vlado
martek

performans kao
hrabrost i eticka
fikcija

performance as

courage and
ethical fiction
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Napredak je ve¢ otvoriti pisaci stroj.
Poceti pisati toliko je ugodno da trazZi svje-
docdanstvo. Ljubav prema tekstu neupitna je,
ali pokrenuti svoju esejisticku volju unapri-
jed umjesto unazad ili u stranu, odluéan je
komunikacijski korak. Svetost motivacije
oduvijek me fascinirala. Dakle, motivacija
mi je ova - intrigantna umjetnost dobit ée
intrigantan tekst. Ova jednadzba je pogled
na svijet.

Neka bude esej. Otkako tekstovi mogu
biti kunsthistori€arski i/ili tekstovi umjetnika
o drugim umijetnicima, a s ambicijom da ra-
stvore antropolosku lepezu naseg doba
umjetnosti, otada je moj stidljiv i povremeni
obi¢aj da piSem o sebi bliskim umijetnicima
i zahtjevima njihovih poetika. Na primjer, to
su tekstovi o Grupi Sestorice autora, o Man-
gelosu, te o nezaobilaznoj, drasti¢noj i bu-
¢noj umijetnici Vlasti Delimar, autorici bro-
jnih performansa i ciklusa insceniranih foto-
grafija, ambijenata i instalacija. Ovo je kval-
itativna primjedba - ispisujem vec deveti te-
kst o Vlasti: o Vlasti Martek, o Vlasti Cveta-
jevoj itd. Nek’ Citatelji ponovno i po svojem
- razdvoje. Jedno je neupitni ananke: kada
se Covjeku otvori i sloZi kontekst te preko
svojih suvremenika zadobije (umjetnicku)
sudbinu, onda je dramatizacija njegove
kreativne mijere ispunjena upravo u relaciji
koja se otkriva sintagmom: ucenica i ucitelji-
ca istodobno. Aludiram na univerzalnost
participacije i na eticnost iskustva.

Intencija ovog anarho-sindikalnog teks-
ta jest istaknuti neke dodirne toCke onih
nositelja umjetnickih usmjerenja koji koriste
ulicu kao scenu, potom tijelo i predznake
javnog i naglaSenu osjecajnost romanticar-
stva. Takvi postupci racunaju na doslovnost
i polaganost u primanju publike, no zudnja
njihove sublimacije identi¢na je tek s Zivo-
tom, a ne s parcijalno$¢u umjetnosti.

Moram se pozvati na Jacquesa Lacana,
iako bih mogao re¢i: mogu se pozvati. Po
njemu je sve literatura: psihoanaliza jest li-
teratura jer ono nesvjesno jest sam jezik. Ne
samo to - i znanje jest jezik. To svakako jest
na ovom podrucju pisanja o umjetnosti. Ra-
Cunica u zaklju€ku je jasna: pisanje kao
antioprez i odsustvo laganja, odnosno opci
konsensus protiv laZi kao getoizirane istine i
nabijenost svih emocijama sudjelovatelja, tj.

It is already a step forward to sit down
at the typewriter. To start writing is so pleas-
ing that it requires a testimony. Love
towards the text is unquestionable, but to
move one’s essayistic will forwards, instead
of backwards or aside, represents an impor-
tant communicational step. The holiness of
motivation has always fascinated me.
Therefore, this motivation of mine - the
intriguing art - will get from me an intriguing
text. This equation is a worldview.

Let it be an essay. Since texts can be
either art historical or/and texts written by
artists about other artists, with an ambition
to spread the anthropological fan of our
artistic times, | make my contribution with
shy and occasional attempts to write about
artists that | feel close to myself and about
the demands of their poetics. | am referring
here, for example, to my texts about the
Group of six artists, about Mangelos, and
about the inevitable, drastic and loud artist
Vlasta Delimar, author of numerous per-
formances and cycles of staged photo-
graphs, ambiences, and installations. The
following is a qualitative remark - | am
already writing the ninth text about a
Vlasta: Vlasta Martek, Vlasta Cvetajeva, etc.
Let the readers make their own distinctions.
One thing is an unquestionable andgke:
when the context opens and constructs itself
in front of one and thus obtains an (artistic)
fate through its contemporaries, then the
dramatization of its creative measure fulfills
itself precisely in the relation revealed by the
syntagm: disciple and master alike. | am
alluding to the universality of participation
and to the ethic character of experience.

The aim of this anarchic-trade-unionist
text is to point out some of the touching poi-
nts between those carriers of artistic strands
who use street as their scene, further the
body and the signs of the public, and also
the accentuated sensibility of romanticism.
Such procedure counts upon the literal and
slow reception by the audience, but the lo-
nging of their sublimation is identical only
with life itself, not with the fragmental char-
acter of art.

| must refer here to Jacques Lacan,
though | could say: | may refer to him.
According to Lacan, everything is literature:
psychoanalysis is literature because the






sl.1/2: V. Delimar, Setnja Lady Godive / Lady Godiva
Taking a Walk, 2001., foto / photo: B. Demur
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teksto-pisca, umijetnice te benevolentnih
Citatelja Zivota umjetnosti. Nek' padne u oi
takav dogovor. Jer, ne bez razloga, indirekt-
no apostrofiram parodiju lazi kao jednog
mogudéeg izbora proizvodnje umjetnosti
danas. Ulica je svakako lakmus i purgativ.
Umijetni¢ko djelovanje na ulici moze biti
zalog stvarnosti ulaganja.

Naime, Vlasta Delimar, junakinja teks-
ta, umjetnica formirana na umjetnosti sedam-
desetih, obustavlja proizvodnju laznih iden-
tifikacija svih mogudih supstituta i simulaci-
ja. Njeni performansi su direktni kao $to je
direktna ulica i kao S$to je izravan pojam
javnog ili nagog.

Prva stvar koja mi pada na pamet u
vezi s performansom Setnja Lady Godive je
hrabrost. To je cudna kategorija za opisiva-
nje djela. Ali kako su u ovom slucaju i pri¢a
i njena junakinja umjetnica identi¢no hrabri,
taj provokativni kvalitativ ¢ini se opéim u
smislu jednog nedavnog grafita: “Ma S$to
radili, budite hrabri kao umjetnici.” Poruka

unconscious is language itself. Not only that
- also the knowledge is language. It certain-
ly fits in this field of writing about art. The
conclusion is self-evident: writing becomes
anti-caution and the absence of lie, that is,
a general consensus against the lie as the
ghettoized truth, as well as the state of
everybody being loaded with the emotions
of the participant: that is, the author of the
text, the artist, and the benevolent readers
of Zivot umjetnosti. Let me underline this
consensus. For - not without a reason - |
have been indirectly accentuating the paro-
dy of lie as the only possible choice of art
production today. The street is certainly
both the indicator and the laxative. Artistic
activity in the street can guarantee the real-
ity of investment.

Vlasta Delimar, namely, the heroine of
this text, an artist formed upon the art of the
70s, breaks up with the production of false
identifications, of all possible substitutes
and simulations. Her performances are as
direct as is the street, as is the notion of the
public and the naked.



je prezasicena, ali u tome je stvar - bilo da
se radi o citatima i/ili etickom. Golo tijelo
zene, koliko eksploatirano, toliko i pri€uvano
kao materijal podsvijesti, element je naj-
raznovrsnijeg denunciranja ili miniranja onih
koji se nisu snasli s otvorenim porukama i
obavezuju¢om istinom umjetnosti: da je
nesto ponudeno i dato, te da postoji shi-
zofreno odbacivanje barem polovice onog
$to je dato. Valjda je to nepostena glupost
najéeSce getoiziranih patrijarhalnih perjani-
ca. To je dubioza neotCitavanja tijela koje i
u danasnje vrijeme opstaje kao najveca
konkretnost i najveda metafora. Recepcija
radikalnih nastupa pripada autoru na gotovo
¢udan nacin negativne utopije jer snazna
identifikacija ubrzo prelazi u zavist neost-
varene slobode. Jahanje bijelog konja golim
tijelom Zene ima u sebi bataillevsko preko-
mjerje groteske. Sjecate se: konj, muskarac
(odjeven i gotovo uvijek s oruzjem), ratnik.
Slika gole nenaoruzane zene predaleka je za
usporedbu, ali ipak... Svakako, to je poetska
slika i uspostavlja se veza koja generira
mnoge plodne nesporazume, kakve izra-
zavaju Vlastini performansi s ulice, iz izloga
i parka. Konj je ujedinitelj svih mogucnosti
znatenja. Dakako, to je i publika u svome
postfestumu. Trebalo bi oko osam recenica
da opiSem poruku samog performansa, cr-
pedi $to iz Vlastinih izjava, S$to iz povijesti
umjetnosti  XX. stoljeéa (npr. konji J.
Kounelisa, hrabrost nastupa M. Abramovic),
ali to nedu napisati. Stoga, Citatelji,
razmi$ljajte o konju koji figurira izmedu mu-
Skog i Zenskog svijeta predstavljanja, te o
uliécnom dogadanju kad je izbjegnuta polici-
ja, a njeno neprisustvo je znacajnije od pri-
sustva. Zakon kao ono ocekivano sporedna
je intriga u odnosu na spolne predznake.
Imanentni adut golog tijela kojim Zena javno
raspolaze u komunikaciji jo$ je uvijek ne-
potrosen unato¢ eksploataciji koja granici s
tupos$cu. Pogotovo ovdje u Zagrebu, na per-
iferiji svijeta, gdje je patrijarhat u sredi$njoj
fazi licemjerja. Dakle, mogudée je javnim
tijelom uciniti pomak, potencijalno duhovno
pomicanje koje u izjednaCavanju s razinama
svijesti konzumenata vodi promjenama.

Pedeset godina ionako nista ne znace u
plemensko-gradanskoj dinamici osvjestenja.
Da personificiram: Umjetnost (pod)nosi iz-
bor umjetnika kao nesagledivo umjetnikovo
etiCko opredjeljenje. Kako smo u na$e doba
nauceni sve $to se radi sagledati kao svjesni
ili nesvjesni rigorozni posljedi¢ni izbor i
opredjeljenje, tako nam se namece i zaklju-
¢ak: Djelo nije napravljeno/izvedeno radi
autora (to je neko nedefinirano predstanje);

The first thing that occurs to me con-
cerning the performance Lady Godiva
Taking a Walk is courage. It might seem a
weird category for describing a work of art.
However, since in this case both the story
and her heroine show themselves equally
courageous, this provocative qualification
appears general in the sense of a recent
graffito: “Whatever you do, be as coura-
geous as artists are.” The message is over-
loaded, but this is precisely the point - con-
cerning both quotations or/and the ethical.
The naked body of a woman, however
exploited, is preserved as the raw material
of the subconscious and presents an ele-
ment of most diverse denunciations or
undermining of those who could not cope
with open messages nor with the binding
truth of art: that something is offered and
given and that there is a schizophrene rejec-
tion of at least half of what is given. | guess
it is the unfair stupidity of the mostly ghet-
toized patriarchal plumes. It is the ambigui-
ty of non-reading of the body, which
remains today as the most concrete and the
greatest metaphor. The reception of radical
performances belongs to the author in the
almost weird form of a negative utopia,
since powerful identification soon turns into
the envy of the unrealized freedom. The
image of a naked woman riding a white
horse contains something of the almost
grotesque exaggeration of Bataille. You cer-
tainly remember: a horse, a man (dressed
and almost always armed), warrior. The
image of a naked unarmed woman is a bit
too far from that for comparison, but still...
It is definitely a poetical image and it estab-
lishes a connection that generates a great
number of fruitful misunderstandings, such
as created by Vlasta's performances in the
street, in shop-windows and parks. The
horse is the unifying factor of all possibilities
of meaning. Certainly, it is joined in that
function by the audience in its postfestum. |
would need about eight sentences to
describe the message of the performance,
drawing some from Vlasta’s own state-
ments, others from the history of the 2oth
century art (e.g. the horses of J. Kounelis,
the courage of performance of M.
Abramovic), but | will not write them down.
Therefore, dear reader, think of the horse
featuring between the male and female
worlds of presentation, and of a street event
which managed to escape the police - the
absence of which is more important than its
presence would have been. The law as the

39



sl.3: V. Delimar, Razgovor s ratnikom ili Zena je
nestala / Conversation with the Warrior or Women
has disappeared, 1999.
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ono je po svojoj socioloskoj i autorskoj biti
izbor srca, duSe, duha, izbor Drugog.
Performansi po svojoj formi postaju dvo-
struki sadrzaj, odredeno ponistenje i rasap
subjekta.

v

Vel prvi nastup na pocetku osamde-
setih godina (Presviacenje) imao je kao
jednu od niza toCaka pojavljivanje golog
tijela u znacenju tijela odjevenog golotinjom
(bolje redi: oznatenog golotinjom). Taj on-
dasnji kontakt s publikom imao je znacenje
zavjeta bududée ogoljelosti, bilo to kasnijih
godina realizirano insceniranim fotografija-
ma, instalacijama, performansom ili ambi-
jentima. Kao da je nagost garancija pro-
vokativne direktnosti intime i prozirnosti.
No, kako su umijetni¢ka djela svojom pri-
rodom krug ispovijedanja posjedovanih isti-
na (Cak i geometrije) koje drazesno nude na-
Sem pogledu, tako se moze prijemcivo prih-
vatiti dvostruki stupanj golog tijela i gole
namjernosti sadrzaja. Kada bi konzument
htio, mogao bi svisnuti pred ukupnim bro-
jem direktnosti na liniji autobiografija - tije-
lo. Pitanje izbora odreduje ostanak na ocita-
vanju skandaloznog i egzibicionistickog. U
drugom slu¢aju mogla bi se glamurozna evi-
dencija tijela, stvari i njihovih simbola i pod-
simbola uzeti kao nihilisticka zadovoljstina
manje-viSe precizne istine koja se dotice
nase inkarniranosti - ovdje, sada, ovako.
Dirljiva umjetnost uskraduje svoju doslov-
nost publici jednom maestralnom varkom, a

expected is a side intrigue related to sexual
connotations. In communication, woman
still holds the immanent weapon of her
naked body, and it is still unspent, despite
the amount of exploitation that is almost
dull. Especially here, in Zagreb, at the
world’s margins, where patriarchal relation-
ships are in the central phase of hypocrisy.
Thus, it is possible to make a move by
means of a publicly exposed body, a poten-
tially spiritual move which, being identified
with the levels of consciousness of the con-
sumers, leads to changes.

Fifty years mean nothing anyway in the
tribal-bourgeois dynamics of enlightenment.
Let me personify: Art brings/bears the
choice of the artist as his broad ethical posi-
tion. Since in our times we are used to view
everything that is being done as the con-
scious or unconscious rigorously resultative
choice and position, we are bound to con-
clude the following: Work of art is not
done/performed for the sake of the artist (it
is an undefined pre-state); it is in its socio-
logical and personal essence the choice of
heart, soul, spirit, the choice of the Other. In
their form, performances turn into the dou-
ble content, a certain annihilation and dissi-
pation of the subject.

\%

As early as the first performance at the
beginning of the 8Q’s (Changing clothes)
contained a moment of appearance of a
naked body, in the sense of a body clothed
in nakedness (or, better said: marked by
nakedness). At that time, contact with audi-
ence had the meaning of a vow to future
nakedness, which was in the years to follow
fulfilled by means of staged photographs,
installations, performances, or ambiences.
As if nakedness guaranteed the provocative
directness of intimacy and transparency.
But since works of art are by nature a circle
of confessions of truths in possession (even
geometry), which they seductively offer to
our gaze, one could receptively accept a
double phase of the naked body and the
naked purposiveness of the content. If the
consumer wished so, he could collapse in
front of the total amount of directness on the
line autobiography - body. The issue of
choice determines the stay on the reading of
the scandalous and the exhibitionist.
Otherwise, the glamorous evidence of the
body, of things and their symbols and sub-
symbols, might be taken for the nihilist sat-
isfaction of a more or less precise truth con-
cerning our incarnation - here, now, in this



eventualnu katarzi¢nost ¢ini tajnovitom.
Privid je da umjetnik Cini neSto umjesto nas
i da nas doZivljaj bezbrizno oslobada.

\

Zanimljiva je prisutnost Zivotinja u
suvremenoj umjetnosti. One mogu biti objekt,
subjekt i simbol. U performansu §etnja Lady
Godive u konju Petku sjedinjene su sve tri
uloge. Historijska prica uz suvremeni obicaj
instrumentaliziranja datosti pociva na
trostrukoj diskurzivnosti tijela konja. Golo
tijelo performerke moze izdrzati istu tro-
struku znacajnost svoje pojave. Zavisi iz
kojeg kuta i iz kojeg se duhovnog interesa
sagledava performans. (Umjetnost danas u
svojem rasapu, bez sumnje, na jednom kra-
ju doti¢e zar duhovnog interesa.) Dakle, u
jednoj idealnoj ravnoteZi svojih aspekata ti-
jela konja i umjetnice ravnopravni su u
usloznjenosti njihove pojavnosti na ulici. lli
bi se moglo reci: ekspresija je podvucena.

Skandaloznost ipak ne dolazi od poma-
lo groteskne prisutnosti konja na danasnjoj
ulici, ve¢ stize kroz spoj javnog protesta i
spokojnosti radne simbioze koju cine konj
na ulici i golo tijelo Zene. Arhetipski je prizor
koji u mnogima pociva (a brojni spomeni-
ci/skulpture ga podrzavju) - muskarac na
konju, odjeven, cesto ratnicki odjeven, te
naoruzan, ponekad simboli¢no, i smotulj-
kom spisa. Taj dugovjekovni odjeveni pito-
reskni egzibicionizam je iS¢eznuo, ali sada
gradovi poznaju gola tijela Zena u moénim
reklamama i u umjetni¢kim pobunama raz-
novrsno izrazenim od $ezdesetih godina u
pojavama hepeninga, fluxusa, body arta.
Doza pobune i danas imanentno Zivi kroz
uliéne nastupe, samo §to ona ne cilja bi-
tni¢ki na negaciju, nego upravo priziva, zeli
biti, sugerira pozitivni stav. Ako tijelo nije
zaboravljeno u automatizmu, ne moZze biti
zanemaren duh emotivno otkupljujuce mani-
festnosti umjetnosti (realizam nastupa,
hiperrealizam prikaza itd.). Ukratko - umjet-
nik ne surfa sam i za sebe, on sve Cini
istodobno za sebe i za Druge (bez razlike i
vaznosti koliko netko bio udaljen od Zelje za
svjesnoscu).

Prema jednoj meritornoj podjeli umjet-
nosti body arta na analiticki, ekspresio-
nisticki i bihevioralni, gotovo svi performan-
si Vlaste Delimar pripadaju u ekspresionisti-
¢ke, ritualne, terapijske, egzistencijalne iz-
vedbe. Uvjetno receno njezin je cilj kao i
svih body artista da dodu do predestetskih i
predumijetnickih aspekata Cinjenja i ponasa-
nja umjetnika, odnosno da slozeni estetski i

way. The touching art deprives the audience
of its literal meaning by a masterful trick,
while making the possible cathartic charac-
ter mysterious. The deception lies in the
idea that the artist does something instead
of us and that the experience of it is care-
lessly liberating.

\%

Of particular interest is the presence of
animals in modern art. They can serve as
objects, subjects, or symbols. In the per-
formance Lady Godiva Taking a Walk, the
horse Petko unifies all the three roles.
Historical plot, combined with the modern
habit of instrumentalization of the given, is
based upon the triple discoursiveness of the
body of the horse. The naked body of the
performing woman is able to sustain an
equal meaningfulness of its appearance. It
all depends from which angle and from
which cultural interest the performance is
being viewed. (The art today, in its dissipa-
tion, undoubtedly at its end touches the fer-
vour of spiritual interest.) Thus, in an ideal
balance of their aspects, the bodies of the
horse and the performer are equal in the
complexity of their appearance in the street.
| could also say: the expression has been
underlined.

Nevertheless, the scandalous does not
come from the somewhat grotesque pres-
ence of a horse on the street of today, but
from the fusion of public protest and the
calmness of the working symbiosis of a
horse in the street and the naked body of a
woman. The archetypical scene preserved in
many minds (and supported by numerous
monuments/statues) is a man on the horse,
dressed, often as a warrior, and armed,
sometimes symbolically, with a role of writ-
ings. This centuries-long picturesque
dressed exhibitionism has disappeared, but
now cities witness naked bodies of women
in powerful advertisements and in artistic
revolts, expressed in various ways since the
60s in the appearance of the happening,
fluxus, or body art. A dose of revolt still lives
today, immanently, through street perform-
ances, only it does not aim any more at
negation in the style of beatniks, but on the
contrary - it evokes, it wants to be, it suggest
a positive approach. If the body is not for-
gotten in automatism, the spirit of emotion-
ally redeeming manifestivity of art (the real-
ism of performance, the hyperrealism of
presentation, etc.) can not be neglected.
Briefly - the artist does not surf alone and for
his own sake, he does everything for himself

sl.4/5: V. Delimar, Zrela zena /| Mature Woman,
1997.
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umijetnicki smisao djela reduciraju na egzis-
tencijalni smisao, znac€enje i vrijednost.
Vlasta, uz to, dekorativno drugacije usloznju-
je redukciju, ostajuéi u predanalitickom svi-
jetu emocija, baroka i manirizma kao neke
vrste formalne mjere svoje umjetnosti
(prenapregnuto, ki€, skaredno, eroti¢no).

Za vrijeme izvedbe performansa Setnja
Lady Godive dijele se letci s tekstom umjet-
nice napisanim za tu priliku. To je tipicni
postkonceptualisticki izvod, ali tekst je Cvrst,
veze se s publikom, citiranom pricom i
utopijskom paradigmom, odnosno onim pred-
estetskim aspektom koji smo spomenuli ra-
nije.

Na drugom kraju lepeze danasnjih
izvedbenih umijetnosti nalazi se analiticki
body art, odnosno sofisticirani umjetnicki
proizvodi koji nastaju interakcijom razno-
vrsnih tehnoloskih produZetaka.

Performans u izlogu pod naslovom [z
ciklusa Zrela Zena, izveden u viSe gradova,
takoder pripada teatru ulice i ulicnom body
artu. Citat izloga lako je evocirati sjecajuci
se zena ponudenih u amsterdamskim izlozi-
ma (seksa). Drugi jedan citat: vezane zene
(Vlastin performans: Vezana za drvo)
povezat ¢e nas sa srednjovjekovnim prizori-
ma i poslovima oko vijestica.

Dakle, umjetnicki diskurs autorice jest
skandalozan i pomalo optuzujudi, s obzirom
na ono $to se Zenama dogadalo kroz povijest
i Sto se dogada (kroz hiperrealizam i “ravno-
pravnost”) i danas. lzuzeci i persone voljele
su uvijek egzibicionizirati svoju hrabrost.
Danas umijetnici rade s energijama. | us-
mjeruju ih i koriste na sasvim specifi¢ne na-

and for the Other at the same time (regard-
less of how far one might be from the desire
for awareness).

According to a meritory classification of
body art as analytic, expressionist and
behaviouristic, almost all performances of
Vlasta Delimar belong to the expressionist,
ritual, therapist, existentialist ones. We
might conditionally say that her aim is, just
like that of other body artists, to reach the
pre-aesthetic and pre-artistic aspects of the
artist's doing and behaviour, that is, to
reduce the complex aesthetic and artistic
sense of the work to the existentialist sense,
meaning, and value. Besides, Vlasta is dec-
oratively different in the complexity of this
reduction, resting in the pre-analytic world
of emotions, of the Baroque and Manirism,
as a sort of formal measure of her art (over-
strained, tacky, frivolous, erotic).

During the performance Lady Godiva
Taking a Walk, leaflets are distributed with
the text of the artist written especially for the
occasion. It is a typical post-conceptualist
product, but the text is compact, it estab-
lishes links to the audience, to the story
quoted and the utopian paradigm, that is, to
the afore-mentioned pre-aesthetic aspect.

At the other end of the spectrum of the
performing arts of today, there is the analyt-
ic body art, that is, the sophisticated artistic
products resulting from the interaction of
various technological attachments.

The shop-window performance entitled
From the Cycle ‘Mature Woman’, which has
been shown in a number of cities, also
belongs to the street theatre and street body
art. It is easy to evoke the quotation of the
shop-window if one remembers the women
offered in the (red-light) shop-windows of
Amsterdam. Another quotation, that of a
bound woman (Vlasta’s performance:
Bound to a Tree), will lead us to the
medieval scenes and witchcraft affairs.

Therefore, the artistic discourse of the
author is scandalous and somewhat accus-
ing, regarding all that has happened to
women in the course of history and is still
happening today (through hyperrealism and
“equality”). Exceptions and personalities
have always loved exhibiting their courage.
Artists of today work with energies. And they
direct them and use them in very specific
ways, in concordance with their own emo-
tional and spiritual experience. Vlasta is the
type of an emotionally engaged artist and
her energy - when it is recognized —
redeems. It is a vision of romantics in the
general relations between sexes, by means



¢ine u skladu sa svojim emocionalnim i
duhovnim iskustvima. Vlasta je tip emo-
cionalno angaZirane umijetnice i njena
energija, kad je prepoznata - iskupljuje.
Radi se o viziji romanti¢nosti u ukupnim
odnosima medu spolovima kojima ona istice
relacije individue prema Drugom u sebi
(raspon: kurva-svetica, domacica-umjetnica
itd.). AutoriCini nastupi nude eti¢ki energet-
ski odnos izmedu umjetnika i publike u
stilu: daj i imat/dobit ¢e$ vise, a to prozri
¢im prije, brzinom koju nudi erotizirano tije-
lo. Zgodno se prisjetiti Warholova izrijeka:
“Budi netko - imaj tijelo” ili “Trebajte tijelo”
(Martek). Bit ée da je mo¢ velika kdb u
meduljudskim odnosima. Performans Dru-
Zenje, u kojem umjetnica miluje i ljubi publi-
ku, primjer je rastvaranja da bi se otvorila
istina interaktivnog prolaznog bica, Cinjenice
mesa i Cinjenice duha.

VI

Golo tijelo, dodirivanje milovanjem i
poljupcima, viencanje, jahanje, eroti¢no odi-
jevanje, uniforma, feredza i skrivanje - svi ti
aspekti/Cinjenice umjetnickog djela i djelo-
vanja radaju/uznose iz svakog performansa
novu simboli¢ku cjelinu. Ciklicki se izmje-
njuju sadrzaji/impulsi skupljanja i erozije,
zajedniStva i nestanka, izvjesnosti i rasapa
svih evidencija. Ukratko, Sareno putovanje
koje je omoguceno Cistim pouzdanjem u
doslovnost ljubavi. (Umjetnost moze i to.)
Erotski naboj naprosto je Zivotni argument
koji svjedoCi o dubini i subverziji materi-
jalnog okruzenja te se kao skandal/pro-
vokacija postavlja kao okosnica hrabrog zi-
vota. (Zasto bi umjetnikove prednosti i manj-
kovi bili automatski egzistirajudi ili estetski
nesvijesni.) Specificna energija umjetnosti
danas je rasprsena na sve strane (kultura!) i
na helenistiCki broj nacina cesto direktno
usmjerena na uspjeh. Pojmovi etike i este-
tike, angaziranosti i poruke latentni su po-
tencijalni entiteti u aleksandrizmu “dozvo-
lienih” mogucnosti. Izgleda kao da je slobo-
da stvaranja adut manipulacije i kontrole,
dio geta umjetniCke proizvodnje znacenja
koja je stara ve¢ u samom trenutku micanja
te oznacuje tek svoje znacenje. Dio umjetni-
ka, sre¢om, zalazi iza pozornice (icije, sva-
¢ije), s druge strane ogledala i ponudene
slobode, e da bi realizirali osobnost, umjet-
nost i nemogucnost istodobno. ¥

of which she accentuates the relations of an
individual towards the Other in him or her
(the range: whore-saint, housewife-artist,
etc.). The author's performances offer an
ethical-energetical relationship between the
artist and his audience according to the
maxim: give and you will have/get more,
and you must realize it as soon as possible,
with a speed given by an eroticised body. It
fits well to remember a sentence by Warhol:
“Be somebody - have a body” or “Need a
body” (Martek). Power must be very fatal in
interpersonal relations. The performance
entitled /n company, in which the artist
caresses and kisses her audience, is an
example of opening-up in order to reveal the
truth of the interactive transient being, the
fact of flesh and the fact of spirit.

%

Naked body, touching by caresses and
kisses, wedding, riding, erotic clothing, uni-
form, veil and concealment - all these
aspects/facts of the work and working of art
bear/raise a new symbolic entity out of each
performance. Contents/impulses of gather-
ing and erosion, community and disappear-
ance, certainty and disruption of all evi-
dence are cyclically alternated. Briefly, it is
a colourful journey made possible by pure
confidence in the literal meaning of love.
(For art can also do that.) The erotic charge
is simply argument of life testifying about
the depth and subversion of the material
culture, which as a scandal/provocation
becomes the axis of courageous life. (Why
should the advantages and the disadvan-
tages of the artist be automatically existing
or aesthetically unconscious.) The specific
energy of art is today dissipated in all direc-
tions (culture!) and, in a Hellenistic number
of ways often directly aiming at success.
Notions of ethics and aesthetics, engage-
ment and messages, are latent, potential
entities in the alexandrism of “allowed” pos-
sibilities. It seems that freedom of creation
has turned into the weapon of manipulation
and control, a part of the ghetto of artistic
production that is already old in the very
moment of movement and renders only its
own meaning. Some artists, though, go
behind the stage (anybody’s, everybody’s
stage), behind the mirror and freedom offe-
red, in order to realize their personality, art,
and the impossibility at the same time. ®

prijevod / translation: Marina Miladinov

sI.6: V. Delimar, iz ciklusa Zrela Zena - Frizerski
salon Nena / from the cycle Mature Woman -
Hairdresser’s studio Nena, 1997., foto / photo: Fredy
Fijacko

sl.7: V. Delimar, Vezana za drvo / Tied to the Tree ,
1985.

- Vlado Martek - diplomirao filozofiju i
knjizevnost, multimedijalni umjetnik i pjes-
nik.

Vlado Martek - graduated philosophy and
literature, active as multimedia artist and
poet.
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