


Sve $to tvrdim da znam jeste to da nikakve proslosti ne bi bilo kad
ni$ta ne bi bilo prolazno. Niti bi ikakve buducnosti bilo, kad nista
ne bi stizalo ka nama. I nikakva sadasnjost ne bi postojala kad ne bi
bilo nicega $to postoji. Otkuda onda ovi pojmovi o vremenu? Jedan o
proslosti, drugi o buducnosti? S obzirom na to da je proslost
zavrSena a buducnost jos nije otpocela?

Folker Slendorf, ,Prosvjetljenje*
Deset minuta stariji: Violoncelo, 2002.

Al T affirm to know is that there would be no time past, if nothing
passed by. And there would be no future, if nothing came towards us.
And there would be no present if there was not something that exists.
How is it then that these concepts of time exist? The one past and the

other future? Since past is no more and the future is not yet?

Volker Schlondorff, “The Enlightenment”
Ten Minutes Older: The Cello, 2002
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Prisustvo Miodraga Manojlovi¢a

MIODRAG MANOJLOVIC je svojim umetni¢kim delom ,Pri-
sustvo Odsutnog“ magistrirao na Grupi za scenski dizajn
interdisciplinarnih poslediplomskih studija Univerziteta umetno-
sti u Beogradu. Bio sam mentor njegovog rada i vodio sam nastavu
na Grupi za scenski dizajn u vreme kada je Miodrag Manojlovi¢ na
njoj studirao. Vodio sam, zapravo, sedam generacija studenata na
toj grupi, radio sam neposredno sa vise od sto darovitih, pametnih
i vrednih mladih umetnika, razli¢itih prethodnih obrazovanja,
razli¢itog porekla, razlic¢itih jezika, izraza, estetickih uverenja.

Otkud i ¢emu sluzi ovaj formalni uvod, kao da je re¢ o $kol-
skom izvestaju, preporuci za zaposlenje, ili nekom sli¢cnom ko-
risnom dokumentu? Pa otud da — kada budem napisao kako je
Miodrag Manojlovi¢ bio najspremniji od svih za te studije, da je
nacin na koji je ucestvovao u nastavi bio potpuno poseban, ne
samo u njegovoj generaciji, i ne samo na toj $koli, najzad, da je
njegov magistarski rad izuzetno vredno, autenti¢no i angazovano
umetnicko delo, jedno od najvrednijih — ove re¢i budu shvacene sa
jasnim razumevanjem konteksta u kome su napisane.

Miodrag Manojlovi¢ je izabrao da dode u Beograd na po-
slediplomske studije, izabrao je, zajedno sa svoja dva drugara,
interdisciplinarne studije na Univerzitetu umetnosti, gde su se
oni pametno rasporedili — svako na po jednu grupu. Miodrag
Manojlovi¢ je — da li svesno, intuitivno ili slu¢ajno — izabrao scen-
ski dizajn, njegovi drugari izabrali su digitalnu i viSemedijsku
umetnost. Ne znam $ta je ko u ovoj raspodeli dobio, i ne mogu
znati $ta bi ko dobio da je izbor bio drugaciji. Znam, medutim,
koliko smo mi dobili prisustvom Miodraga Manojlovica.

To prisustvo nije bilo obi¢no. Bilo je tiho i glasno — istovreme-
no. Bilo je, nekako, iz drugog plana, a ipak dominantno. Bilo je
znacajno i svi smo osecali sasvim jasno znacaj prisustva Miodraga
Manojlovi¢a. On je, na kraju, definisao svoju magistarsku temu
(naravno, interdisciplinarnu po karakteru i izrazu), i radom
na njoj istinski i ravnopravno je obuhvatio sve konstitutiv-
ne linije scenskog dizajna — od izbora arhitektonskog prostora
i uspostavljanja odnosa prema tom prostoru, preko dizajna
dogadaja (opet, u punoj Sirini ove oblasti), dalje, scenske tehnike
i tehnologije, najzad, do produkcije i promocije samog dogadaja,
Sto nikako nije ostala najmanje vazna tema. Naprotiv, nacin na
koji je autor reinterpretirao ulaznu partiju Muzi¢kog paviljona u
Banjaluci nadrastao je svoju primarnu svrhu i karakter i presao u
stvaralacko polje onoga $to nazivamo efemerna arhitektura.

O samom radu, strukturi, sredstvima, estetici i izrazu, kao i te-
orijskim i poetickim osnovama rada — najbolje govori sam autor
i dodatna obja$njenja ovde nisu potreba. Vrednovati taj rad, me-
dutim, jeste potrebno. To je, naravno, ve¢ ucinila stroga i ozbiljna
komisija u kojoj su bili dr Irina Suboti¢, profesor Akademije



umetnosti u Novom Sadu, jedan od najautoritativnijih istoricara
i kriticara moderne umetnosti na jugoslovenskom kulturnom pro-
storu, dr Jelena Todorovi¢, briljantni mladi docent beogradskog
Fakulteta likovnih umetnosti, i, najzad, potpisnik ovog teksta kao
mentor rada. Ta je ocena bila izvanredno povoljna. Treba, medu-
tim, ponoviti tu ocenu i ista¢i snaZan i inspirativan umetnicki tekst
koji je Miodrag Manojlovi¢ formulisao svojim radom, jednako
kao i besprekorno prociséena i svedena umetnicka sredstva koja
je koristio. Takode, savrSeno primenjene tehnoloske sisteme ko-
jim su ta sredstva realizovana. Na kraju, ali, sasvim li¢no, meni
i najvaznije — organi¢nu i potpunu sintezu umetnicke instalacije
sa arhitektonskim ambijentom u koji je postavljena. Rec¢ je, bez
ikakve sumnje, o delu sasvim posebnom za nase prilike i, istovre-
meno, potpuno relevantnom u najsirem geografskom, kulturnom
i duhovnom kontekstu.

Najzad, vazno je naglasiti erudiciju i literarni talenat Miodraga
Manojloviéa koji je proizveo izuzetno obiman, kvalitetno
strukturiran i kompetentno predstavljen teorijski deo rada, gde
je autor ,krecuéi se istorijski od upoznavanja prvih oblika ljud-
ske komunikacije pa sve do danasnjih oblika te komunikacije*
prikazao sopstveni pogled na nacin na koji su se te komunikacijske
forme menjale. Posebnu paznju on je ovde posvetio ,fenomenima
govora, slike, teksta, pokretnih slika, ekrana i njihovim medusob-
nim odnosima."

Video instalacija ,Prisustvo Odsutnog” izvedena je 12.
septembra 2007. godine u Muzickom paviljonu u Banjaluci.
Znamo da je 11. septembar promenio svet. Znamo, medutim, i
da je 12. septembar promenio Muzicki paviljon, Banjaluku i nas
same. A, sasvim sigurno, i Miodraga Manojlovica.

Radivoje Dinulovi¢, Na Fruskoj gori, 8. aprila 2010.
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The presence of Miodrag Manojlovié

Mi10DRAG MANOJLOVIC won his master degree with his ar-
twork The Presence of the Absent at the Group for Scene Design
of the interdisciplinary postgraduate studies at the University of
Arts in Belgrade. I, myself, was the mentor of his work and head
of education of the Group for Scene Design at the moment when
Miodrag Manojlovi¢ was one of its members. In fact, I lead seven
generations of students of that group, worked directly with more
than a hundred talented, intelligent and hardworking young arti-
sts, of different academic backgrounds, different origins, different
languages, expressions and aesthetical beliefs.

Now, what would be the reason for and the purpose of this for-
mal introduction, as if meant for some school report, letter of rec-
ommendation or a useful document of a sort? Well, it is because
— when I write that Miodrag Manojlovi¢ was the most prepared
for that studies, that his way of taking part in education was by
all means special, not only for his generation, and not just for this
school, and last but not the least, that his master degree work was
exceptional, authentic and engaged artwork, one of the most valu-
able produced — I want these words to be taken with clear under-
standing of the context where they belong.

Miodrag Manojlovi¢ had chose to come to Belgrade for his post-
graduate studies, together with two of his friends, he had chose
the interdisciplinary studies at the University of Arts, where they
wisely split — each in different group. Miodrag Manojlovi¢ chose
— be it deliberately, intuitively or by chance — the Group for Scene
Design, whereas his friends favoured digital and multimedia art. I
am unaware of just what has each among them got out of it, and I
am unable to tell what would each of them have gained had they
decided otherwise. I do know, however, what was our gain with the
presence of Miodrag Manojlovic.

This presence was no an ordinary one. It was silent and vocal —
at once. Without being in the foreground it, somehow, managed
to be dominant. It was significant and we all felt very clearly the
presence of Miodrag Manojlovi¢. In the end, he defined his master
degree theme (interdisciplinary by its character and expression, of
course), and working towards its completion he has truly and in
equal measure included all of the basic lines of scene design — from
selecting the proper architectural space and establishing of rela-
tionships to this space, through the design of event (once more,
in full range of this field of work), and further on, the scene tech-
nique and technology, to production and promotion of the event
itself, which by no means remained a theme of no concern. On the
contrary, the way in which the author reinterpreted the entrance
portion of the Musical Pavilion in Banja Luka has gotten out of the
framework of its primary purpose and features and stepped into
the creative domain of what we call the ephemeral architecture.

009



As for the work itself, its structure, its means, its aesthetic
and expression, as well as theoretical and poetical grounds to it —
author himself gives the best description and additional explana-
tions here become unnecessary. Nevertheless, a strong need is felt
to evaluate the work. That, of course, has already been done by
the committee severe and serious enough made of Irina Suboti¢
(PhD), professor of the Academy of Arts in Novi Sad, one of the
most prominent historians and critics of modern art in Yougoslav
cultural space, Jelena Todorovi¢ (PhD), a brilliant young docent
of the Belgrade Faculty of Fine Arts, and, finally, the signatory of
this text as mentor. This evaluation was highly commending. We
should, however, repeat this evaluation and emphasize strong and
inspiring artistic text which served to Miodrag Manojlovi¢ as a ve-
hicle to articulate his work, as well as the meticulously refined and
reduced artistic means he used. Also, the impeccably applied tech-
nical systems through which this means were realized. Finally —
but, this would be something completely personal, and to me it is
the most important thing — the limited and full-fledged synthesis
of artistic installation with architectural setting wherein it is situ-
ated. Doubtless, it is a work truly unique for our circumstances
and, at the same time, completely relevant in the widest possible
geographical, cultural and spiritual context.

At the end, it is important to underscore erudition and literary
gift of Miodrag Manojlovi¢ responsible for exceptionally exten-
sive, well-structured and competently presented theoretical part
of the work, where author “moving historically from acknowledg-
ing the first to appear forms of human communication to consid-
ering forms of communication relevant nowdays” showed his own
outlook regarding the way in which all these communicational
forms changed in time. Special attention he devoted to “phenom-
ena of speech, image, text, moving pictures, screens and their mu-
tual relationships”.

Video installation The Presence of the Absent was performed
on Septembar 12, 2007, in the Musical Pavilion in Banja Luka.
We know that Septembar 11 changed the world. We, nonetheless,
know that September 12 has also changed the Musical Pavilion,
Banja Luka and ourselves. For sure, Miodrag Manojlovi¢ as well.

Radivoje Dinulovi¢, On Fruska Gora, April 8, 2010
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Milo$ N. Duri¢. — Iz helenskih
riznica. Beograd, Prosveta, 1959,

U vezi sa Prisustvom Odsutnog

Zudnju koja gazi poredak ocekuje gorak svrietak.
Pindar

I

DOBRO JE ZNANA PRICA o takmiéenju slikara Zeuksida iz Hera-
Kklije i Parasija iz Efesa. Kad je Zeuksid naslikao grozde, obmanje-
ne, sliku kljucase ptice zaZelivsi se grozda. Tom slikom pohvalio se
Zeuksid Parasiju. Ali kad Zeuksid bi kod Parasija, nazre iza kulisa
neku sliku. Posavsi da raskrili platno i pogleda sliku, shvati da je
platno naslikano i da je obmanut. Ispada, dakle, da je pobijedio
Parasije, jer je njegova slika bila toliko stvarna da je izgledom pre-
stala biti slika, ¢ak i za Zeuksida. Tako je, hvale vrijedan Zeuksid,
izgubio. Parasijeva pobjeda znaci da od mo¢i iluzije zavisi valja-
nost slika.

Dobro je znati da je helenski svijet volio nadmetanja i cijenio
pobjednike. Sva je Helada agonisticka. Agon se prevodi kao borba
ili igra, pa je agonist takmicar, onaj koji se u ne¢emu ogleda, koji
ucestvuje u nadmetanju ili raspravi. Slavodobitnu zudnju Grka
treba razlikovati od srebroljublja. Zudjeli su za vazenjem i slavom
a uzivali u priznanju i hvali. Helensku agonistiku krasila je «otme-
na nevezanost za novfanu nagradu, bez ikakva velikovaroskoga
nadrazivanja gomilskih Zivaca».! Gramzivost je bila vrelo srama, a
smjernost spram bogova dobrobitna. Ko se drznuo na bogove ili se
hvalio prkose¢i bogovima, zazalio bi.

Radi usrdnih molbi blagosloven je Pigmalion, Kipranin. Ucvi-
jeljen bludnicama, Pigmalion, vjesti vajar, od slonovace isklesa
Zenu, od svih ostrvljanki ljepsu, i zaljubi se u nju, pa zamoli Afro-
ditu da mu daruje pravu (poput kipa) ljepoticu. Pigmalionove mo-
litve uslisi Afrodita tako $to ozZivje skulpturu kojom se onda ozeni
Pigmalion. No, ne bi se usrec¢io da ga nije ¢ula milostiva Afrodita.
Tako je jer bogovi daju Zivot, a slikari prave privide i podrazavaju
stvari.

11

Tokom rata protiv sila osovine Norbert Viner je smislio napravu
koja daje predskaze o putanjama aviona u nekom buducéem vre-
menu leta. Morao je jer su avioni brZe letjeli od protivavionskih
raketa.

Predvidjeti buduci polozaj vazduhoplova znaci izvesti odredene
proracune njegovog kretanja u proslosti. Naprave o kojima je rijec
(masine za upravljanje protivavionskom vatrom) imale su da izra-
¢unaju razliku izmedu predvidene putanje kretanja aviona i zaista
izvrSenog kretanja, i da onda, po toj razlici, predvide dalji tok leta.
Pokazalo se da su tehnike upravljanja i komunikacije neodvojive i
da kontrola pociva na tatnom saznanju o u¢incima minulog rada.
Masina mjeri rezultate, odnosno vidi je li avion oboren. Tako se
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ukloni neizvjesnost izmedu dva alternativna ishoda (jeste ili nije
oboren) i tom se informacijom paljba dalje rukovodi.

Upravljanje koje u osnovi ima rezultate uc¢injenog dejstva zove
se povratna sprega (feedback). Povratna sprega je mehanizam koji
omogucuje da se buduce djelovanje prilagodi ostvarenim rezulta-
tima. Na osnovu mehanizma povratne sprege racunar vrsi procje-
ne o bitnosti necega i radi kao logicki sistem sa centralnom kon-
trolom. Istina je onda da ljudi i masine rade sli¢no. «Sada», pisao
je Viner, «kada se uocavaju izvesne slicnosti u ponasanju masine i
Zivog organizma, pitanje da li je masina Ziva ili nije za nase svrhe
samo je semanticko, i mi na njega moZemo slobodno odgovoriti
onako kako nam najbolje odgovara.»?

Odlucili su (1947. godine), Viner i saradnici, da oblast teorije
upravljanja i komunikacija, kako kod masina tako i kod Zzivih bi¢a,
nazovu kibernetikom (Cybernetics), od grékog yvfeovning, Sto
znaci kormilar.

III

Raditi u softveru znaci govoriti jezikom proizvodnje (konstitui-
sanja) i potrosnje (upotrebe i prikazivanja) onoga $to je morfoloski
odredeno mehanizmom povratne sprege. Softver je sistem pravila
i postupaka prema kojima ra¢unar obraduje podatke i rjeSava za-
dace. Softver je nemogu¢ bez aparata (hardvera). Hardver je ma-
Sina koja ima jezik. Hardver je stvaran predmet, odnosno uredaj
sacinjen od standardizovanih komponenti. Hardver je elektronska
struktura koja omogucuje da se softver realizuje u procesu unose-
nja, obrade i iznoSenja podataka.?

Odnos tijela i masine za koji je svojstvena povratna sprega nazi-
va se kiborg. Kiborg je svako tijelo koje njegova vjestacka proteza
informiSe, rukovodi ili osnazuje. Nadalje, svaki informaticki pro-
stor u kome onaj koji barata informacijama ima utisak da ih svo-
jevoljno koristi zove se kiberprostor (cyberspace). Kiberprostor je
softverski generisana okolina koja nam nesto govori ili odgovara.
Kiberprostor je «marioneti sli¢na simulacija» (sa) kojom istovre-
meno opSte umrezeni korisnici. Ekstenzija kiberprostora je virtu-
elna realnost. Ona je zaslijepljuju¢i ambijent simulakruma.*

U kiberprostoru je mo¢ iluzije takva da kiborg moze zaboraviti
na zivo tijelo $to je spregnuto sa masinom. U igri su tehnologije
koje omogucuju novu vrstu tjelesnosti ili tjelesnost pretocivu iz
jednog virtuelnog oblika u drugi.

Kako se mreza Siri, mo¢ (znalaca) kopni. Nekonaénost mreze
nekima se obznanila kao sila - istorijski nova - jer iskljuc¢uje na
znanju pocivajucu hijerarhiju. Ono, medutim, $to je radikalno
promijenjeno i fantasti¢no usavrseno jesu Seme kontrole. Stvo-
ren je prostor u kome besciljno i neograniceno kolaju signali koji
«podsecaju na tikove zatvorenika, poludelog od usamljenosti i po-

2 Norbert Viner. — Kibernetika i

drustvo: ljudska upotreba ljudskih
bica. Beograd, Nolit, 1973, str. 49.

Vidjeti: Migko Suvakovi¢. —
“Tehnoestetika i tehnoumetnost”,
Razlika/Différance: ¢asopis za
kritiku i umjetnost teorije, br. 1,
Tuzla, 2001.

Vidjeti: Mike Featherstone i Roger
Burrows (urednici).

Kiberprostor, kibertijela, cyber
punk: kulture tehnoloSke

tjelesnosti. Zagreb, Naklada
Jasenski i Turk, 2001.

Zan Bodrijar. — Simbolicka
razmena i smrt. Gornji Milanovac,
Decje novine, 1991, str. 70.

Isto, str. 70.

Vidjeti: Eugene Thacker. —
Biomaterijalni rad i «Zivot sam»,

u Olga Majcen, Tomislav Medak,
Suncica Ostoji¢ (urednici). - Touch
Me: sjeciSta umjetnosti, tehnologije
i znanosti. Zagreb, Multimedijalni
institut i Kontejner - biro
suvremene umjetnicke prakse,
2005.

Christiane Kruse. — Fantazma
«Zive» slike u vrijeme ikonickog
obrata, u Kre$imir Purgar
(urednik). — Vizualni studiji.
Zagreb, Centar za vizualne studije,
2009, str. 80.

navljanja».® Kibernetska kontrola isklju¢uje nasilje koje je poda-
nike tjeralo na zivotinjsku poslusnost. Dok ste umreZeni, kontroli-
Se se sve S$to vas zastupa, znaci koje dajete, znaci Zivota doslovno.
Zapravo se za predvidanje budu¢ih radnji prate i memorisu stanja
veli¢ina koje identifikuju jedinku. IzvrSene akcije, u¢injeni izbori
i dati odgovori govore o daljim (moguéim i vjerovatnim) pravcima
kretanja, da bi nadziranje, na koncu, preraslo u navodenje pona-
Sanja. Nema kaznjavanja silom. Kiborzi znaju koje su posljedice
donos$enja alternativnih odluka. Prestupnicima se, jednostavno,
uskracuje pristup. PosluSajmo Bodrijara: «Umesto zdruZivanja
prelazi se na razdvajanje putem koda, umesto ultimatuma prelazi
se na navodenje, umesto trazenja pasivnosti prelazi se na modele
koji se trenutno oblikuju prema aktivnom odgovoru subjekta, nje-
govom ludickom uces$c¢u itd., sve do potpunog modela okruzenja
sacinjenog od neprestanih spontanih odgovora, radosnih feed-
backova i izukrstanih kontakata.»®

v

Stvarnost je kodirana i generiSe se putem modela. Razmno-
Zavanje se upravlja softverima. Radi se onda o biotehnologijama
ili tehnologijama u ¢ijem je srediStu biolodki proces, te je resurs
ujedno i proizvod. Tu je priroda sredina i predmet proizvodnje.
Zivuée tako sobom proizvodi jo$ sebe, i to radnom snagom koja je
¢elijska, enzimska i genetska (radnika nema).”

Otud umjetnicki radovi koji za predmet imaju preobrazaje tkiva
ili druge preobrazaje koji se zbivaju u organizmu, a koji se mogu
izazvati i kontrolisati. Tu je umjetni¢ki medij bioloski materijal,
$to znaci klonirana priroda, ili preobrazaj prirodno datog. Ono $to
mogu alati za geneticko programiranje i dizajn ploti, druga umjet-
nic¢ka oruda nisu mogla: «U povijesti umjetnosti uvijek je iznova
bilo epoha u kojima su umjetnici prije svega imali na umu da svoja
djela opreme slikovnim kvalitetima koja im pomaZu da prevladaju
njihovu slikovnost. (...) Sada, kada je biotehnologija u stanju Ziva
bica stvarati biotehnikama koje su izumljene posebno za to, ¢ini se
da je prevladana slikovnost (slikobitak) slike.»®

Nema slika Sta da podrazava. Stvarnija je od stvarnosti. Da je ziv
Pigmalion, Kipranin, ne bi mu trebala milostiva Afrodita.

Nenad Malesevic¢



Few words on the Presence of the Absent

Unrighteous joyance a bitter end awaiteth.
Pindar

I
THE STORY ABOUT the contest between painters Zeuxis of He-
raclea and Parrhasius of Ephesus is fairly well known. When Ze-
uxis painted the grapes, birds came picking at the painting mista-
king depicted grapes for the real ones. But, during Zeuxis’ visit
to Parrhasius, the former spoted a painting put away undernea-
th some cloth. Having approached it to strip the cloth and take a
look at the painting, he realizes that the cloth itself is a painted
item, and he himself a prey of an illusion. Therefore, it seems that
Parrhasius comes a winner, because his painting was so realistic
to have ceased to appear as such, even for Zeuxis. Thus, the pra-
iseworthy Zeuxis lost the competition. Parrhasius’ victory proves
us that the good quality of a painting lies in the power of illusion.

One should bear in mind that Hellenic world was fond of con-
tests, and held winners in great esteem. All of Hellas was agonis-
tic. Agon translates as a contest or a game, and so the agonist is
a contender, the one who takes chances in something, one that
takes part in a contest or a contention. Ardent desire of the Greeks
to attain glory must be viewed as something different from av-
arice. They longed for importance and fame, taking pleasure in
acknowledgement and appraisal. One of the features of Hellenic
agonistics was “noble dettachement regarding prizes in money,
devoid of the nervous agitation of the mob typical for great cit-
ies”.! Avariciousness was the very source of the shameful, and
obeyance to the gods’ will proved to be beneficial. The one who
would have insulted gods or that had dared to defy them, would
regret it eventually.

Pygmalion of the Cyprus was blessed for his sincere prayers.
Embittered with the lewd women he came across, Pygmalion, a
crafty sculptor, made a woman out of ebony, more beautiful then
any of the women on the island, and he fell in love with her, so he
begged Aphrodite to bestow upon him a real (similar to his art-
work) beauty. Pygmalion’s prayers were answered by Aphrodite
who inspired life into the statue which Pygmalion then married.
However, happiness would have escaped him if not for attentive-
ness of the merciful Aphrodite. Thus it goes, for the gods breathe
life, and painters devise illusions and imitate things.

11
In the course of the war against the Axis Powers Norbert
Wiener invented a device foretelling the path of an aircraft during
flight in some future time. He was due to do so because aircrafts
flew faster than anti-aircraft missiles did.
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To foresee a future position of an aircraft means to make cer-
tain calculations of its trajectory in the past. Devices we are talk-
ing of here (machines for remote navigation of the anti-aircraft
fire power) had the task to calculate the difference between the
foreseen trajectory of an aircraft and the real movement, and
than, in keeping with that difference, to foresee further course
of the flight. It has come to evidence that the techniques of navi-
gating and communicating are inseparable, and control depends
on the exact knowledge concerning the effects of past work. The
machine measures results, that is it inspects to see whether the
plane has been hit. That way the insecurity between two alterna-
tive outcomes (hit or missed) is eliminated, and that information
serves as a marker for further fire.

Navigation that has in its basis the results of exerted effects is
called the feedback. Feedback is a mechanism enabling the adap-
tation of the future action to already accessible results. On the ba-
sis of the mechanism of feedback computer makes assessements
regarding the relevance of something and operates as a logical sys-
tem with centralized control. It is true that people and machines
operate in similar fashion. “Today”, wrote Wiener, “when the
similarities in the behaviour of machine and living organism are
recognized, the question whether machine is alive or not for us is
not of purely semantical nature, and we are free to give our reply
the way we find the most suitable for our purposes.”

Wiener and his collaborators decided (the year of 1947) to name
the realm of the theory of navigation and communication with the
machines as well as with living creatures, the Cybernetics, coming
from the Greek word yvPeovnng, meaning “helmsman”.

111

To operate in software means to speak in the language of pro-
duction (constituting) and consumption (using and showing) of
that which is morphologicaly determined by the mechanism of
feedback. Software is the system of rules and proceedings fol-
lowing which computer processes data and solves assignements.
Software is impossible without a device (hardware). Hardware is a
machine that has a language of its own. Hardware is a real object,
that is a device made of standardized components. Hardware is
an electronic structure enabling software to establish itself in the
course of data input, processing and output.?

Relation of body and machine characterized by feedback is
called the cyborg. Cyborg is each body that is informed, guided
and strenghtened by its artificial prosthesis. Furthermore, every
informational space where someone who deals with data has the
impression of using them on his/hers free will, is called cyber-
space. Cyberspace is software-generated surrounding telling us
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something or responding onto our questions. Cyberspace is “a
marionette-like simulation” with (through) which networking
users communicate at the same time. Extension of cyberspace is
virtual reality. It is a dazzling setting of simulacra.*

In cyberspace the power of illusion is such that cyborg can for-
get the living body connected to machine. The game includes tech-
nologies enabling a new kind of corporality or a corporality trans-
mutable from one virtual form into another. As network spreads,
the power (of experts) languishes. Non-finiteness of the network
has revealed itself to some as a force — historically new — because
it excludes hierarchy based on knowledge. A space is generated in
which aimlessly and unlimitedly circulate signals that “recall the
involuntary spasmic gestures of a prisoner, gone mad of loneli-
ness and repetition”.> Cybernetic control excludes violence that
has driven subjects into an animal submission. While networking,
every single thing you do, signs you make, and literally signs of life
itself, all of it is being scrutinized. As a matter of fact, in order to
fathom the future action one must follow and memorize the levels
of values identifying the individual. Performed actions, selected
options and given replies speak of further (possible and probable)
directions of moving, so scrutiny, in the end, passes into guided
behaviour. No punishments by brutal force are delivered. Cyborgs
know what are the consequences of making alternative decisions.
Offenders are simply denied access. Let us listen to Baudrillard:
“Instead of affiliating what is taking place is separation via code,
instead of ultimatums there is guidance, instead of demanding
passivity there are patterns that are currently modelled according
to the active reply of the subject, its ludic participation etc., end-
ing with complete pattern of surrounding consisting of ceaseless
spontaneous replies, joyful feedbacks and interrelated contacts.”®

v

Reality is coded and generated through patterns. Multiplica-
tions are directed by software. The question then is that of bio-
technologies or technologies having at their centre biological
process, so a resource is at the same time a product. Nature here
is a medium and object of production. The living thus by itself
engenders more of itself, drawing on the labor force which is cel-
lular, enzimical and genetical (there are no laborers).”

Hence the artwork having as it subject transformations of tissue
or some other transformations taking place within the organism,
that can be suscitated and controlled. Biological material becomes
the medium of artistic creation, which means cloned nature, or
the transformation of the natural into the pregiven. What tools
for genetical programming and design of flesh are able to do other
means of artistic creation were not capable of: “Throughout the
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history of art there have always been periods when artists strive
above all to supply their work with attributes proper to an im-
age helping them to overcome their imagery. (...) Nowdays, when
biotechnology can create living beings through biotechniques de-
velopped for that very purpose, it seems that the imagery (image-
being) of image is overcame.”®

The task of the image is not to imitate. It is more real than real-
ity itself. Pygmalion, of Cyprus, if alive, would have no need for
the merciful Aphrodite, today.

Nenad Malesevic¢
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Prisustvo Odsutnog

U NAJSIREM SMISLU RUJECI, komunikacija podrazumijeva
prenosenje informacija sa jednog mjesta na drugo. Ovako shva-
¢en, pojam komunikacije u sebi integriSe ne samo komunikaciju
medu Zivim bi¢ima nego i djelovanje medu predmetima i pojava-
ma. Sposobnost komunikacije je urodena, no njeno razumijevanje
je uslovljeno na¢inom na koji shvaéamo poruku. Ljudska komu-
nikacija se sustinski razlikuje od komunikacije koja se ostvaruje
kod drugih Zzivih vrsta. Kao ilustracija moze posluziti zapazanje
engleskog muzicara i pisca, Dejvida Tupa, o razlici izmedu kitova
i ljudskih bi¢a. Naime, ljudi su izumjeli alate za obavljanje raznih
aktivnosti, i u tom procesu stvorili kulturu, dok su kitovi i delfi-
ni ustanovili kulturu bez oruda - isklju¢ivo komunikacijom, $to je
srodno drustvu novih medija.!

Govor je jedno od najvaznijih sredstava komunikacije i predu-
slov je ljudskog napretka, upravo stoga Sto su rijeci i sklopovi rijeci
i reCenica nosioci znacenja. Psiholog Nikola Rot tvrdi da je govor
ne samo najznacajniji simbolicki sistem kod ¢ovjeka nego je i naj-
razvijeniji simbolicki sistem uopste.? Biolosko-geneticki i socijal-
ni faktori su dvije grupe faktora od kojih zavisi nastanak i razvoj
ljudskog govora i govornih sposobnosti. Socijalni faktori razvoja
govora podrazumijevaju plansko djelovanje u socijalnim uslovima,
a bioloSko-geneticki ¢ine organske predispozicije kod ¢ovjeka koje
su formirane tokom filogenetskog razvitka. Plansko djelovanje i
rad covjeku su omogu¢ili razvoj mozdane kore, koja predstavlja
fiziolo§ku osnovu za raznovrsne i veoma slozene psihicke procese:
opazanje, misljenje i ucenje.

Po sociolozima Majku Federstounu i Rodzeru Barousu, mozda
nema alternative za stvarnu interakciju licem u lice. Razlog je to
Sto, kako kazu, «suvremeni drustveni zZivot jo$ uvijek tezi operi-
rati s implicitno fiziognomskom koncepcijom prema kojoj su lice
i tijelo jedini «pravi» izvori za otkrivanje karaktera neke osobe».?

S tim u vezi valja re¢i da pri komunikaciji najvise obracamo pa-
Znju na lice sagovornika, koje je najekspresivniji dio tijela. Fran-
cuski filozof Zil Delez govori o afektivnim slikama, medu kojima
je islika lica. Slika lica moze podstaci javljanje prijatnih osje¢anja
(ljubavi, pozZrtvovanja, altruizma, zadovoljstva, ponosa ...), ali i
neprijatnih (straha, stida, gadenja, ljubomore, osje¢anje krivice,
strepnje, zalosti, gnjeva...). Delez time potvrduje misao filmskog
rezisera i teoreticara filma Sergeja Ezenstajna — prema kome
krupni plan apstrahuje svoj predmet od svih prostorno vremen-
skih koordinata, tj. uzdize ga do stanja entiteta, ¢ime ono postaje
«izraz». Golotinja lica je, kako kaze Delez, veca od golotinje tijela,
a njegova nehumanost veca od one Zivotinjske.*

U ljudskom mozgu postoji jasna funkcionalna diferencijacija
izmedu dviju cerebralnih hemisfera. Lijevoj hemisferi pripada-
ju sve funkcije jezika, dok desnoj hemisferi pripadaju mnoge od
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najzacajnijih stvaralackih funkcija. Italijanski slikar, esteticar
i likovni kriticar Dilo Dorfles obja$njava od kakve je vaznosti, u
ovom sluc¢aju, prisustvo anato-fizio-neuroloske osnove u determi-
naciji nasih najsuptilnijih psihickih sklonosti i od kakvog znacaja
moZe biti prevaga jedne hemisfere nad drugom za nase estetske
sposobnosti.> On navodi primjer Japanaca koji imaju cerebralne
lokalizacije strukturisane drugacije nego Sto su kod zapadnjaka. U
konstrukciji japanskog jezika, elementi vizuelizacije izrazeniji su
od specifi¢no lingvistickih elemenata.

Sociolog Kris Dzenks tvrdi da je Zapadna kultura vid naucila
smatrati najneposrednijim pristupom vanjskom svijetu, pa je spo-
sobnost vida kod zapadnjaka prva medu spoznajnim moc¢ima. On
tvrdi da se, s jedne strane, vid pretpostavlja svim ostalim osjetili-
ma i smatra se potpuno nezavisnim, slobodnim, dok se, kako kaze,
sa druge strane, vizuelni simboli doZivljavaju prizemnim i ograni-
¢enim, a njihova interpretacija krajnje neutemeljena.®

0Od renesanse i naucne revolucije vrijedi da je savremenost po-
sve usredotofena na oko, da je okocentri¢na. Zapadna esteticka
misao je, po Dorfles-u, sve do sedamnaestog vijeka, od Grcke preko
renesanse, imala neposredno za cilj predstaviti ravnotezu, to jest,
kanonski utvrdenu harmoniju, proporcionalnost i sli¢no.” Koncep-
cija univerzuma uredenog preciznim numerickim odnosima moze
se pronaci kod velikih renesansnih poetika Leonarda, Albertija i
Paladija. Medutim, u baroku, dobu fascinacije masinom, dovode
se u sumnju ideali i predstave harmonije i prihvataju protivna na-
Cela. Baroknom revolucijom, i kasnije sa impresionistima, odstu-
panje od centraliteta postalo je oc¢igledno. Dilo Dorfles zakljucuje
da se piramidalnom centralitetu Rafaelove Sikstinske madone,
BezgreSnom zacecu Pjera Dela Franceske, Boticelijevoj Madoni,
suprotstavljaju «poremecaji ravnoteze» u radovima umjetnika
poput El Greka. Simetri¢noj sredenosti jednog Ezena Delakroa,
suprotstavljaju se «iskrivljene» predstave impresionista i ekspre-
sionista, Degaa, Van Goga, Munka, Diksa i tako redom. Od tada se,
po Dorflesu, monocentristickoj linearnoj perspektivi suprotstav-
ljaju perspektive izvan norme, i uzimaju se u obzir izvjesni novi
perspektivni elementi.?

Drustvo se, kao i umjetnost kroz 17. i 18. vijek, pocelo inten-
zivnije koristiti razli¢itim protezama, te je time prosirivalo mogu¢-
nosti multipliciranog tijela, prenose¢i ga kroz prostor i vrijeme.
Profesor istorije Stiven Kern tvrdi da su telefon, bezi¢ni telegraf,
rendgen, teleskop, kino, bicikl, automobil i avion uspostavili ma-
terijalnu osnovu za nove oblike misljenja i iskustva vremena i pro-
stora.’

Danas, razvojem i upotrebom novih tehnologija, svjedo¢imo o
post-tjelesnim i post-ljudskim oblicima komunikacije i egzistenci-
je. Nase tijelo postaje univerzalni interfejs — multiplicirano tijelo



koje otvara nove prostore i perspektive i koje se umrezava sa bilo
kojom tackom na planeti, usmjeravajuci tok ljudske prirodnosti.
Tijelo je sad kibernetski modus, tako da su i virtuelni i stvarni pro-
stori klju¢ni za kreiranje ljudskih potreba, znacenja, Zelja, sjeca-
nja... Covjek svojim prisustvom, odredenim poloZajem i djelova-
njem u prostoru, govori o sebi i o odnosu prema drugima.

Promjene i moguc¢nosti, koje se sa novim nacinima komunika-
cije nude drustvu, zavise i od toga koliko ih drustvo koristi i pozi-
tivno primjenjuje.

Americki stru¢njaci za medije Edvard Herman i Robert Mek-
Cesni naglasavaju da ljudi, ukoliko su im informacije nedostupne,
bivaju neuki, izolovani i depolitizovani.!® Demagogija cvjeta, a eli-
ta preuzima ili zadrZava kontrolu nad svim faktorima odlucivanja
i najznacajnijim politickim pitanjima.

dokk

Priroda naseg vida, kako kaze Kris Dzenks, porucuje nam da
se prostor mora konceptualizovati kako bi se dozivio i razumio.
Prostor se, prema njegovim rije¢ima, posmatra sa kategorickom
nefleksibilno$¢u i nepovredivoséu.!

Instalacija Prisustvo Odsutnog je prostorno osmisljena tako da
u samom procesu rada neprestano budemo ucesnici, da nas pored
fizickog, vodi i kroz mentalne prostore, odrazavajuci strukturu na-
Seg uma. Raspored video projekcija u prostoru uraden je tako da
svako od posjetilaca moze da zauzme svoj vlastiti prostor, ali i da
ude u virtuelni prostor videa i fizi¢ki prostor drugih posmatraca.
Odnos teksta na podu i videa na zidu je slican odnosu teksta i slike
u stripu, titlovanom filmu ili u nekoj od predstava koje se pojav-
ljuju na televizijskom ili kompjuterskom ekranu - slika ¢ije su ri-
jeci izasle u prostor, uspostavljaju¢i odnos sa prostorom i tijelima
na sceni. Rije¢i nisu povezane u recenice i njihovo nizanje nema
narativnog smisla. Takvo zbivanje iziskuje od posmatraca kreativ-
nost i navodi ga da konstruiSe znacenja. Rijeci nisu postavljene
da uspostavljaju logicku komunikaciju, ve¢ su tu da uspostave
komunikaciju putem asocijacija, ostavljaju¢i ucesnicima da svako
ponaosob uspostavi komunikaciju, fizickim prisustvom i vlastitom
mentalnom kombinatorikom. Za vrijeme trajanja videa, ambi-
jentalni zvuk ispunjava prostor i time dodatno naglasava osjecaj
protoka vremena u kome postajemo svjedoci nestajanja jednog i
nastajanja novog trenutka.

Naziv rada Prisustvo Odsutnog nam nagovjestava da se preko
imaginacije mogu otkriti neke nesvjesne ili podsvjesne osobi-
ne individua. U video radu vidimo lice koje je cijelo, a zatim se
fragmentira, ¢ineci tako vise lica. To umnoZavanje, tu dvojnost,
moZemo pratiti u mnogobrojnim legendama, mitovima i bajkama
(mit o Hermafroditu, Janusu sa dva lica, itd.)
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O dvostrukoj slici ljudskog lica govori nam anticki mit o An-
droginu, kao stremljenju ka apsolutnom miru unutar granica
sopstva. Dvostruko lice pokazuje odredene psiholoske i mor-
foloske karakteristike, a po Dorflesu ono skriva misteriju ljud-
skog sklada.!? Stalna asimetrija ljudskog lica nosi u sebi moguce
znacenje razli¢itih struktura dviju strana lica - desne i lijeve.

Na lijevoj strani pojavljuju se elementi sasvim drugaciji od onih
koji se ukazuju na desnoj strani lica iste osobe. Primjecuje se dvo-
struka polnost, a to da je ucestalo prisustvo Zenskog karaktera kod
muskaraca i muskog kod Zena poznato je od davnina.

Polna razlika svjedoc¢i da su muskarac i Zena nesavrSena bica
koja, da bi postigli savrsenstvo, pokusavaju da u drugome nadu
ono $to im nedostaje.

Miodrag Manojlovi¢
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The Presence of the Absent

IN THE BROADEST SENSE OF THE TERM, communication means
transmission of information from one place to another. Thus con-
ceived, the notion of communication integrates within itself not
just the communication between living beings but also the inter-
action between objects and phenomena. The capacity to commu-
nicate is innate, although its understanding is conditioned by the
way we grasp the massage. Human communication is essentially
different from communication going on among other living spe-
cies. As an illustration we can take the observation of an English
musician and writer David Toop, concerning the difference be-
tween whales and humans. Namely, people invented the tools for
performing all sorts of activities, and in the process they have cre-
ated the culture, while the whales and dolphins established the
tools-free culture — solely through communication, which is akin
to the society of new media.!

The speech is one of the most important means of communica-
tion and is a prerequisite to human progress, just as words and
word complexes and phrases are bearers of meanings. Psycholo-
gist Nikola Rot argues that speech is not only the most significant
human symbolic system but that it is also the most developped
symbolic system in general.? Bio-genetical and social factors are
two groups of agents determining the appearance and develop-
ment of human speech and speaking faculties. Social factors of
development imply planned activity carried in social conditions,
while bio-genetical factors constitute organic pre-despositions
within human formed during phylogenetic evolution. Planned ac-
tivity and work allowed for the growth of cerebral cortex, which
represents physiological basis for multifold and extremely intri-
cate psychical processes: perception, thinking and learning.

According to Mike Featherstone and Roger Burrows, there is
perhaps no alternative for real face-to-face interaction. Reason to
it is that, as claimed, ,contemporary social life still tends to oper-
ate with implicitely physiognomic conception according to which
face and body are the sole ,true“ sources for discovering some-
one’s character”.?

In relation to this it should be said that when communicating
we pay attention mostly to the face of our interlocutor, which is
the most expressive part of his/hers body. French philosopher
Gilles Deleuze talks of affective images, among which is the im-
age of face. The image of face may bring about some pleasent
feelings (love, sacrifice, altruism, satisfaction, pride...), but those
unpleasent may appear as well (fear, gilt, disgust, jealousy, sor-
row, anger...). In that way Deleuze confirms a thought of the film
director and theoretician Sergey Eisenstein — according to which
the close-up abstracts its subject from all the spatial and temporal
coordinates, i. e. it raises it to the status of an entity, whereby it
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becomes an ,expression“. Nudity of the face, as claims Deleuze, is
greater than that of body, and its inhumanity is bigger than that
of animals.*

Within human brain exists clear functional differentiation be-
tween two cerebral hemispheres. To the left hemisphere all lan-
guage functions pertain, while to the right many of the most signif-
icant creative functions are related to. Italian painter, aesthetician
and fine arts critic Gillo Dorfles explains just how important, in
this particular case, is the presence of anato-physio-neurological
basis when determining our subtlest psychical predelections and
how important is one hemisphere’s primacy over other regarding
our aesthetic abilities.” He relates the example of the Japanese
who have cerebral localisations differently structured than is the
case with the Westerners. In the construction of the Japanese lan-
guage, the elements of visualisation are more explicit compared to
specifically linguistic elements.

Sociologist Chris Jenks argues that the Western culture has
come to consider the sight to be the most direct access to the outer
world, so the ability of seeing to a Westerner is first among cog-
nitive powers. He states that, on the one hand, sight is deemed
superior to all other senses, and is perceived as utterly independ-
ent, free, while, on the other, as he points out, visual symbols are
considered inferior and limited, and their interpretation rather
ungrounded.®

From the Renaissance to the scientific revolution it stands that
the contemporaneity is completely focused on eye, it is oculocen-
tric. The Western aesthetic thought had had, according to Dorfles,
all the way until XVII century, from Greece through the Renais-
sance, as its immediate goal to establish the balance, that is, ca-
nonically fixed harmony, proportions and so forth.” The concep-
tion of universe ordered by precise numerical relationships can
be found in the great poetics of the Renaissance, with Leonardo,
Alberty and Palladio. However, in the Baroque, the era fascinated
with machines, ideals and notions of harmony are doubted, and
contrary principles are adopted. The Baroque revolution, and later
on with impressionists, retreat from centrality has become obvi-
ous. Gillo Dorfles concludes that to the pyramidal centrality of
Sistine Madonna, Announciation by Piero della Francesca, and
Botticelli's Madonna, is counterposed ,disruption of balance”
throughout the work of artist such as El Greco. The symetrical
arrangement of Eugene Delacroix is opposed by ,crooked“ repre-
sentations of impressionists and expressionists, Degas, Van Gogh,
Munk, Dix and so on. Since that time, according to Dorfles, to
monocentrical linear perspective is opposed perspective outside
the norm, and into consideration are taken certain new elements
of perspective.?
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As in art of XVII and XVIII century, society began to use in-
tensely different prosthesis’, and so it expanded the possibilities
of multiplicated body, carrying it through space and time. Profes-
sor of history Stephen Kern argues that telephone, X-rays, tel-
escope, movie-theater, bycicle, automobile and aeroplane have es-
tablished material basis for new forms of thinking and experience
of time and space.’

Today, with the development and use of new technologies, we
witness the rise of the post-corporal and post-human forms of
communication and existence. Our body becomes universal inter-
face — a multiplicated body opening to new boundaries and per-
spective, that is entering the network at any point on the planet,
directing the course of human naturality. Body is now a cyberneti-
cal mode, so that both virtual and real spaces are crucial for cre-
ating human needs, meanings, wishes, remembrances... Human,
with its presence, specific place and conditions, its acitivity in the
space, tells us about itself and its relation towards others.

Changes and possibilities that are offered to societies along
with the new ways of communication, are dependent on the fact
how much society uses and affirmatively applies them.

American media experts Edward Herman and Robert McChes-
ney emphasize that the people, if denied access to information,
become ignorant, isolated and depolitized.!® Demagogy thrives,
and elite gains and keeps to itself the control over all the factors
of decision-making as well as the most relevant political issues.

Hkok

The nature of our sight, as remarked by Chris Jenks, is telling
us that space must be conceptualized in order to be experienced
and comprehanded. In his words, space is seen with categorical
inflexibility and invulnerability."

Installation The Presence of the Absent is spatially designed so
that within its very performance we are permanently involved as
participants, and beside physical, it takes us through mental spac-
es, reflecting the structure of our mind. The arrangement of video
projections in space is done in such way that each visitor can take
his/hers own space, but also to enter the virtual space of video and
physical space of other spectators. The relationship between text
on the floor and video upon the wall is similar to the relationship
between text and picture in comics, subtitled film or in some of
the images broadcasted on TV or computer screen — images with
their words out there in the space, establishing relationship with
space and bodies on the scene. Words are not brought together in
sentences, and their line-up has no narrative sense. A happening
such as that demands of a spectator certain amount of creativ-
ity and suggests that he/she should construct meanings by him/
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Notes:

Ibid, p. 92.
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herself. Words are not there to serve as building blocks of logical
communication, but to initialize communication through associa-
tions, leaving to each participant to establish communication via
physical presence and his/her own mental combinatorics. While
video is on the screen, ambiental sound fills the space and in that
way additionally underscores feeling of time flow inviting us to
witness the disappearance of one and appearance of another mo-
ment.

Title of the work, The Presence of the Absent, suggests us that
through imagination one can come to discover some unconscious
or subconscious qualities of an individual. In the video we see a
face in its entirety, that after a while breaks into fragments, form-
ing several faces. That multiplication, that duplicity, we can trace
throughout many legends, myths and fairytales (myth of Her-
maphrodite, myth of two-faced Janus, etc.).

About the double image of human face we are told in the myth
of Androginy, as an aspiration towards absolute peace within
boundaries of self. Double face reveals us some psychological and
morphological characteristics, and according to Dorfles it conceals
the mistery of human harmony.'? Permanent asymetry of human
face bears in itself possible meaning of different structures of two
sides of the face — right and left.

On the left side appear elements completely apart from those
on the right side of the same person. Also, double sexuality can
be noticed, and the fact of womanly character present in man and
vice-versa is a common place since days of old.

Sexual difference testifies that man and woman are imperfect
beings which, to attain perfection, strive to find in each other that
very thing which they are lacking in.

Miodrag Manojlovi¢

Dejvid Tup, Okean Zvuka. Beograd, Beopolis, 2002, p. 37.
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Skica i dimenzije Muzickog paviljona / Sketch and dimensions of the Musical Pavilion

Skica instalacije u prostoru / Sketch of installation in space
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VIDEO INSTALACIJA pod nazivom Prisustvo Odsutnog izvedena je 12. 9. 2007. godine u Muzi¢kom
paviljonu u Banjoj Luci. Video instalacija se sastoji od tri prostorne projekcije: Jedna projekcija ide
na zid i ¢ini je zvuc¢ni video rad (video A), koji prikazuje osobu, odnosno lice ¢ovjeka snimljeno u
krupnom planu dok izgovara odredene rijeci. Tokom trajanja videa, lice govornika polako se razilazi
u dijelove, koji se nakon odredenog vremena ponovo vracaju u prvobitan polozaj (video traje pet
minuta). Druge dvije projekcije idu na pod prostorije i projektuju rijeci koje izgovara osoba. Pro-
jektovane rijeci neprestano kruze (video B i C). Podijeljene su u dvije grupe. Jedna grupa rijeci (ima
ih Sesnaest) su rijeci koje opisuju prirodu, to jest, ono $to je nastalo i moze biti bez ljudskog uticaja
(svjetlo, miris, smrt, jutro, mrak, itd.). Druga grupa rijeci (ima ih petnaest) opisuju stvari koje su
artificijelne, to jest, koje su proizvedene ljudskom rukom (grad, linija, slovo, sat, vrata, itd.). Osoba
izgovara rijeci po principu cik/cak, odnosno, izgovori rijec koja ide u videu B, pa zatim izgovara rijec¢
koja ve¢ ide u videu C, i tako u krug, dok ne izgovori sve rijeci iz obje grupe. Osoba izgovara rije¢ po
rije¢ u vremenskom rasponu od deset sekundi. Taj tempo je odreden zbog moguénosti usredotoce-
nja na svaku rije¢ i na njeno eventualno znacenje ili znac¢enje kombinacija izgovorenih rijec¢i. Pored
zvuka izgovorenih rijeci postoji i pozadinski, ambijentalni zvuk koji ne remeti ¢ujnost rijeci, ali koji
je tu da ispunjava prostor.

VIDEO INSTALLATION under the title The Presence of the Absent was performed on 12/9/2007
in the Musical Pavilion in Banja Luka. Video installation consists of three spatial projections: one
runing across the wall, with audio-video work (video A), showing a person, that is the face of a man
filmed in a close-up while uttering specific words. While video is on, the face of the speaker slowly
disintegrates into pieces, that after a while fit again into original position (runtime is 5 min). Two
other projections are spread on the floor of the room and display words spoken by a person. Projec-
ted words constantly circulate (video B and C). Divided into two groups. One group of words (there
are sixteen of them) are words describing nature, i. e., that which has appeared and can do without
human influence (light, smell, death, morning, dark, etc.). Other group of words (there are fifteen
of them) describe things which are artificial, i. e., manmade (city, line, letter, clock, door, etc.). A
person pronounces the words in zig-zag manner, that is pronounces the word featured in the video
B, then pronounces the words already in the video C, and so on in circle, until all the words from a
group are spoken. Person utters a word after a word in the time span of ten seconds. That tempo is
set to provide for the possibility to concentrate on each word and its meaning or the meaning of the
combinations of spoken words. Beside the sound of spoken words there is also a background, ambi-
ental sound not disturbing the audibility of words, but which is there to fill the space.
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Pogled na instalaciju
Installation view



Ulazna vrata u Muzicki paviljon (digitalno odStampan prikaz glave postavljen na ulazna staklena vrata) Interakcija na ulazu u objekat.

Entrance door into the Musical Pavilion (digitally printed view of the head placed at the entrance door) Interaction on the entrance into the object.
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