its first beats, like a bird

newly wakened from sleep and rising into the first rays of dawn.
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Moske6u MOjOT mpobrieM Gelle NoTeMeleH OTKOJIKY ITO 3aHHMABabETO
€O e/IeH eIMHCTBEH 300p 1ITO OJIH HE3ay3/IaHO HH3
ja3MKOT KAKO CJIOH OCAMEHHMK HH3 IIYHIJIaTa.

MoskeGn MojaTa rpelka Gere BO MoMUCIaTa jieka 300poBHTE
reHepaTHo 3HavaT OHIIO IITO BO CEKOj Cay4aj.

MoxeGH ceKoj 0L HIB ro HMa OECKOHEUHOTO HaBpaKame
CKPHEHO BO cebe.

MMpawameTo e, [Jann MoxeMme fja pazdbepeme

IITO € 03HAUEHO CO O3HauyBauoT?

Axo senmnme, “Tla, 36opoT A 3naun B.” kajie b e ncro Taka

360p.

TOraml eHOCTABHO CME 3anajHane ofi e/leH O3Ha'uyBay BO Jpyr,
n30erHyBajku ro 03Ha4€HOTO UEeNOCHO.

Cexkorail Kora ro H¥MEeHyBaMe 03HaueHOTO, TOa CTaHyBa JIpYr O3HauyBa4.

Boxe Moj.
Toa e NOBTOPHO GECKOHEUHO HABPaKaHe.

12-

CeJIMHOT SBOH [0 JIOCTHTHYBA HETOBHOT I1IaBEH CHM(POHHCKH
MOJTH 3BYK ¥ C€ OIpXKyBa TaMy C/IaBHO 32 e/ICH MOMEHT

fpejt ia najiHe BO CMpT.

TlocneiHHOT SBOH!

CranyBaM ¥ Ce HAaCOYyBaM KOH HEro, TeTepaBejKH ce Ha
HO3eTe 3JIPBEHH OJ1 JIOJITOTO CefleHe.

Taka 03HAYEHOTO HUKOTAIl HE MOXe Jla ce pasbepe!
ITpaBam uekop.

300poBHTE HE MOXAT /1a 3HAYaT HUIITO!

Ho uexaj.

Crojam TpecejKH ce Ha NMOJIOT.

3apeM He KOMYHHIIMPAB HELITO KOTa BEJICB 1ICKa

360pOBHTE HE 3HAYAT HHIITO?

A 4KO CYM IO CTOPHJI OBa, TOTalll CO IOKAXYBAbe JIeKa 300poBHTE HE
3HAYAT HUIITO, CYM JOKAXKaJ IeKa THE HABHCTHHA 3HAUaT

HELITO.

Cé mocnaGuTe yaapH Ha CeIMMOT SBOH HCUE3HYBAAT Ol MOETO
YUIHO TamaH4e BO THIIMHATA. YiITe efie 1ekop. [locTurHyBam - -
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Perhaps my problem was more basic than having to
deal with a single word that berserks through
language like a rogue elephant through a jungle.

Perhaps my mistake was in thinking that words

in general mean anything at all.

Perhaps every one of them has the infinite regress
hidden inside it.

The question is, Can we get hold of what is
signified by a signifier?

If we say,”Well, word A means B”, where B is also
a word,

then we have simply slipped from one signifier to
another, bypassing the signified altogether.

Every time we name the signified it becomes
another signifier.

My god.
It's an infinite regress again.

«]12-

The seventh ring reaches its commanding symphonic
full and hangs there gloriously for a moment

before the dying fall.

The last ring!

I push myself up and start toward it, staggering on
legs stiff from long sitting.

So the signified can never be grasped!

I take a step.

Words cannot mean anything!

But wait.

I stand wavering on the floor.

Haven't I communicated something by saying that
words don’t mean anything?

And if I have, then by proving that words don't
mean anything, | have proved that they do mean
something.

The dying beats of the seveth ring fade from my
eardrum into silence. Another step. I reach- -
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U HejacHO TBOJOT riac MH joafa co 0roBopor.
“Co oBa Te nH(popMEpam”, ro MWENOTHII KaKo
OJyIanexy, “ieKa Te JlaxkaM BO 0BOj MOMEHT.”

Tummna.

Ce TeTepaBaM Hanpej-Ha3aj Kako MITO codaTa ce cTeMHyBa Opry
¥ THILHHATA CE IIMPH BO CEKOE HEj3MHO KaTye.

[lanu ja 36opyBai BHCTHHATA?
AKO € Taka, TOrau JJaxenr, OTTyKa He ja 300pyBaill BACTHHATA.

Nanu naxem?
AKO e Taka, Torau ja 36opyBsail BUCTHHATA, OTTYKa He JIaXelll.

-14-

[lenaTa BaXXHOCT Ha OBA NPOJIETYBa HaJl MEHE
co OpaH Ha o4aj u GIIAXEHCTBO
KaKo 1TO codaTa CTaHyBa 3alIeMeTyBauKH TEMHa:

AKo e na,
TOraul e He

aKo ¢ He
Torat

¢ 1a
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And dimly your voice comes to me with the answer.
“This is to inform you,” you whisper as from

far away, “that | am lying to you at this very moment.

Silence.

I waver back and forth as the room darkens quickly
and the silence spreads into its every niche.

Are you telling the truth?
If so, then you're lying, hence not telling the truth.

Are you lying?
If so, then you are telling the truth, hence not lying.

-14-
The full import of it sweeps over me
With a wave of despair and bliss

as the room grows dizzyingly dark:

If yes
then no

and

”
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Hynara mro nporoatysa
¢ MIOAHHOT LEHTap
Ha CHOT I'OBOP

<15=

The devouring zero
is the fecund center
of all speech
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CAMOCIO3HABAE

Matko MeLTpoBuK

MpawareTo e NOBEeKe3HayHo U MoXe Aa ce pasbepe Ha
noBeke Ha4uHu. A vMmnavuupa fse anpuopHu npeTno-
CTaBKW: NPBO Aa 3Haeme WWTO € BOOMNWTO YMeTHOCTa, a
BTOPO Aeka (hopMmanHuTe BPEMEHCKWU rpaHnuu Ha MuHa- ‘
TMOT Bek Tpeba ga 6ugaT HaBUCTUHA (HUKCUPaHW.
YMeTHOCTa 3a KojawTo cTaHysa 360p, Taa 1 €4HOTO U
ApYyroTo u camarta cebe u CBOETO Bpeme rv aosejysawe
BO Mpawarse M BO TOA BCYWHOCT HajMHory ycnea. Taa
[eHecC 1 camaTta He 3Hae Kaje e, HUTY LWITO e, HUTY 3alTo
e. HuTy natoT wTo ro npobuBalue, HUTy TpacaTa wWTo ja
3aupTa, He JocerHaa HULITO WTO Hac Kako nyfe 6u He 3a-
MEHUIO.

Mma ywTe egHa npemonyasa noctaeka so hopmynauuja-
Ta Ha OBa aHKETHO npaluarbe: AeKa Taa yMeTHOCT bewe
HELWTO Noce6HO, M3Na4YeHo 0 UCTOPUCKMUOT KOHTEKCT,
AaaeHo camo 3a cebe 1 co concTeeHa uen. Tokmy Toa e
W HaJCNOPHOTO. AKO M OTCTPaHWUMe CUTe NpUMWUCIN 3a
MOXKHaTa LienecoobpasHoCT BO MHCTPYMEHTarHa cMucna,
eAHa Len cenak OCTaHyBa Kako HEjsuH CyWTEeCTBEH M
HEenoTKYNAMB NpeaycnoB: Camocno3HaBareTo. 3Hauu u
Ha concTeeHara Les. Bo KOHTeKCToT.

SELF-AWARENESS

Matko Mestrovic

The question has several meanings and can be understood in
several ways. And it implies two a priori suppositions: first that
we should know what art is generally and second that the for-
mal time borders of the past century should be really fixed.
The art we are speaking about has questioned the former and
the latter, itself and its time, and indeed, it was mostly succe-
ssful in this. Art today does not know where it is, what it is, or
where it goes. Neither the road it paved, nor the course it de-
scribed, has not reached anything that would supersede us as
people.

There is one more, tacit, assumption in the formulation of that
survey question: that this art was, or is still, something special,
taken out of the historical context, granted of itself and with a
purpose of its own. Actually, this is the most controversial po-
int. If we eliminate all mental reservations on the possible pur-
posefulness in the instrumental sense, one very purpose re-
mains as its essential and incorruptible prerequisite: self-awa-
reness. Therefore, its own purposes as well. In the context.
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AAEH )XXAKE - KaHTa 3a

nonesamwe 1972-75

AneH XKake ro peanuaupa fenoto Kawra 3a 11o/nesarke
BO MOYETOKOT Ha ceaymaeceTTuTe rogvHu, Kora uHTe-
pecoT 3a Tonosorujata ro Hasegysa aa npoayuupa no-
BeKe CKNynTypu Mo MOAENOT Ha neHTaTa Ha Mebuyc u
wuweTo Ha KnajH, npu WTO nocnegHara e npemuepHa
annukauuja Ha TpMAUMEeH3oHaneH o6jeKkT: neHTara Ha
Mebuyc Kako v wuweTo Ha KnajH ja npeTcrasysaar na-
pagokcanHaTa KapakTepucTuka Ha nocedyBarbeto Ha
camo egHa cTpaHa. Tue paboTu npeTcTasysaat npoaos-
KEHMEe Ha OHMe WTO ro kopuctat 6pajoBOTO MUCMO.
Kako WwTo yMeTHWKOT objacHyBa: “Of MOMEHTOT Kora
noYHyBaLL Aa Ce u3pasysall Npeky eAHoCTasHo Aedop-
MUparbe Ha NoBpLUIMHATA, Ha NpUMep, Npeky eaHa 6pajo-
Ba TOYKa Ha namapvHa, ¥ Kora ja Bocnpvemaiwl osaa
ToYKa MpeKy HejauHUOT penjed), MOXew Ja ce 3anpa-
Wwal WTo ce cnyyyBa BPTEjKu ce OKoNy nnovara v BoC-
npuemajku ja ToYKaTa NpeKy Hej3uHWOT Wynnmse aen’.
Cekoe eno Ha YKake e CBp3aHO Ha efeH KpajHo cno-
XEeH HauuH, hopManHo W TemaTCKu, CO LenoKynHWoT
yMETHWYKKM Kopnyc. 3a ga ce 3ajoBonume Tyka Co
HEKOIKY UHAMKALMK, K€ ja UCTaKHeMe KOHKpeTHaTa Te-
Ma Ha BOoAaTa v Ha NPUHUMNOT Ha peBep3ubunHocT, Koja
€ noancTpakTHa HO YecTo meTadopuavnpaHa Bo xepma-
poauT. NpuapXysajku ce Ha NIMYHNOT M30Op Ha ABaTa
npumMepa, Ke ja ctaBam KaHrara 3a rosiesare Bo Co0A-
HOC CO HEKOE NpeTXoAHo ¥ nogouHexHo aeno. Co Hej-
3MHUOT M3AUTHAT KNyH, YMja npckanka nu4u Ha aojka co
6paaasuLa HaMecTo AynKK, U CO HejanHaTa npoAynyeHa
OCHOBa WTO Ce cnojyea co paykara, KaHrara 3a rnosne-
Barbe e xepmacdpoauTHa urypa Bo uctara Knaca Kako
n Kamygpnmpanarta wkonka (1963), npeTcrasyBarbeTo
Ha BeHepa og BoTuienu, kage WTo BO AojkaTa 1 paka-
Ta HaBneryea Upeeo of Nymna 3a To4erbe 6eH3nH 1 Koe
e noctaBeHo Hag Hue. Bo Taa ucnpesBpTEHOCT Ha Tue
TEXHUYKM KapakTepUCTUKK (NpcKankara e 3aTBopeHa a
AHOTO Teue), KaHWTara 3a rnosiesare HaBecTyBa eaHa
apyra xepmadpoauTHa urypa, BuctuHara Lwro nsnery-
Ba og 6yHap (1983): buaejku KaHrarta 3a ronesare ro
npuMOpyBa rneaas“oT Aa ce HaseaHe 3a fa ja oTKpue
eaMHCTBEHAaTa Jynka co Koja Taa pacnonara, T.e. Aa ro
norneaHe of 653y HEj3MHUOT 3agHUK, BuctuHara... e

CNMKa Koja BUPTYESIHO ro CMecTyBa OHOj WTO ja rneaa
Ha AHOTO Ha GyHapoT, HaBeAyBajku ro 4a ro cmeta 3af-
HWKOT 3a LUMPOKOrpaao OTBOPEH U aKo ro 3aTeopu byHa-
pOT, yLITe NoMasnky Ke uma npuctan KoH syneara. Maw-
KWOT NOMOB OpraH, Koj ce [ob6nuxysa [0 ucTaea, Ha ua-
BECEH Ha4uH Hasegysa Aa ce MoMuCNv Ha BpaToT Ha
KaHTaTta 3a nonesare. BeHepa uanerysa of Bogara,
KaHTaTa 3a nonesare uMma yHKumja aa nonesa co Bo-
Aa, 1 WTO Aa Npasy HYOBEK Ha JHOTO Ha efeH GyHap oc-
BEH Aa ce wnanka Bo Bogara? Co HerosoTo pemek Ae-
no lojagok Ha Tpesa (1964), XXake ja Hanpasu esu-
[eHTHa paHmnyata mery 6eToHOT v Bogata (1964), pa-
60T Ha 6a3eHOT, T.e. NPaBeLoT Cnopes Koj NejdaxoT u
nUUeTo ce ABWXAT BO OrfeganoTo Ha sojata, Kaje
CBETOT Ce CTPMOriiaBysa BO CBOjaTa npeTcrasa.

OHa feno Koe ja ofbenexysa ucropujata Ha yMeTHoc-
Ta, He e [1eN0 Koe v npasu NpeTxogHuTe Agena Aemoau-
paHu (MOAepHUCTUYKA Uny3uja) HUTY Aeno Koe BewTo
M KOPWUCTA MOBTOPHO (NOCTMOAEPUCTMHKO pasoqapy-
Barbe), TYKy Toa € [eno Koe BHecyBa efeH cucTem Ha
MUCNN W Kaje WTOo Apyrute Aena craHyeaaTr efHoc-
TaBHO ancypaHu. KaHTara 3a nonesare € 06jeKT - Koj
61 MOXene Aa ro CMecTume BO KaTeropujara Ha “peau-
Meja noctasku” - N 06jeKT Koj, bruaejkv uma camo eaHo
nuue, hakTU4Ku uma 0co6eHOCT Ha crvka. Bo Taa ontu-
Ka, aHTaroHU3moT mefy 00jeKTOT U CMKapcTBOTO, MO-
kpeHaT of Mapcen [uwaH a co Koj 6ea onceaHaTtv
MHOTY YMETHWLM NO Hero, NoBeKe Hema HUKaksa CMUC-
na. [lypu v Hay4HUTe KOMEHTapu 3a CKynnTypata Ha
Mukaco, noafajkv og hakToT AeKa Toj npeTcTasysa BO-
NyMEHW NpeKy WYNnuHW, Aanu Tue cTaHyBaaT pedecu
rPOTECKHM Of MOMEHTOT Kora cKynntypara ce CMeTa,
cthaTeHa crnopef NpUHUMNOT Ha neHTata Ha Mebuyc
unu wuweTo Ha KnajH, geka uma camo efHa cTpaHa:
NPOMEHWTE LTO Ce OTKpUBaaT Aanu ce Tue uenynyysa-
Hba UMK WynnuHN?

AHanuaupajku ru Tve eekTv Ha ABuXKerse Ha NpocTo-
POT ¥ KOHCEKBEHTHO Ha NpaBeLoT, BO AenoTo Ha XKake,
[lankax CmuT ce noeukyBsa Ha XKak JlakaH BO OAHOC Ha




CUMYNTaAHOCTa Ha CBECHUTE W HecBeCcHUTe cuctemu. Mc-
ThoT TOj JlakaH Hé Hay4u Aeka HeCBEeCHOTO e CTPYKTY-
MpaHo Kako efeH ja3unk. XKake ja yutupa XeneH Kenep,
rnyBOHEeMa 1 cnena XeHa Koja CBefo4u 3a Ha4yMHOT Ha
KOj ycneana ga usnese of HejauHarta usonauuja: Kora
npochecopoT 1 ja cTaBun HejauHaTa paka Bp3 efeH mMnas
BOAa, Ha gpyraTta paka w Hanuwan “Boga”. “Haegxaw,”
packaxysa XeneH Kenep, “...MucTepujara Ha jasaukoT Mu
bewe oTkpueHa".

Kaj XKake, HacnosuTe, UCTO Kako U TemuTe u hopmuTe,
MerycebHO rv apTukynupaart pgenarta. AHMAUCKUOT
Hacnoe Ha KaHra 3a nonesare e Watering Pot, 1 Toj cag
1 NPeTXoAu Ha eaHa Apyra CKynnTypa Koja nogeAHakso
r KOMOGMHUpa NPUHLMNUTE Ha MaLLKOCT U XKEHCTBEHOCT,
Bptumywka (La Toupie), Ha aHrnucku Top. OBOj Bua Ha
COBpLUIEH aHarpam ce cpeTHyBa BO efHa gpyra mana
6pajoBa cKynnTypa, Koja BO 3aBUCHOCT Of Toa Aanu ja
Aewuvdpupame o Neeo Unu oA AeCHO, HU OBO3MOXYBa
Aa npo4utame G.0.D. (HejauHuoT Hacnos) unu DOG. (Te-
mara 3a Ky4eTo Ke 6buge obpaboTeHa manky nogouyHa.)
3abenexyBame aeka byksarta Koja He ce meHysa e O.

He BepyBam aeka ynorarta Ha efjeH Kputudap Ha ymet-
HOCTa e Aa ja npeaBuayBa uaHMHaTAa, HO TOj cenak MoXe
Aa uapasysa xenbu. Bo ronem gen, Bo 20-TUOT BeK ce
passuBaa yMeTHUYKKU noctanku kom 6ea kpajHo creuu-
januanpanu, a yMeTHuyuTe cu crogenysaa napyuntba og
CBETOT, KOj No gecuHuumja e cé NoBeKe v noseke orpa-
HuyeH. EaHo geno, kako osa Ha XKake, BO caMmoTo cebe
COAPXW efleH BUA Ha nnaHeTa (BCyLWHOCT Toe a TeMa Ko-
ja Toj 306UNHO ja unycTpupa) BO Koja ce Cnyyysa Konu-
3uja Ha HeorpaHudeH Opoj Ha aHTaroOHUCTUYKKM YecT-
nyku. 3a aa ce nocny)kam co crmkaTa Koja HeogamHa ja
ynoTpebu mojoT nomnag konera Puwap Jlejgve, ke go-
Aagam aeka egeH XKake e BeKe rnosTopyBarbe Ha
‘ronem 3anak”. Moja xenba e, JOKONKY yMeTHOCTa Ha
21-8uoT Bek Tpeba aga upnu og ymeTtHocTta Ha 20-TuoT
BeK, Aa rv ogbupa oHne MoAenun, Kou noTceTyBajku Ha
npuMepoT Ha JleoHapao Aa BuHun, Ke ja umaat Taa yHu-
Bep3anHa ambuuuja.

AneH XKake, KaHta 3a nonesarse (L arrosoir), 1972/75, 06jekT

Mpesog oa dpaHuycku: fapko Mytunos




ALAIN JACQUET - Watering Pot 1972-75

Alain Jacquet realized his work Watering Pot (I'Arrosoir) in
the beginning of the seventies, when an interest for topology
made him produce several sculptures in the model of the
band of Mébius and of the bottle of Klein, with the latter being
a premier application in a three-dimensional object: the band
of Mébius, like the bottle of Klein, presents this paradoxical
characteristic of having only one side. These works constitu-
te a continuation of those using the braille system. As the
artist explained it: “From the moment when you start signify-
ing yourself through a simple deforming of a surface, for
example, thorough one braille point on a sheet-metal, and
when you perceive this point on the relief, you can ask your-
self what is happening, if you turn around the plate, and how
you perceive the point through its cavity”. Every work of
Jacquet relates in an extremely complicated manner, formal-
ly and thematically, to the whole corpus of the artist. To sat-
isfy here several indications, we will signify the concrete
theme of the water and of the principle of reversibility, more
abstract but often metaphorized into an androgyny. To hold
myself to the personal choice of two examples, | will put the
Watering Pot in relation to a preceding work and a later work.
With its raised spout, whose rose resembles a breast with a
nipple instead of holes, and with its pierced base rejoining
the handle, Watering Pot is an androgynal figure of the same
class as Camouflage Shell (1963), representation of Venus
by Botticelli whose breast and hand are penetrated by a hose
of a gasoline pump that stands above. In the inversion of tho-
se technical characteristics (its rose is closed while its base
leaks), Watering Pot announces another androgynal figure,
Truth Coming Out of a Well (1983): as Watering Pot obliges
the spectator to bend down in order to discover the only cav-
ity of which it disposes, i.e., to take a close glance of its but-
tocks, Truth... is an image that virtually adapts the one who
sees it at the bottom of a well, making him to consider the
buttocks generously open, and if he closes the opening of the
well, there will be less access to the vulva. The penis, which
approaches it, in a way makes one think of the beak of Wa-
tering Pot. Venus is coming out of the water, a watering pot
has a function of pouring water, and what is one to do at the
bottom of a well, except to splash about in the water? With
his masterpiece Dining on the Grass (1964), Jacquet made
evident the Border Between Concrete and Water (1964),
edge of the pool, i.e., the axis according to which the land-
scape and the personage tend towards the mirror on the
water, where the world engulfs itself in its representation.

A work that marks the history of art, is neither a work that ren-
ders obsolete the works preceding it (modernist illusion), nor
a work that uses them again skillfully (postmodernist disillu-
sion), rather it is a work that induces a system of thought,
where the other works become simply absurd. Watering Pot

Catherine Millet

is an object - that could be placed in the category of “ready-
made arrangements” - but an object that, having only one fa-
ce, presents in fact a characteristic of a picture. In this optics,
the antagonism between an object and painting, raised by
Marcel Duchamps and which obsessed great many artists
after him, does not have any more sense. Even the scientist
comments on the sculpture of Picasso, starting from the fact
that he represents volumes by cavities, do they become al-
most grotesque from the moment when one considers a
sculpture, conceived according to the principle of the band of
Mébius or of the bottle of Klein, to have only one side: the
accidents that are revealed - are they bumps or cavities?

Analyzing these effects of the tendency of space, and con-
sequently of the sense, in the work of Jacquet, Duncan Smith
has made a reference on Jacques Lacan, relating to the si-
multaneity of conscious and unconscious systems. This sa-
me Lacan taught us that the unconscious was structured like
a language. Jacquet cited Hellen Keller, that deaf-mute and
blind woman who testified on the manner she managed to
get out of her isolation: when the professor had placed her
hand under a jet of water, he wrote on the other hand the
word “water.” “Suddenly, says Hellen Keller, ...the mystery of
language was revealed to me”.

With Jacquet, the tities, same as the themes and the forms,
articulate the works among themselves. The English title of
I'Arrosoir is Watering Pot, and this pot is preceding another
sculpture, combining equally the male and female principles,
la Toupie, in English Top. One finds this type of perfect ana-
gram in another small braille sculpture which, depending if
one deciphers it from the left or from the right, enables to
read G.0.D (its title) or DOG. (The theme of the dog will be
exploited a little bit later.) One cannot but remark that the
fixed letter is O.

| do not believe that the role of an art critic is to foresee the
future, still he can express wishes. To a greater part, the 20th
century saw the development of artistic steps that were
extremely specialized, and the artists were sharing frag-
ments of a world, that is, by definition, more and more
restricted. A work like that of Jacquet is by itself a type of
planet (a theme that he in fact largely illustrated) where a col-
lision of unlimited number of antagonistic particles takes
place. To recapture the image recently used by my younger
colleague Richard Leydier, | will say that a Jacquet is already
a repetition of “big crunch”. My wish is if art of the 21st cen-
tury should derive inspiration from the one of the 20th centu-
ry, it should choose rather the models that, in resembling
themselves the example of Leonardo da Vinci, will have that
universal ambition.




Alain Jacquet, Watering Pot, 1972/75, object
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"BMPOYEM, CEKOTALU APYITUTE CE
TME I_I_ITO yMM PAAT" JlunjaHa HegenkoBcka

[Nla ce mo4a HacnpoTu naeanucTudkuot Betep (M. CnoTepAajk), HaCNpoOTH BETEPOT Ha ronemuTe naew,
Ha rofleMUTE MHCTUTYLMK, KaKO LTO Toa ro npaselwe [uwaHx.

"Ce ropgeam CO T0a LUTO ja criaBes MpP3/1MBOCTa BO YMETHOCTA. Ce npaLuysam ganu nyreto cé yLte My Bepy-
Baar.”

[la ce oaurpa nocTxymMHa napTuja wax, Kako oHaa Bo Palazzo Grassi, BO BeHeuuja 1993, mefy UMHUYHUOT nornes
Ha [uwaH, peMek-Aeno Ha ymetHocTa Ha 20 BeK, U UMHUSMOT Ha nepdeKTHUOT My3eO0sIOLLIKU BOajepusam,
rpaHAuo3eH BO CBojaTa NPOCBETUTESICKA 3acsieneHocT.

“lLiTo paboTUTE BO MOMEHTOB?"
“EfHOCTaBHO ja 4Yekam cMpTTa.”

“Bnpoyem, cekorall ApyruTe ce TWe KOUWTO ymupaar”
Mapcen [Avwan 1887-1968

"ANYWAY, IT'S ALWAYS THE OTHERS
WHO DIE" Liljiana Nedelkovska

To piss, contrary to the idealistic wind (P. Sloterdijk), contrary to the wind of great idea, on the great institutions,
as Duchamps did.

“Me, | boast of having praised laziness in the arts. | wonder whether people still believe me.”

To play a posthumous game of chess, as the one in the Palazzo Grassi in 1993, between the cynical look of Duchamps,
a masterpiece of the 20th century art, and the cynicism of the perfect museum voyeurism,
grandiose in its enlightenment blindness.

“What are you doing at the moment?”
“Quite simply waiting for death.”

“Anyway, it's always the others who die”
Marsel Duchamp 1878-1968
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OA PEAAHOCT AO PUKLIUJA

U HA3AA

Bo aenoTo Ha EHau Bopxon 5 cmpTu 11 natv Bo nopTo-
kanosa 6oja (1963 r.), ce rneaa npecysaHa otorpacm-
ja Ha nognora og cBuna Ha coobpakajka, noBTopyBaHa
¥ Npe3seHTUpaHa Ha 06jeKTUBEH, MexaHn4eH HaquuH. Cnu-
KaTa e ctpasuyHa. Mog aBTOMOGMNOT nexar net nyre,
MpTBU. Ho, NOBTOpEHa U UCTO Taka 3rofiemMeHa, Ha cnu-
KaTa 1 ce oa3eMaaT U HejauHUTe CeH3aunoHanHu n uH-
thopmaTUBHKU KapakTepucTuku. Taa ctaHyBa HewWTo apy-
ro. He npeTtcrasyBa HUWTO ApYyro - ocBeH cebe cu.

Bo HEroBMOT AHEBHWUK, CO AaTtym of 27 jyHu, 1983 r., Ex-
av Bopxon nuwysa: “Ho, og 60-TuTe roguHu na Hasamy,
no roAvHU W FrOAWHW U noBeke ‘nyfe’ BO BecTuTe, Cé
yliTe He 3Haell HewWTo noBeKe 3a nyfeto. Moxebu 3Ha-
el noBeke, HO He 3Hael nogobpo. Toa TM e UCTO Taka
KaKko [a XuBeel CO HeKOro 1 Aa Hemall NouM 3a Hero.
Taka, koe Ao6po umaLL 04 cuTe oBue uHdopmayn?”

Ma, cnopeg AeMOKpaTCKUTe Hayena Ha OnwTecTBOTO,
uHcbopmaumuuTe Tpeba ga Hé npasat nogobpu rparaHu.
Ho, BO AeHeLWHWOoT Knbep-HeypoTCKu U caTtenuTcko f4o-
MWUHUPaH CEKOJAHEBEH >XMBOT, MOCTOM ONTOBapyBarbe
co uHopMauuu WTO NpaBu MHOTyMUHA 04 Hac aa ce
YyBCTBYBAAT OTCEYEHMN U LUWHWUYHW KOH cBeToT. Padaen
Apryrson u Eyrenno Tpuac ja rpagart osaa ugeja Bo
HuBHOTO Aeno El cansancio de Occidente (McueaenvoT
3anaa) og 1993 r.: “MacuBHocTa e uageHTuduKaumjara
Ha nyfeto geHec. W jacHo e: ako nyfeTo ce TpaHchop-
mupaart BO rnejaqv v ce NULIeHU 04 CeKoja MOXHOCT 3a
BNWjaHve, osBa AosBeAyBa A0 nacuBHO noctoewse. Ho,
ceTo oBa, ce pas3bupa, ce cnydyysBa Moj mackara Ha
cnpoTuBHOTO. CeTo oAHecyBarbe Ha NceBfo-HacTaHuTe
ce cnydyysa BO paMKWTE Ha ejHa martvua Ha nocrojaHa
aKTUBHOCT; aKTUBHOCT KoOja ro 3ajakHyBa mnacuBHOTO,
e]HO ABWXere Koe ucyesHyBa BO HenoasuXHOCTA.
Hue 360pyBame 3a CMOT CTPEC U rPO30MOPHOCTA BP3 Ha-
LeTO ONWTECTBO, HO KPajHUOT Bre4YaTok e egHa notpa-
ra Bo npasHo”.

lenoto Ha Exgu Bopxon 5 cmpru 11 natu BO nop-
Tokanosa 6oja (1963 r.), nomefy ApyruTte Herosu gena
o[ TOj Nepuog, ro aHTuyUnNupalle ucLueAeHoTo onwTecT-
BO BO KOe XwuBeeme. Ha COLUMONCUXONOLIKK Ha4uH, TOj
AMAAKTUYHO O ONWLLYBA HAYMHOT Ha KOj MeaguymuTe ce
meluaaT BO nepuenuyujaTa Ha xuBoToT. [[negame ucnpa-
3HETOCT, YyBCTyBaMe WCnpasHeTocT. 3a xan, oTToraw
HULLTO He € NMPOMEeHeTo.

FROM REALITY TO

John Peter Nilsson

In Andy Warhol's 5 Deaths 11 Times in Orange (1963), one
sees silk-screened press photograph of a car crash, repeat-
ed and presented in an objective, mechanical way. The
image is frightening. Under the car lie five people, dead. But,
repeated and also blown-up, the image is drained both of its
sensational and informative characters. It becomes some-
thing else. It does not represent anything else - but itself.

In his diary dated 27 June, 1983, Andy Warhol writes: “But
then, since the sixties, after years and years and more 'peo-
ple’ in the news, you still don't know anything more about
people. Maybe you know more, but you don't know better.
Like you live with someone and not have any idea, either.
So, what good does all this information do you?"

Well, according to the democratic principles of society, infor-
mation should make us better citizens. But, in today’s cyber-
neurotic and satellite-stressed everyday life, there is an over-
load of information that make many of us feel detached and
cynical towards the world. Rafael Argullol and Eugenio Trias
develop this idea in their El cansancio de Occidente [The
Exhausted West] from 1992: “Passivity is the hallmark of
humans today. And it's clear: if people are turned into spec-
tators and deprived of any possibility of influence, this leads
to a passive being. But, all this, of course, takes place under
the guise of its opposite. All manners of pseudo-events go on
amid a stream of constant activity; activity that reinforces the
passive, an uninterrupted motion that fades into immobility.
We speak of all the stress and hecticalness on our society,
but the final impression is of a pursuit of emptiness”.

Andy Warhol’s 5 Deaths 11 Times in Orange (1963), among
other of his works from that period, anticipated the exhaust-
ed society that we live in. In a socio-psychological way, he
didactically describes the way that the media interferes in the
perception of life. We see emptiness, we feel emptiness.
Unfortunately, nothing has changed since.

.-

LloH lNutep HurncoH




FICTION AND BACK AGAIN

Enau Bopxon, 5 cMpTTu, 1963, CUHTETUYKM BOM 1 CUTO-NEYAT Ha NNATHO, (oetam)
Andy Warhol, 5 Deaths, 1963, synthetic polymer paint and silkscreen on canvas, (detail)




AOMUP HA KPAJHOCTUTE

XaHc Ynpux O6puct: Ce npawysae ganv moxerte aa
MU Ka)XKeTe 3a reHesara Ha Bawarta naboparopucka 1a-
nox6a og 1968 roguHa?

lycras Meyrep: Kako wro 3Haete, Bo jynu 1967. ce
oApXa KoHepeHyvjaTa “[vjanekTukara Ha ocnoboay-
sarbeTo”. Toa ce cnyuu Bo ucTo speme kora LloH Lapku
u jac, 6eeme kaj Ong Bejnu, BO BpcKa coO HacTanoT Ha
XepmaH Hudy Ha [lecTpykuujaTta Ha yMEeTHUHKUOT CUMNO-
auym, npea egHa roguHa. Jac, no cnywarseto, 06u4Ho
ce uckadysas A0 TpkanesHara Kyka (Roundhouse) v e4-
HO nonnagHe, eAeH MHOry Mnaj HoBek AojA4e U Me npa-
wa Aanv cakam aa umam uanoxoba so jaHyapu 1968, 8o
pamMKuTe Ha YMETHUHKWOT (hecTman Bo CBOHCU YHU-
BepauTeToT. Mnaguyot ce Bukawe LloH MnaHT v TOj ja
noAroTeu nporpamarta. M Taka jac noMMHaB HeKosKy He-
penu Ha CeaHcea NoAroTeysajku usnoxoa.

O6pucT: CnomeHasTe Aeka Kora cTe gowne Bo CeaH-
cea Tue BUW nokaxare egHa MHory cneuuduyHa srpaga.
Bele nu Toa BCyWHOCT nabopaTopujara?

Meurep: [la. He 3HaeB kakea uanoxo6a cakae aa Hanpa-
BaMm, a ¥ Toj He 3Haewe ucTo Taka. Mo4Hae ga 6apam
MOXHA noKauyja Ha pasnuyHu MecTa OKony YHueep-
auteToT. EQeH AeH BNeroe HW3 egHa Bpara WTo Aupek-
THO BOAM BO naboparopujaTa, egHa ybasa n ctapa na-
6opaTopuja Koja HuKkoraiw He 6una ynotpebyBaHa, Heeu-
Ha nabopaTopuja. bapae go3Bona Aa ja kopuctam ¥ Mu
6elue BegHall OBO3MOXEHO Aa ro Kopuctam npocTopoT.

O6pucT: 3Hauu Bawara w3noxo6a Gewe npsa akTve-
HOCT BO HoBaTa rpaaba, HeBuHa nabopaTopvja.

Meurep: fla. labopartopujaTa - Koja ce Bukale Ountpu-
padka nabopartopuja - 6ele cneuujanHo HameHeTa 3a
UCTpaXKyBarbe Ha MPOTEeKOT Ha Bojara W BO3A4yXOT U
MMale W3BOHPEAHN TEeXHUYKU MOXHOCTW. BoaeHnoT
Mnas MoXkelle Aa ce KOHTponvpa MHOry npeyusHo; Mo-
Xelwe Aa 6uae MHOTY jak Unu MHory aenvkareH. Victo-
TO Ce CRy4yBalue 1 CO BO3AYLWHUOT NPUTUCOK. 1 kopuc-
TeB OBUE MOXXHOCTY 3a Aa Hanpasam jena Kou rnocrojar
HejacHO BO MOjOT yM, HO Kou 6ea HanpaseH! BO KOHTEK-
CTOT Ha OBWE OKONHOCTU. 3Hauu, Toa Gea HOBW gena
KOWLITO, BCYLIHOCT, HEe rn 6es 3amucnun npej Aa sne-
3am BO 0BOj NPOCTOP.

O6pucT: 3Hayu, BO OCHOBA OpyAvjaTa U WHCTPYMeH-
TuTe, Kou 6ea Ha pacrionararbe Bo oBaa naboparopuja,

XaHc Ynpux Obpuct

ro OBO3MOXMWja co3jaBarbeTO Ha HOBU Aena, Kou
MoXxebu HUKOorall Hemalue ga rm HanpasuTe 6e3 HuB.

Meurep: To4Ho. Hukoraw Hemawe ga rm Hanpasam W
MOXEeOW HUKOrall Hemalle HU Aa rv 3amucnam.

O6pucT: By MOXene N1 fja H1 onuLieTe Hekoe o4 osue
aena? Ha npumep, NO3HATO MU € AenoTo CO Karnka BoAa.

Meurep: [lenoTo co Kanka sBoga (koe HeojamHa nos-
TOPHO O HanpaBuB - Karnka Ha Tonsa nao4a) no4Ha oa
no3HaToTo Habrbyfyearse Kora Kanka Boga nafa Ha
pUHrna ¥ M3BECHO BpeMme ce 3aApXyBa npej Aa no4qHe
[ia u34eaHyBa 1 aa ce pacnpcHysa. Cv noMucnne, Konky
61 6uno yb6aso Kora Kankarta, Hajronemara Kanka, Hema
JAa ucHesHe 1 Aa ce pacnpcHe. MiHcTanauujaTa 8o na6o-
paTtopujata Aasaile MOXHOCTW: 6eB BO cocTtojba, Haco-
4yBajKu ja BOAATA MPEeKy ropHarta Leska co nomoL Ha
TeHKa NNacTU4HO LeBYe A0 pUHrnara u co KoHTponupa-
He Ha MNPOTEKOT Ha BOAaTa, Aa Hanpasam Meyp BoAa
KOj Tpae npuav4Ho JoNro.

O6pucT: Taka HenocTojaHoTO cTaHa NocTojaHo, CIMYHO
Ha napagoKcor.

Meurep: fla. U MHory e y6aBo Aa ce uMa OBOj eNeMeHT
Ha cTabunHOCT, KOj BO UCTOBPEME Ce BpTelle Kako nya;
MOXeLLE Toa [a ce Buam of BHaTpe, belle eKcniosusHo.

[pyroTo 3Ha4ajHo geno 6ewe mna3oT BOAA LWTO ce ABK-
X1 0ff e4Ha Ha Agpyra cTpaHa. HopmanHo, He MoxeTe A4a
umaTe Mnas Boga Ha uanoxo6a, Ho jac ycneae Toa ja ro
Hanpasam BO U3noX6eH npocTop. Bo Bpcka co mMnasor
BOJA, jac ynoTpebus nnacTuyHa Leska 3akaqeHa sa Ta-
BaHOT, a 6M cakan ga Harnacam feka CTpyereTo Ha
BO3/lyXOT goafalle UCTO Taka 0f TaBaHOT MefyToa Hu3
Apyra ueska BAOMX Lenara naboparopuja. Ycneas ga
ja cMecTam Taa nnacTu4Ha ueska Bo noronema so3ayul-
Ha UeBKa W CO BHECyBareTO Ha BO3AyXOT BO ueskara
MNa30T NnoYHa [a ce BUTKa Kako 3muja okony cebe, co3-
faBajkv cBoeBuaHa urpa. 3aBUCHO O BONYMEHOT Ha
BO3/YXOT, KOj LEMOCHO r0 KOHTpOnupas CO CnaeuvHa,
MO>XEB [a Hanpasam MHory 6riara urpa, Ho KoKy nose-
Ke BO3[yx BHeCyBaB, TONKy Toa CTaHysawe noaueo.
Taka ce o6y BepTUKanHoO BO3AYyLIHO CTPyerse CO XOpw-
30HTanNeH Mnas Ha soaa. Toa 6ewe Bo3byaAnuBea rnetka.

O6pumcT: [lann MOXeBTe Toa Aa ro perynupate?




Pasroeop co lN'yctaB Meurep Bo Okcdopa

Meyrep: [la, MOXEB Aa rv perynupam v sogara u goTyp-
OT Ha BO3AyX.

O6pucT: Gea nu Tve rNaBHUTE KOMMNOHEHTU Ha AeNoTo?

Meuyrep: la. Ho umawe ywre eaHa cduxeca. MNMpoctopoT
6ewe NpunM4HO AONr, CO Aonra peguua nNpo3opuu co
BeHeumjaHepu. Bo 3uma BeHeuvjaHepuTe 6ea cnywTeHw.
3abenaxas Aeka, Ha nnagHe Kora ceBeTnuHaTa nara nog
M3BECEeH aron u Kora ce rneja mnasor Boga, 0cobeHo
hacymHaHTHO ce JOXWBYBa 0BOj U3BOHPeaeH ehekT Ha
BUHOXMUTO.

O6pucT: 3Haun, BCyLIHOCT usnoxobara co3gane BUHoOXUTa
Meuyrep: [la, BHaTpe, BO paMkuTe Ha uanoxbara.

O6pucT: Toa e MHOry MHTEPECHO OUAEIKU HEKONKY yMeT-
HUUM BO 1990 cnomHyBaaa Aeka cakaaT ga Hanpasar
BUHOXWTO Ha HeKoja uanoxba. AHgpeac CNOMMHCKU U
Hemuan XpcT 360opyBaa 3a BUHOXUTA Ha u3anoxobure.

Meurep: Ce pasbupa Toa e BO penauuja v co asTopu Ka-
Ko TapHep, Apyrn ymeTHuum og 19. Bek kou 6ea eageH
BuA Ha 063eMeHnLM CO BUHOXUTOTO U [eTe, Koj paboTe-
Wwe Ha Taa npobnemaTuka.

CnepaHoTo feno ce ogHecysalle Ha nebaereTo Haa no-
[OT Ha TPU NONUCTUPEHCKU 06jekTn. HusHaTa dopma
6elwe yeTBOpoaronHa. Ha cute YeTupu cTpaHu Ha cekoj
o6jekT, napea Of KOMNPUMMPaH BO3AyX CO3AaBalue
BO3/YLUHWU NEepHUYUHba KOU O NOAUrHyBaa npeaMeTorT.
Toj ocTaHyBalwe Ha MecTo co3faBajKu MHOry CMUpy-
Bayku snevaTok. OHa WTO BO ceTo Toa 6ewe MHory
yb6aBo belue nocTtaByBareTO Ha AenoTo BO penaywja co
apyro geno. Osue gse Tonnu nno4uv (NNoxu) uarnegaa
cTabunHo Mako BCYLIHOCT npeTcTasyBaa Bpuerse bna-
rogapeHue Ha MOKHWTE BHaTpelHW CUnn - Mnasesu
BO3/yX LWTO ro 3arpesaaT NoAoT NOAUrajkvu rm Harope
ABeTe pasnuyHu no ronemmuHa nnoyu. Ha Toj Ha4mH Jo-
6uBMe TpU rNaBHU eKCNoHaTH.

MoToa 6ewe KoukaTa, 41j pumejk ro suaosTe Bo Okc-
hopa, Kouka of YucTa nnacTuka co napyukba NUCKYH
KOW poTupaaTt Ha BO3AywWHMOT Mna3. Ha camuoTt Kpaj
Hanpasume Mana npocropuja. Mimas oanuyHa TexHu4ka
acucTeHumja; TeXHUYKUOT NepcoHan Ha YHUBepauTeToT
MW rnomaraiue BO NpoeKkToT.

O6pucT: Bo HaWwMoT npeTxoaeH pasrosop My 3bopysa-
BTE AeKa e noronema npegHocTa kora paboTute co Tex-
HUYapu OTKONKY co HayyHuuuw. [anu Toa ce ogHecysa
noBeke Ha NNaHoT Ha u3segbara UNM Ha TEOPWUCKU
nnad?

Meyrep: Ycneas, 4enyMHO U UHTYUTUBHO, Aa M cosna-
AaMm Kny4YyHuTe npawarsa. TexHu4apuTe He noctasyBaa
npawarsba o4 TMNoT: "3alTo He CTe ro Hanpasune osa”,
Twe HuKoraw He Mu gasaa ugeun 3a paborara. Beyw-
HOCT, pakoOBOAUTENOT Ha TexHu4apuTe - Koj belwe oco-
6eHo 3auHTepecupaH U KoonepaTuBeH - peye feka Haj-
Aobap HauvH Aa nebau nnacTtvkara e ga ce nogurHe co
mMnasesu Bo3gyx og gony. My pekos geka jac He ro 3a-
MUCNyBaMm Toa Taka, TYKy Aeka cakam BO3AyXOT WTOo ro
3arpeBa nNoAoT Aa ja NOTKpeHe nnactukara. Toj pede
AeKka Toa Hema Hukoraw ga ce nocturde. Moxes aa ro
3amonam ga ro cpaboTu Toa 3a MeHe, HO eBeHTyanHo
jac aa ro Tectupam. Ha Heroeso ronemo u3HeHagysare,
Toa (hyHKLUMOHMpALLE UCKNYYUTENHO A06p0. DakTUYKK
Herosara ujeja Hemawe Aa ycnee 3artoa WTo Ke ce Ao-
buewe HecTabunHocT. A ocBeH Toa, Ke Tpebaa roguHu
3a [ja ce Hanpasu CUCTeM 3a 3arpesarbe nog noaorT.
Ha camuoT Kpaj, Kako WTO peKoBs, HanpasusMe Mana
npocTopuja, KagewTo TeYHUOT KpucTan belue npoekTu-
paH CO NOMOLL Ha KOHTPONEH cuctem. 3arpeBareto Ha
TEYHUOT KpUCTan ce oABuBalle CUCTEMATCKK, U 3a NpB
nar jac HanpaBvB npoeKuuja Ha TeYyeH Kpucran, Koja
bewe 6eckoHeYHa, Tpaewe co YacoBu U (OYHKLUMOHU-
pawe cocema fo6po.

BeywHocT, nanoxbata ce cocrtoele oa NeT-wecT ekc-
noHaTu.

O6pwucT: PagukanHocta Ha OBOj Ball NPOEKT Me noTce-
TyBa Ha KpeaoTo Ha AnekcaHgap [lopHep, geka myseu-
Te/manoxbute Tpeba ga Guaar egHa MHTEpAUCUMNNN-
HapHa nabopatopuja. Bo pgenoto Uberwindung der
Kunst, [lopHep Hanuwa: “lNpoyecyanHara uaeja ro npo-
6uBa HaWMOT CUCTEM HA CUryPHOCT...HeMa ja Moxeme
Aa M pasbepeme edeKTUBHUTE CUNIM BO Hawarta
AeHelwHa Bu3yenHa npogykuwja, ako Hemame ysuj BO
ApYyrvTe nonuka Ha MOAEPHUOT XUBOT".

Meyrep: o yeHam ceTo Toa U 6eB cBeCeH geka e Toa
pagukaneH cTapT, He camo BO OAHOC Ha MOETO UCKYCT-
BO, TYKY ¥ BO OAHOC Ha UCKYCTBOTO BOONWTO. AKO MU
[03BONUTE Aa AajaM efHa YMETHUYKO-UCTOopUCKa 3a-
b6enewka: umalle ronema pacnpasa okony 1966/67 rog-
uHa, kora EHTOHM Kapo u HerosuTe cTygeHTun Bo LUKo-
nata CeHT MapTuH ce obugysaa Aa ja oggenar CKynn-
TypaTta o4 3emja, Aa ja cumHaT of nuegectanotT. EgHa
OA NPUYUHUTE NOPaaM KOU ro HanpasuB OBa Aeno e 3a
Aa gokaxam feka Toa e HaBuCTUHa Hag 3emjaTta, u 6es
MHOry cBeceH 3a nosp3aHocTa co LWkonara CeHt Map-
TWH U CO ApYyruTe uaeu Bo BpPCKa Co CKyNnnTypara; umam
YyBCTBO AeKa jac ycneas Aa ro nocrasam Aenorto 6yk-
BasfiHO Hapj 3emjata.




EXTREMES TOUCH Gustav Metzger interviewed by

Hans Ulrich Obrist in Oxford

Hans Ulrich Obrist: | wondered if you could tell me about
the genesis of your 1968 laboratory exhibition.

Metzger: As you know, there was this major conference, the
Dialectics of Liberation in July 1967. It took place at the sa-
me time as John Sharkey and | were before the Old Bailey
about the Hermann Nitsch Event at the Destruction in Art
Symposium the year before. | used to go over to the Round-
house after the hearing, and one afternoon, a young man,
quite a young man, came up and asked me if | would like to
have an exhibition during this art festival at Swansea
University, to open in January 1968. The young person was
called John Plant, and he arranged the program. And so, |
spent some weeks in Swansea preparing an exhibition.

Obrist: You had mentioned that, when you went to Swan-
sea, they showed you a very specific building. Was itin a real
laboratory?

Metzger: Yes. | did not know what kind of exhibition | want-
ed to make, and he didn't know either. So, | went and start-
ed looking around the University for a possible place and
looked at spaces. One day, | passed a door that | opened,
and that happened to open into a laboratory, a beautiful and
pristine laboratory that had never been used, a virgin territo-
ry. | requested permission to use it and was given the go-
ahead to use the space.

Obrist: So, your exhibition was the first activity in a newly
built, virgin laboratory.

Metzger: Yes. The laboratory - it was called Filtration Labo-
ratory - was specifically to investigate the flow of air and
water, and had extraordinary technical facilities. The jets of
water could be controlled to a very fine degree; it could be
very powerful or very delicate. The same with the air pres-
sure. | used these possibilities to make works that existed
vaguely in my mind but that were produced within the con-
text of these opportunities. So, they were new works that |
had not conceived until | had actually entered that space.

Obrist: So, basically, the tools and instruments, which this
laboratory made available, triggered new works, which you
probably would never have made without them.

Metzger: That's correct. | could never have done them and
probably never have conceived them.

Obrist: Could you describe some of the works? | know the
water drop piece, for example.

John Peter Nilsen

Metzger: The water drop piece (which has been re-created
recently - Drop on Hot Plate) started with a commonplace
observation that, when water is dropped onto a cooker hot
plate, it stays there for a moment, before it starts running off
and dispersing. | thought that it would be very beautiful to
have a drop, the biggest drop, that wouldn't disperse and run
off. The [laboratory installation] gave the opportunity: | could
take the water from the overhead pipe, down a thin gray
plastic tube towards the ho tplate, and by controlling the flow
of water, | managed to build up a bubble that stayed for quite
a time.

Obrist: So, it made the impermanent permanent, like a paradox.

Metzger: Yes. And it's very beautiful to have this element of
stability, which at the same time was rotating like mad; you
could see that from inside, it was explosive.

Another main work was a jet of water going from one side to
another. Now, you wouldn't normally have a jet of water in an
exhibition, but | had one in the exhibition space. About the
jet, | had a plastic tube hanging down from the ceiling, and |
would point out that the airflow went along the ceiling in
another pipe, right along the whole laboratory. So, | mana-
ged to fit that plastic tube into the bigger air pipe, and by en-
tering air into the tube, it began to revolve like a snake
around itself, and made a kind of dance, depending on the
volume of air, over which | had complete control by just ma-
nipulating a tap, | could make this a very gentle dance, but
the more air | put in, the wilder it goes. So, you add this verti-
cal jet of air, hitting, merging, with the horizontal jet of water.
It was an amazing sight.

Obrist: You could regulate it?

Metzger: Yes, | could regulate both the water and air supply.
Obrist: And these were the main components of the piece?
Metzger: Yes. But, then, there was another refinement. The
space was very long, and, as you came in, you were faced
by along row of windows with venetian blinds. The blinds we-
re down, it was winter, and | noticed that at noon, the light
would come in at a certain angle, and when you watched the
water jet, you got this extraordinary rainbow quite fascinating.
Obrist: So, the exposition actually produced rainbows.

Metzger: Yes, within the space, internally.

Obrist: That's very interesting, because several artists of the




1990’s mentioned they wanted to make a rainbow in an exhibi-
tion. Andreas Slominski and Damien Hirst talked about rainbows
in exhibitions.

Metzger: And, of course, this relates to people like Turner and
other 19th century artists, who were rather obsessed with the
rainbow and Goethe, who was working on the subject.

The next exhibit was concerned with floating three pieces of
polystyrene off the ground. The pieces were rectangular in
shape. At each of the four corners of the object, a stream of com-
pressed air hit the ground, and formed a cushion of air floating
the piece. It remained in place, and gave a very restful impres-
sion.

What was very beautiful about this is that it was positioned in
relation to the next work, two of the hot plates; they were both
apparently stable; yet, they were in fact boiling hot with powerful
internal forces, here jets of air, hitting the ground and lifting the
two sheets of different sizes off the ground. So, we've gotten
three main exhibits.

Then, there was the cube, a re-creation of which you saw in
Oxford, a cube of clear plastic with mica pieces, rotating through
jets of air. Then, at the farthest end, we built a cubicle. | had
excellent technical assistance; the technical staff of the
University assisted me with the project.

Obrist: In our previous conversation, you spoke about the im-
portance of working with technicians, rather than scientists.
Does it have to do with the conditions of production, rather than
theoretical issues?

Metzger: | managed, partly through intuition, to solve the key
demands. It wasn't as if the technicians came up and said, “Why
don't you do this". They never came up with ideas for work. In
fact, the chief technician - who was particularly interested and
supportive - said that the best way to float the plastic, would be
to lift it up with jets of air from below. | said that | didn’t want it
like that; | wanted the air hitting the ground to lift it. He said that
it would never work. Now, | could have asked him to go and work
it out for me, but eventually | tested it myself. To his surprise, it
worked extremely well. In fact, it wouldn't have worked his way,
because we would have had instability. And besides, it would
have taken ages to make a system to put air underneath.
Then, at the farthest end, we built a small cubicle, where liquid
crystal was projected with a controlling system. The heating of
the liquid crystal went on systematically, and, for the first time, |
had a liquid crystal projection, which was ceaseless, hour after
hour, and that worked quite well. Essentially, that was the exhi-
bition, five or six exhibits.

Obrist: The radicality of this project of yours reminds me of

Alexander Dorner’s credo that the museum/exhibition should be
an interdisciplinary laboratory. In Ueberwindung der Kunst, Do-
rner wrote: “The processual idea has penetrated our system of
certainty [...] we cannot understand the forces which are effec-
tive in our visual production of today, if we do not have a look at
other fields of modern life”.

Metzger: | appreciate all of that, and | was conscious that this
was a radical departure, not just from my practice, built from art
practice in general. If | can just add an art-historical note: there
was an enormous discussion, and you can trace it in literature
around 1966-67 where Anthony Caro and his students at Saint
Martin’s were trying to liberate sculpture from the ground, to take
it off the pedestal. One of the reasons | made this work, was to
prove the point that this is really off the ground, and | was very
conscious of this connection with Saint Martin’s and other ideas
in relation to sculpture; | feel that | achieved something in that
this was literally off the ground.




EAEH AEA OA EBPOIIA: MakeaoHckara

ymeTHOCT Ha 20 Bek

Bopuc lNeTkoBCKuN

Bo MakefoHWja MUNeHUyMUTE Hacnoune eaHo OA Hajro-
nemuTe KyNTYpHU U YMETHUYKK BoratcTea Ha bankaHoT
n MegurtepaHoTt. My npunara Ha CBETCKOTO AYXOBHO Ha-
CNeACTBO U KocMoronuTckara uaeja Ha Anexcasaap Ma-
KE[OHCKM 3a eKyMeHaTa Ha HapoAuTe W KynTypuTe; no-
Toa Bo MakeaoHwja v XpUCcT1jaHCcTBOTO U UCIIaMOT paclly-
Tene BO NUKOBHOTO TBOPELWTBO; TyKa ce passuBan u
epaeH og HajboraTute honknopu so uena Espona. Make-
[OHMja € 1 3emja CO TelkKa W rpaa uctopuja: HejsuHoTo
AONrOBEKOBHO POMNCTBO NOA TyfU BNacTv Tpaewe cé A0
1945 roguHa. A cekoj 3aBojyBady (0CO6eHO HUBHUTE COCe-
AW) ro NpUcBOjyBan co (hU3UYKMOT U “AyXOBHUOT ambu-
eHT" Ha MakeaoHUMTE, HUBHATa KyNTypa, YMETHOCT, jasuk;
WNW M yHULWITYBan v 3arpabysan HUBHWTE COMEeHUUN.

Cenak: BeKe BO Ma4uTenH1Te ycnosu Mefy ABeTe cBeTC-
KU BOJHU HEKONKY MaKEAOHCKU YMETHWLM ce WKonysaa
BO TOralwHuTe 6ankaHcKu UEeHTPU, a Hekou 1 Bo lNapus 1
Mpara. HUBHOTO TBOPEWTBO ondaTu Husa MoAepHA nu-
KOBHW NpaBuy ¥ NOTTULM 04 MEAUTEePHCKUOT YMETHUYKN
Tpesop: CO Toa ce CTpeMea KOH TakoB IMKOBEH v3pas
WTO Ke ro UCKaXe HUBHWOT YMETHWYKM W HauuoHaneH
(Toraw HenpusHaeH) mAeHTUTeT. MHOry aHraxmaHu Ha
MaKeJOHCKUTE YMETHULW 1 Toraw ce cosnaraa co GuTHU
TEHAEHLMM Ha NMKOBHAaTa yMeTHOCT Bo EBpona. 3awTo
BO Hea MOKpaj aBaHrapAHUTe HUKHaa v CTpemexu 3a
“BpaKkarbe KOH pefloT" U aHTUKaTa: BUANMBN 1 BO Aena Ha
Mukaco u Matuc. BkopeHyBareTo BO HAapOAHWOT poA-
HOKpajckv ambueHT Gelle BaxHa erana v BO paseojoT Ha
pyckata aBaHrapfa; a ce uckaxa v BO (pnamaHCKuoT
EKCrpecuoHn3am. 3a CnMpuTyanHuTe uenu Ha cynpema-
TU3MOT Ha Manesuy U ancTpakuvjata Ha KaHguHeKw,
KMY4HO 3HAYeHe UMalle BU3aHTUHCKATa UKOHA; MOTUBU-
pawe v Teopbu Ha Moaunjann. Cnopeg Talbote Rice
(1935) yenuTe n MeTOAUTE HA BU3HTUCKATA YMETHOCT Ce
CNMUYHM CO TUEe Ha [eHelwHaTa YMeTHOCT: 044€ENHo nopa-
[u ancTpakTHaTa BpeAHOCT WTOo e BO OcHoBaTa Ha Asara
theHomeHa. A co Mypanute Ha MapTUHOCKM 1 JInieHoCcKM
ymeTHocTa Bo MakegoHuja npeg 1945 roguHa ce BKy4u
1 BO ceBeTcKuoT nogem (oa Mekcuko u Cag ao Espona)
Ha MOHYMEHTanHoTo cnukapctso. MpuToa 12. mypanuc-
TUYKMN epoTCKU ekcnpecun Ha MapTuHocku (1935; yHuw-
TeHW) HemMaa naHfaH BO CeTO eBPONCKO CMMKapCcTBO Ha
20. Bek.

Mo BropaTta ceeTcka BOjHA MakejoHcKaTa yMEeTHOCT ce
Brpagv BO HauvoHanHara, nonuTu4kara v AyxosHata
emaHuvnauvja Ha MakegoHuja. MakefoHCKOTO IMKOBHO
TBOPELWTBO NPBO LENOCHO ja coBnaja Avkratyparta Ha
COLMjanUCTUHKMUOT peanuaam: a 0COGEHO CO MOAEPHOTO
06NMKyBarbe Ha MOHYMEHTanHUTe Mypanu Ha Jlasecku;

Mo3zauuuTe Ha Mases n Yemepcku; cnomeHuunTe Ha Ipa-
6yn v Xaym bowkos. Bo HUB, a 1 BO ceTa MakefoHCKa yMeT-
HOCT, UCTOpHMja, MUTOT, NereHaara, Ma4HuHaTa Ha nocTo-
eHeTO Ce UCKaXaHW Kako NUYeH nopvs; a Tpagvuywjata
ce AOXMWBYBA KaKo AyXOBEH MOTTUK: TOj KPUTU{KK Ce OC-
BOjyBa, 3@ TBOPEYKU [1a y4ecTByBa BO HOBUTE ECTETCKU 1
cTuncku acnupauuu. Mako MakeaoHuja e Manedka, eko-
HOMCKM HepasBueHa 3emja, oa 1952 roguHa so Ckonje ce
NPUKaXaHW U HW3a M3NOXOU Ha CTpaHCKa YMETHOCT; a
noseKke MakefoHCKM YMETHWUUM Ce LWKonyeaa v uanaraa
HW3 cBeTOT. MoaepHaTa ymMeTHOCT (04 eKCrpecMoHO3MOT
1 HagpeanuaMoT A0 ancTpakuujata) ctasa fen oj Make-
[OHCKMOT KYNTYpeH XMBOT Mpef CKOMCKWUOT KatacTpo-
chaneH 3emjotpec o4 1963 roguHa. 3aToa camo HeKoj Me-
cey no Hero, 8o 1964 roguHa, Bo Ckonje 6ewe ocHOBaH
My3ejoT Ha coBpemeHaTa yMEeTHOCT, UCKNy4uTeneH ABn-
raTen Ha MakefoHckaTa BuayenHa kyntypa. Og 1970 eo
cBojaTa HoBa 3rpaja: efHa 0j HajcOBPEMEHO KoHuu1nupa-
HuTe Bo uena Espona, MCY # ja npuonwTysa Ha Make-
[OHUja COBpEMEeHaTa yMEeTHOCT. A HeroBaTa HeKonKywun-
jagHa Konekuuvja Ha nogapeHn gena of Uenvort CBeT, €
eAvHcTBEHa Bo uena JyrouctodHa Espona. Bo nocTojaH-
uTe noctaeku Ha MCY oabpaHu TBOPOU Ha MakeAOoHCKU
YMETHULM Ce U3naraHu 3ae/jHo CO Aena u Ha Hajronemure
cosgasaqym Ha ymeTHocTa Ha 20. BeK. Husa makefoHCKN
TBOPLUW CpacHaa v CO JIMKOBHUTE UCTpaXkyBatba 04 0BUe
nocnegHn AeueHvn, a coobpasHo co yenara ucTopucka
nonox6a Ha MakegoHuja. [JpacTU4HO MOHENOBOMHa OA
OHaa BO MHOTY €BPOMNCKU 3eMju, Taa He NOTTUKHA BegHaL
HEKOM NWKOBHM MOTpary, WTO YecTo ce npojasuja camo
BO HajrofieMuTe NIMKOBHW LIGHTPU BO CBETOT: BO KOW Mo-
Hekoraw He ce B6pojaHu u efeH Pum v Mapus. Ho Hac-
NPOTY CETO TOa AEHELHOTO MakeAoHCKO TBOPELITBO He
ro CTUrmaTMaupa Hekoe eCTeTCKO WM KOHUEenuyucko
“nouHerbe”. TBOp6UTe Ha NOBEKe MAaKeAOHCKW aBTopU
y4ecTByBaaT BO COBPEMEHWUTE CBETCKU JIMKOBHW TEKOBU:
80 MakegoHuwja uenara rpafa Ha “TpaguuoHanHara” Mo-
AepHa (na 1 4aaaucTUHKUTE U KOHUeNTyanHuTe Herayum
Ha “YMETHWYKOCTa" Ha TBOPEHETO); CUTE MOCTMOAEPHN U
“eneKTPOHCKN” TONKyBarba Ha enoxara, ce 0CBojyBaHu co
HWBHM HOBM ocmucnyBara. Ml Hajmnagara geHellHa ma-
KeA0HCKAa YMETHOCT: a co npeduHeTa Bu3yenHa uHtenu-
reHumja, UenvoT LMBUnn3aymcky Tpesop ro npeToyysa 8o
NMKOBEH AUCKYPC KOj roOBOpK 3a CBETOT CO aKTyesiHa aH-
Tpononowka, cgunocogka u ecreTcka CBeCT. Ho Hac-
NPOTW NOBPEMEHTa TEeOpMCKa MaHunynayvja co Hea wro
60>KeMm ja BTOMNKyBar, roBopu ¥ 32 KOHTUHYWTETOT Ha Ma-
KEe/JOHCKOTO NMKOBHO co3aasatse Bo 20. BeK.
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A PART OF EUROPE: Macedonian Art of the 20" Century

Nikola Martinoski, Fragment from the fresco “Ocean”, 1935,

Hukona MapTtuHocku, thparMeHT og hpeckata “OkeaH”,
1935, Ckonje (yHuwTeHa), choTorpadmpaHo og BECHUK
Skopje (destroyed), photo from newspaper

In Macedonia the millenniums layered one of the greatest cultural
and artistic treasures in the Balkans and the Mediterranean. It
belongs to the global spiritual heritage and the cosmopolitan idea of
Alexander the Great on the ecumenicity of peoples and cultures;
then in Macedonia both Christianity and Islam flourished in the
artistic creation; one of the richest folklores of all Europe was devel-
oped here as well. Macedonia is also a country of painful and ugly
history: its occupation for centuries long by foreign powers lasted all
until 1945. Every aggressor (especially their neighbors) assimilated
both the physical and “the spiritual ambiance” of the Macedonians,
their culture, art, language; or the aggressor destroyed and
grabbed their monuments.

However, already in the difficult conditions between the two World
Wars, several Macedonian artists finished their education in the
then Balkan centers, and some of them even in Paris and Prague.
Their creation involved several modern artistic tendencies and moti-
vations from the Mediterranean artistic treasury: by this, they
inclined towards such artistic expression that could indicate their
artistic and national (then unrecognized) identity. Many engage-
ments of the Macedonian artists even then coincided with the main
tendencies of the European art. Because in the European art, in
addition to the avant-garde tendencies, there were also tendencies
of “returning to the order” and to the antique: evident in the works
of Picasso and Matisse as well. Rooting in the national ambiance of
one’s own birthplace was an important phase in the development of
the Russian avant-garde as well; it was also manifested in the
Flemish expressionism. For the spiritual goals of the suprematism
of Malevich and the abstraction of Kandinsky, the Byzantine icon
had the key significance; Modigliani was also motivated in his works
by this. According to Talbote Rice (1935), the goals and methods of
Byzantine art are similar to those of contemporary art: separately
due to the abstract value that is in the basis of the two phenomena.

Boris Petkovski

With the murals of Martinoski and Licenoski, art in Macedonia
before 1945 took part also in the global rise (from Mexico and the
USA to Europe) of the monumental painting. In this context, twelve
muralist erotic expressions of Martinoski (1935; destroyed) did not
have a counterpart in all the European painting of the 20th century.

After World War Il, Macedonian art was incorporated into the
national, political and spiritual emancipation of Macedonia. The
Macedonian artistic creation was the first one to completely over-
come the dictatorship of the socialist realism: especially through the
modern shaping of the monumental murals of Lazeski; the mosaics
of Mazev and Cemerski, the monuments of Grabul and Hadzi
Boskov. In these works of art and throughout Macedonian art as
well, the history, the myth, the legend, the pain of existence are
expressed as personal inclination; and tradition is experienced as
spiritual impetus: it is conquered critically, so that it can participate
in creative manner in the new aesthetical and style aspirations.
Although Macedonia is a small, economically underdeveloped
country, since 1952 many exhibitions of foreign art have been
shown in Skopje; and many Macedonian artists have been educat-
ed and have exhibited abroad. Modern art (from expressionism and
surrealism to abstraction) has become part of the Macedonian cul-
tural life even before the Skopje 1963 disastrous earthquake.
Therefore, just some months after this earthquake, in 1964, the
Museum of Contemporary Art (MCA), an exceptional driving force
in the Macedonian visual art culture, was established in Skopje.
Since 1970 located in its new building, one of the most contempo-
raneously conceived structures in whole Europe, the MCA has
been communicating contemporary art to Macedonia. Its collection
of several thousands of works of art donated from all over the world,
is the only of its kind in whole South-East Europe. As part of the per-
manent MCA exhibitions, selected works of art of Macedonian
artists were displayed together with the works of the greatest artists
of the 20th century as well. Numerous Macedonian artists have
grown together with the artistic explorations of these last decades
as well, and in correlation with the overall historical position of
Macedonia. Drastically more inopportune than that in many other
European countries, it did not incite immediately any artistic prob-
ing, that had often appeared only in the biggest art centers in the
world, whereby sometimes even one Rome or Paris is not included.
In spite of all this, Macedonian art production is not stigmatized by
any aesthetic or conceptual “delay”. The works of many
Macedonian artists are involved in the contemporary global art ten-
dencies: in Macedonia, the whole structure of the “traditional” mod-
ern art (even with the dadaist and conceptual negations of the
“artism"” of creating), all postmodern and “electronic” interpretation
of the epoch have been conquered with their new elaborations. The
youngest Macedonian art of present time, having refined visual
intelligence, transforms the whole civilization treasury into a visual
discourse that speaks of the world with current anthropological,
philosophical and aesthetic awareness. Contrary to the periodical
theoretical manipulation of it that pretends to “interpret” it, this also
speaks of the continuity of the Macedonian artistic creation in the
20th century.




TonkysauuTe [vwan HajnoBeke ro rnefjaart kako cken-
TWUK KOH YMETHOCTa, KYNTYpHUTE BPeAHOCTH, naejarta 3a
cy6nMMaToT, nouMarbeTo 3a 6eCKOHeHHOCTa Ha YMETHU-
YKUTe gena nopaav HUBHUOT NOCTOjaH Martepwjan, u 3a
MOXKHOCTa 3a u3basyBarbe NpeKy ymeTHocTa. Toj rv uc-
MejyBalle cuTe oBUe TpaavLMOHANHU U NaTeTUYHN Uaeu
BO HEroBOTO rnNasHo Aeno “fonemoTo ctakno”. Toa e Ta-
WHCTBEHO U EHUIrMaTU4HO Aeno, 3a Koe NocTojaT MHOrY-
6pojHn TonkyBarba. Tonkyeareto Ha Muwen Kapyxe
uarnefa HajManky HajpasymHo: obnukysarbaTa ro ge-
(hvHMpaaT OAHOCOT Ha YMETHOCTa U Ha HejauHuoT(MTe)
rnepaq(vn) Bo NMbuao-mMalmHa, Kage anycure Ha epre-
HWUTE U Ha BOjHULMTE NO HUBHOTO eApWuINYapcKo nusra-
He Ce A0BEAeHN BO CEKCyarneH 3aHec ofj CTpaHa Ha He-
BecTara, Koja Tue, cenak, HUKoral He MoxXar Aa ja go-
npat. HueHaTa cnepma camo 6u 6una ussageHa n un-
TpUpaHa og HoKonaaHata MalmMHa 1 noToa - No CTUrHY-
Barbe A0 o4uTe - 61 6una pagujanHo ogpaseHa Ha BTO-
POTO CTaKIO Haj epreHnTe, Kajge Heeecrtara Koja ce oa-
mopa ro 3acgaka cBoeTo MecTo. PeunknupaHara cnep-
Ma uanerysa Npeky CTaknoTo BO HWKaje, He CTUrHy-
BajKkn A0 HeBecTaTa, MaTkara, MOTOpOT, anxemujata Ha
HEeBMHOCTA, UNK - Kako WTo 6K MoXxene Aa ja Hape4eTte
- aneropujaTa Ha ymeTHocTa. HejauHuTe MOTOPCKK U,
04 MaTka, UMnuHApW ocTaHysaaT npasHu. Cenak,
MOTOpCKaTa HeBecTa Ke ro ucnpatu HejauHuoT napgem
01 HEj3VHWOT BarvMHaneH Kopuaop Aony A0 epreHute,
XpaHejku ja HuBHaTa rbybOBHA MOTEHUMja. Buaejkv
BUCTUHCKUTE rnejadn Ha egHarta cTpaHa Ha CTaknoto
moxat ga buaart BuaeHu of cTpaHa Ha ApYrv BUCTUHC-
KW rnegadqv Ha gpyrata cTpaHa M moxart ga ouaat
CrnopefeHu co obenexaHuTe epreHn Ha UCTOTO HUBO,
cuTE Tve npunafaaT Ha LUernocHata geduHuumia Ha
YMETHUYKMOT KOMMMEKC: BO CKeNTUUWM3MOT Ha [luwaH
Hema u3basyBatrbe NpeKy epoTCKUOT Mpouec Ha rnocmat-
parbe Ha yMeTHoCTa.

Mo oBa npaware, UMam Mou COMHeBarba 3a BaKBOTO
Tonkysare. Kora Hekoj ce obuaysa Aa ja pely eHurma-
Ta Ha ApYyr HauWH, rneaareTo Ha yMeTHOCTa MOXe Aa
6uae nomanky menaHxonuueH 6usnuc. Moctojar cnny-
HOCTM nomefy “lonemoTo cTakno” Ha [juwaH 1 nosHara-
Ta cnuka Ha Pacbaen Bo bpepa, MunaHo, “BeH4aBkara
Ha [leea Mapuja” (1503/1504). Bo genoto Ha Padaen,
NWKOT Ha cB. JosaH, Koj Tpeba Aa ce Bepu camo npeky
cTaBarbe NpcTeH Ha pakarta Ha Mapuja, e OnKpyXeH co
EHCKU 1 Malku sBepuabenun ceegoum. HuegeH rnepad
He MOXe Aa 3Hae Janv HaBuCcTVHa Bepugbara moxe aa
He ce oapXv. MOMEHTOT npe/ camuoT YUH Ha cTasatrbe-
TO Ha NPCTEHOT Tpae Be4YHo. [NasHUTE NUKOBMW Ha Npu-

"FOAEMOTO CTAKAO" u Bpatara Ha "TPAAUBA"

AHTje ¢poH paseHnl

KasHata ro WcnosHyBaaT AONHUOT Aen o4 cnukara,
Jl0ieKa BO rOPHUOT [ien Ha cnukarta ce nojasyBa xpam
CO NpasHu NPO30pLM, a He - Kako WTO TpaauumjaTa 6um
cakana - Boropoguua unu Mocnog Ha HeboTo. CeeTuuTe
HEe Ce BO MOXHOCT Aa ro AOCTWrHaT ropHuoT gen. Tue
MHory 6u cakane ga ce sepu Boropoguuya. Xpamort ja
npetctasysa edemepHaTa sby6oB KOH [ocnoa u
LipkeaTa. Ho nposopuuTe ocTaHysaat npasHu. Cnn4Ho,
“ConemMoTo cTakno” ja npeTcraByBa ucrata eemepHa
akuuja Koja HaBUCTUHA He MOXe Aa ce 3abenexw: sepy-
BaHETO BO yMETHOCTa U XenbaTa v rbyboBTa KOH ymeT-
HocTa ocTaHyBaaT epaHa OeckpajHa “sacra conversa-
zione”, Koja HUKOraL He MOXe fa Ce UCMOMHU. McnonHy-
BarbeTO MOXe Aa buae camo 3apagu camuoT rnegad u
Ke 6uae HagBop of 3amucneHata cnuka. Moe ybeay-
Barbe e fleKa cKenTuumuamoT Ha Padhaen u Ha [inwat ca-
MO Ke ja AOCTUrHe ToYKaTa Ha UCMOSHYBareTo Ha rne-
[a40T BO paMKWTe Ha 3aMWUC/IEHOTO YMETHUYKO Aerno.

AKO MOETO TONKyBaH:e € TO4YHO, [iuwaH CUrypHo He 61
61N CKENTUKOT 3a KOj Taka 4ecTo ce Bepysa eka e. Toj
camo edeMepHOTO noseke 6u ro BpeaHyBan OTKOMKY
maTtepujanuaupaHata ymetHocT. [enata Ha [uwad
npea “ronemoTo cTakno” - 0co6eHo pean-mejauTe - Mo-
XaT Aa ce pasbupar Ha cnudeH HauuH. Cywadqor 3a
wyLe, Ha NpPUMEp, MoXe Aa ce TONKYBa Kako TUNUYHO
[Aeno Ha HewTto edemepHo, Koe ro Hema: AyxOoT BO
WMWeTo, BKYCOT 3a ymeTHocTa (bottle-drier = égouttoir,
the absence of taste = égoutter). [luwaH ro Hanpasu
MOXHO 60rojaBneHMeTo Ha eceHuujaTa Ha ymeTHoCTa,
uanerysajku o4 6aHanHocTa Ha CeKOj4HEBHWOT
Npou3Boj Ha nyreTo.

[la ce BpaTMe Ha EPOTCKOTO 3Ha4erbe Ha ‘TonemoTo
cTakno', koe Juwax ro sapupatle co HeroBoTo HOBO Ae-
no oA crakno HanpaseHo Bo 1937 r. Bo osaa roguna,
Angpe BpeToH, NpOTaroHUCTOT Ha HagpeanucTute, 1o
samonu [uwaH Aa 3eme y4ecTBO Ha egHa mana us-
noxo6a Ha HaapeanucTuiku npeameTy. Mako Toj He ce
YyBCTBYBalle MHOry 6/1IM30K CO HagpeanucTuTe, Ouwanx
ce Crnoxu ga ydectsysa. Toj ro Hanpasu Bne3oT Ha
uanoxbéara, u ro Hapede “I'paguea’. OBa ce cocTon oA
nnoya of CTakno BO Koja € uce4eH eneH OTBop, BO
¢opma Ha reyboseH nap. MoceTutenute mopaa Aa no-
MUHYBaaT HA3 OTBOPOT U TaKa Aa ro nonosiHysaat obnu-
KOT Ha rbyOOBHMOT nap 3a efileH MHOTY KpaToK MOMEHT.
Camara ugeja 6ewe ga ce noTceTv MUHyBa{oT Ha nNpwu-
kaaHata ‘lpaguBa’ Of repMaHcKuoT asTop Bunxenm
JeHceH Koja e 1 TONKyBaHa BO efleH ecej Ha 3urmyHA
®poja. OBaa npukasHa HW packaxyea 3a efeH mnaj

— —————— - —— .
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apxeonor Koj e cTpacTeeHo 3arbybeH Bo egHa MpTBa
Aesojka o pumckoTo Bpeme, Mpaguea. Cocema cny-
YajHo, TOj ycneea Aia Hajae u3nes o osaa oricecuja 3a
MpTBUTE: TOj ce BrbybyBa BO Agpyra Aesojka, 3oe
Beptranr, koja Hanvkysa Ha paguea. HUBHUOT npB
6akHex ja npomeHyBa SfbyboBTa Ha apxeonoroT 3a
MpTBUTE BO SbyboB 3a xusute. OBa ce cnyyysa Ha
cKanuTe Ha XpamoT Ha AMONOH, Kora Ha »XewkKoTo
COHLe rpO3HU MYBW M1 fonupaat obpasuTe Ha nperp-
HaTuoT nap. o meHyBareTo Ha nokauujara og Mom-
neja so apus, kage ce ogpxa uanoxbara, Temara
3a pagusa Gewe TpaHcopMMpaHa BO HejavHaTa
hyHKUMja: MUHYBAjKK, HA NaTOT KOH uanoxbara, HU3
cunyeTuTe Ha NapoT o4 npukasHaTta 3a [paguea, no-
cetTutenoT 6u ru 3abopaBun MUHATUTE OMNCECUMU CO
mMpTeuTe u 6u 6un cnobogeH Aa y)KuBa BO HOBaTta
YMETHOCT M BO foesujata Ha HajpeanucTudkara
ymeTHocT. PeaynTaroT 6m 6un - kako wTo belue xen-
6ata Ha bpeToH - noceTuTenuTe ga GuaaTt BO MOX-
HOCT Aa rv 3agpxat csoute gpycTtpayun. Bo kycuor
MOMEHT Npu BNerysareTo BO ranepujara, yMeTHocTa
3a 'pagviea n noceTuTenoT 61 ce CUHXPOHU3UpPare Bo
e/leH ncuxoaHanuTUYKKM NpoLec Ha CaMoneKkyBaH-e.

He moxxam ga ro Bugam ckenTuumamMoT Ha Auwax u 8o
0Ba feno, Kako LWTO HeKOM Umaa cyrepupaHo, Ho ja
rnegam Herosarta xenba ga ce guctaHuupa og ma-
TepujanoT n Aa ce NpUeNNXKK WTO € MOXXHO NoBAUCKY
co ehemepeH u, cnuyeH Ha 6orojaBneHue, npolec Bo
ymeTHocTa. [luwan moxe ga ce rneaa, ako ce npuda-
TW OBOj apryMeHT, Kako NPeTXOAHUK Ha yMeTHUUUTe
oA TunoT Ha Josed bojc, Pobep ®unuy n matuyara Ha
dnyKcyc, KOHUEeNnTyanHuTe yMeTHUUM, YMEeTHULUTE Ha
NneHJ-apToT, U yMeTHUUWTe Ha nepdgopmaHcoT. Bo
AedvHUpareTo Ha 04HOCOT nomery yMeTHocTa U rne-
AaqyoT KOj y4ecTByBa, OBME yMETHUUM Gea HAcOYeHM
KOH HepernpeseHTaTUBHOTO 3Ha4yeHe U ro Hanpasuja
MOXHO 60rojaBneHMeTo Ha ecenumjaTa Ha X1UBOTOT U
YMETHOCTa, U3nerysajku og 6aHanHuoT U CcekojgHe-

} BEH NpeAMeT unv marepujan, Kako WwTo Beke Llemc

. Llojc u ce HageBalwe Ha NOYETOKOT Ha 20-TUOT BeK.
Cé ywTe noctojaT yMeTHALM KOU ce HagesaaT feka
ceKkynapHoTo 6orojaBneHue Ke ce criyyu, a Koe Ke ro
OTBOPY UK 0cnoboan yMOT Ha rneaaqor.

Mapcen [uwan, BpaTtarta Mpagusa co AHgpe BpeToH, 1937
Marcel Duchamp, Gradiva Door with Andre Breton, 1937
-




Interpreters of Duchamp mostly see him as a skeptic about
art, cultural values, the idea of the sublime, the notion of the
infinity of words of art because of their everlasting material,
and of the possibility of deliverance through art. He was
mocking all these traditional and pathetic ideas in his princi-
pal work “The Large Glass”. It is a cryptic and enigmatic
work, of which numerous interpretations exist. Michel Car-
rouges’ interpretation seems at least the most reasonable:
the figurations define the relationship of art and its viewer(s)
in a libido-machine, where the phalli of the bachelors and the
soldiers are brought into sexual rage by the bride which,
they, however, can never reach. Their semen would only be
extracted and filtered by the chocolate-machine and then -
on reaching the oculi - would be radially reflected to the sec-
ond glass above the bachelors, where the reclining bride has
her place. The recycled sperm shoots through the glass into
nowhere, without reaching the bride, the womb, the motor,
the maiden alchemy, or - as you might call it - the allegory of
art. Her motorical or womb cylinders remain empty.
Nevertheless, the motorical bride will send her perfume out
of her vaginal corridor down to the bachelors, feeding their
electrical love potency. Because real spectators on one side
of the glass can be seen by other real spectators on the
other side and can be compared with the configured bache-
lors on the same level, they all belong to the whole definition
of art-complex: in Duchamp’s skepticism there will be no
deliverance by the erotic process of seeing art.

On this point, | have my own doubts on this interpretation.
When one tries to solve the enigma in different manner, see-
ing art might be a less melancholic business. There exist
similarities between “The Large Glass” of Duchamp and the
famous painting of Raphael in the Brera, Milan, “The
Marriage of the Virgin Mary” (1503/1504). In the work of
Raphael, the figure of Saint John, who is about to be married
by just giving the ring to the hand of Mary, is surrounded by
female and male wedding witnesses. No viewer can know if
the marriage really could part. The moment before lasts for-
ever. The principal figures of the story fill the lower part of the
painting, whereas on the upper part of the painting, a round
temple with empty window arises, and not - as tradition
would want it - a Madonna or God in heaven. The Saints are
unable to reach the upper part. They would very much like to
marry the Madonna. The temple represents the ephemeral
love to God and the Church. But the windows stay empty. In
similar way, “The Large Glass” represents the same
ephemeral action that really cannot be seen: the belief in art
and the longing and love for art stay a never-ending “sacra
conversazione” that never can be fulfilled. The fulfillment can

“THE LARGE GLASS” and the “GRADIVA” Door Through Glass

Antje von Graevenitz

only be the viewer’s own sake and will be outside the imaged
painting. It is my conviction that the skepticism of Raphael
and of Duchamp will only reach the point of the viewer’s ful-
fillment within the imagined work of art.

If my interpretation is correct, Duchamp would certainly not
be the skeptic that he is so often believed to be. He would
only esteem the ephemeral higher than the materialized art.
The works of Duchamp before “The Large Glass” - especial-
ly the ready-mades - can be understood in similar manner.
The bottle-drier, for example, can be interpreted as an
emblematic work about something ephemeral, that is miss-
ing: the ghost in the bottle, the taste for art (the bottle-drier =
égouttoir, the absence of taste = égoutter). Duchamp made
the epiphany of the essence of art possible coming out of the
banality of the every-day product of men.

Let us return to the erotic meaning of “The Large Glass”, that
Duchamp varied with his new glass-work made in 1937. In
this year André Breton, the protagonist of the surrealists, as-
ked Duchamp to participate in a small show of surrealist ob-
jects. Although he did not feel very close to the surrealists,
Duchamp agreed to take part. He made the entrance of the
exhibition. It consists of a glass panel in which a hole is cut
out, shaped as a couple of lovers. Visitors had to pass thro-
ugh the hole and thus fill the shape of the love-couple for a
very short moment. The idea was that the passing visitor
would be reminded of the story “Gradiva” by the German wri-
ter Wilhelm Jensen and interpreted in an essay by Sigmund
Freud. This story tells us of a young archeologist who is pas-
sionately in love of dead girl named Gradiva, from the Ro-
man era. By pure chance, he is able to find a way out of this
obsession for the dead: he falls in love with another girl, Zoe
Bertgang, who resembles somewhat Gradiva. Their first kiss
changes the archeologist’s love for the dead into a love for
the living. It happens on the steps of the temple of Apollo,
when, in the heat of the sun, ugly flies touch the cheeks of
the embracing couple. On changing the location from Pom-
peii to Paris, where the exhibition took place, the Gradiva-
theme was transformed in its function: passing through the
silhouettes of the Gradiva-couple to the show, the visitor
would forget past obsessions with the dead and would be
free to enjoy the new art and the poesy of the surrealist art.
The result would be - as was Breton's wish - that visitors wo-
uld be able to detain their frustrations. In the short moment
of entering the gallery, the Gradiva-art and the visitor would
coincide in a psycho-analytical process of self-healing.

| cannot see the skepticism of Duchamp in this work either,
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-Duchamp’s heritage between doubt and deliverance-

as some have suggested, but | do see his wish to get rid of
material and come close as possible with ephemeral and
epiphany-like process in art. Duchamp can be seen, when
one accepts this argument, as the fore-runner of artists like
Joseph Beuys, Robert Filliou and the mainstream of Fluxus,
Conceptual artists, Land artists and Performance artists. In
defining the relation between art and the participating view-

er, these artists were aiming towards the non-representa-
tional meaning and made the epiphany of the essence of life
and art possible coming from the banal and everyday-like
object or material, as already James Joyce did hope at the
start of the 20th century. There are still artists hoping that a
secular epiphany would take place, that would open or free
the viewer’s mind.

Padaen, Bepugbata Ha Mapuja (Le Sposalizio), 1503-4, cnuka Ha nno4a, Munaxo, bpepa
Raphael, The Marriage of the Virgin Mary, 1503-4, painting, Milano, Brerra
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Utapy XupaHo

HauyuHOT Ha pa3bupareTo Ha CBETOT Ce U3MEeHWN 04 UCTO-
PUCKM AUjaxpOHUCKN BO COBPEMEHO CHHXPOHUCKK, NPeKy
6p3nOT pacTex Ha TexHonorujara Ha KoMyHukauuuTe Bo
20. Bek. OBaa NnpoMeHa Mopa Aa € MHOry 3HadajHa Kora
ja npeucnuTyBame ymeTHoCTa Ha 0BOj BeK. YwTe oA 19.
Bek Gelwe penesaTHO npawarbeTo 3a UCTOPUCKUOT pas-
BOj Ha ONWTECTBOTO, COrNAcHO uaejata Ha esonyyvjara.
VMeTHocTa Gelle noBp3aHa co aBaHrapgHu u MoAepHu-
CTUYKM ABVXKEH:a, HO U CO HacTojyBarbeTo Aa ce 6apaar
YMETHUYKM HOBOCTH, ce 0 50-TuTe n 60-Tute, Aypw 1 0B-
Ae Bo JanoHuja.

Ho pa6oTuTe ce npomexuja. Bo geHewHo Bpeme, cTaHysa
nosHa4ajHo 4a ce TonkKyBa OHa WTO cera ce cryvysa BO
CBETOT, 04 Pa3nu4H1 1 NOLIMPOKK rneavwTa, OTKOSKY Aa
ce noTnMpamMe Ha UCTOPUCKUOT pa3BUTOK Camo CornacHo
naejata Ha nporpecoT KO]a Hema Beke no3vTueHa onpe-
aen6a. Osaa TpaHauLyWja Hé Tepa Aa MUCIIUME NoBeKe Ha
CNWYHOCTA UMK pa3fnuKaTa WTo MoXaT ga 6uaat oTKpu-
©HW MpeKy coBpemeHaTa yMeTHOCT BO pa3nuyHuTe cBe-
TOBM, OTKOJSIKY Ha UCTOPUCKMOT KOHTEKCT Ha yMeTHOCTa.

TRANSITION

The way of comprehending the world has shifted from histori-
cally diachronic to contemporaneously synchronic, through
rapid growth of technology of communications in the 20th cen-
tury. This shift must be important when we reconsider art in
this century. Since the 19th century, it had been expected how
society was to be developed historically under the idea of evo-
lution. It had been related to art movements of avant-garde
and modernism as well as the tendency to look for novelty in
art until the 1950 or 60's, even here in Japan.

However, things have changed. Presently, it becomes more
significant to interpret what is happening in the world from dif-
ferent and wider viewpoints, than to expect historical develop-
ment exclusively from the idea of progress that has no more
positive destination. This transition is making us think more
about what similarity or difference can be found out, through
contemporary art, of the different world, than about the histor- x
ical context of art.
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OH KaBsapa, Jek. 23, 1983, 1983, macno Ha nnatHo - On Kawara, Dec. 23, 1983, 1983, oil on canvas
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NPBUTE NMMEHKW
CO NUBO Ce
nojasune BO

30-T1Te roguHu
BO AMepuka.

(The New England Encyclopedia of Beer)




