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Mapiranje o izvodenjima
tijela/tijelom  retorickih figura tijela
Zlatka Kopljara

Migko Suvakovi¢



On Performances of
Rethorical Figures of
the Body by Zlatko
Kopljar

Migko Suvakovi¢

Mapping of
the Body/with
the Body






Zlatko Kopljar's works (performances, videos, photo-prints) were created
in the 1990's in a paradoxical confrontation between the current
world’s micro- and macro-politics. Through the strategies and tactics
of performance art, Kopljar problematized the relationship between the
contemporary body and the contemporary world in the confrontation of
the paradigmatic idealistic notions active-passive, aggressive-meditative,
political-religious, materialistic-Christian, neoliberal-postsocialist, and local-
global. His provocative mappings of the body/with the body comprise a
wide span of presentations of bodily indexation ranging from behavioral
expressiveness to rhetorical inexpressiveness. The symbolic knot of
expressive lines of behavior and inexpressive positionings of the body
presents a problem which he, as an artist responding to current events,
places before the future and in relation to the past.

Mapping of
the Body/with
the Body



. Telo, svet i
taktike izvodenja u
istoriji performans

umetnosti

Zamisli performans arta (performance art) su viSeznacne i neodredene
u mnogobrojnim aktuelnim ili retrospektivnim upotrebama, primenama
i izvodenjima kroz razli¢ite teorije i istorije umetnosti 20. veka. Pojam
i termin performans arta su koncipirani krajem 3Sezdesetih i po&etkom
sedamdesetih godina u neoavangardnim taktikama, rede strategijama,
preobraZzaja i nadilaZenja zatvorenih granica definisanja vizuelnog,
pre svega visokomodernistickog, umetni¢kog dela, a time i vizuelnih
umetnosti kao umetnosti zasnovanih na stvaranju ili pravijenju ili proizvo-
denju autenticnih, po sebi razumljivih, celih i zavrsenih slika i skulptura
kao “komada”. Zatim, u poznoj neoavangardi zamisao performans arta
je teorijski interpretativno i istoricisticki retrospektivho primenjena na
razlicita otvorena, eksperimentalna, procesualna i akciona umetnitka
“dela" koja su bila koncipirana i izvedena kao dogadaj (event). Zatim,
pozni neoavangardni koncept performans arta je interpretativno, antici-
patorski i programski, odnosno, hegemonisticki primenjen na sasvim
razliCita postmoderna umetnicka “dela” koja su bila zasnovana i izvedena
na konceptu i realizaciji, pre svega bihevioralnog “dogadaja”. Zamisao
performans arta je, znaci, interpretativno primenjena na koncepte i feno-
mene izvodenja dogadaja u sasvim razli¢itim institucijama i disciplinama
umetnosti i kulture. Zamisao performans arta je primenjena u muzici,
u knjizevnosti, u radiofoniji, u filmu, teatru, plesu, operi, umetni¢kim
praksama orijentisanim ka kulturalnom radu, u elektronskim masovnim
medijima. Pri tome, nuZno je naglasiti da pojam performans arta nije
nastajao sintezama razli¢itih proceduralnosti iz pojedinac¢nih umetnosti
u novu vise-disciplinarnu integriSu¢u nad-disciplinu nove umetnosti.
Pojam i koncept performans arta se primenjuje na ¢esto neuporedive
umetniCke prakse iz razlicitih dijahronijskih i sinhronijskih konteksta
koji “€in” realizacije dela ili “dogadaj” pojavnosti dela identifiklju kao
dogadaj-kao-umetni¢ko delo. PaZnja se pomera sa zavrenog/stati¢nog
objekta -ili komada- kao zavrSenog produkta na izvodenje kao interven-
cionisticki ili interaktivni ili relacioni proces u umetnosti i kulturi. Istorija
performans arta se konstruie kao narativ o poredbenim mapama

strategija i taktika identifikovanja i interpretiranja razlicitih projektovanih
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The ideas of performance art have multiple meanings and cannot
be determined within their numerous current or retrospective uses,
applications, and performances throughout different theories and histories
of the 20" century. The notion and the term performance art were conceived
in the early 1960's and late 1970's using the neoavant-garde tactics,
rarely strategies, of transforming and surpassing the closed framework of
defining visual, above all highly modernistic, art work, and the visual art
as art based on creating, making or producing authentic, self-explanatory,
whole, and finished paintings and sculptures as “pieces”. Furthermore,
during the late neoavant-garde period the idea of performance art was in
a theoretically interpretative and historically retrospective manner applied
to different open, experimental, process and action “works” of art which
were conceived and performed as events. After that, the late neoavant-
garde concept of performance art was in an interpretative, anticipatory,
and programmed, i.e. hegemonic, manner applied to completely different
postmodern "works” which were based and performed on the concept
and realization of, above all, a behavioral “event”. This means that the idea
of performance art was in an interpretative way applied to the concepts
and phenomena of performing events in completely different institutions
and disciplines of art and culture. The idea of performance art therefore
finds its application in music, literature, broadcasting, film, theater, dance,
opera, artistic practices oriented toward cultural work, and in electronic
mass-media. In addition, it is necessary to emphasize that the notion of
performance art was not created by synthesizing different procedures from
different individual fields of art into a new, multidisciplinary, all-inclusive,
higher-discipline of a new art. The notion and the concept of performance
art find their application in often incomparable artistic practices from
different diachronic and synchronic contexts which identify the “act” of
realization of a work or the “event” of the presentation of a work as an
event-as-an art work. Attention is moved from a finished/static object
—or piece- functioning as a final product to a performance acting as an
intervening, interactive or relational process in the arts and culture. The

history of performance art is constructed as a narrative on comparative

Body, World and
the Tactics of
Performing in
the History of
Performance Art
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ili slu¢ajnih procedura autorskog nomadskog izvodenja umetnitkog dela
kao dogadaja. Umetnicko delo performans arta je, najcedce, heterogeni
dogadaj situiran u sasvim subjektivnim, drustvenim i istorijskim trenucima
poznog kapitalizma i njegovih hegemonija na drugi-postsocijalisticki i
treci-postkolonijalni svet.

Kada je uspostavijen pojam i koncept performans arta u istorijama i
teorijama umetnosti, bilo je mogucde koncept izvodenja interpretativno
teorijski i poeticki primeniti na ona dela koja nisu dogadaj. Zamisao
performans arta je primenjena na ona dela koja su posledica stvaralatkog
ili proizvodnog €ina postajanja kojim se na neki nadin zastupa ili
intervencionisticki anticipira proces jzvodenja. Objekt, tekst, slika
slikarstva, fotografska slika, ekranska slika, poster, reklama, ambijent/
instalacija, medijska konstrukcija itd. interpretiraju se kao tragovi koji
zastupaju | demonstriraju ve¢ zavrsene procese izvodenja. U tom smislu,
apstraktne slike Jacksona Pollocka, Jaspera Johnsa ili Marka Devada;
feministicki filmovi Yvonne Rainer ili gay filmovi Dereka Jarmana;
video-instalacije Billa Viole, dekonstruktivistitka i pornografska proza
Kathy Acker; rok-pop spektakli-koncerti Laurie Anderson; para-teorijski
tekstovi Johna Cagea; drasti¢ne fotografije Joel-Peter Witkina, Cindy
Sherman ili Willlama Wegmana interpretiraju se kao dela performans
arta ili kao dela sa izvesnim/neizvesnim aspektima performans arta. Pri
tome, ta dela nisu uvek dogadaiji pred publikom, veé se njihov ¢ulni izgled
i semanti€ka funkcija interpretiraju kao trag slikarevog, rediteljkinog/
rediteljevog, umetnikovog, spisatelji¢inog, kompozitorovog, skulptorkinog
ili fotografovog bihevioralnog Cina izvodenja dela kao intervencije na delu
ili delom na kontekst prezentacije, komunikacije, recepcije, razmene
ili potrodnje. Cin interventnog izvodenja dela je ono &to delo oCigledno
pokazuje i zastupa, a to je, za ovu tacku gledista, vaZnije od ispricane
price, prikazanog prizora ili upisanog simbali¢kog poretka.



strategy and tactic maps for identifying and interpreting different projected
or accidental procedures of an author's nomadic performance in which
the work of art functions as an event. Most often performance art work
is a heterogeneous event situated in a completely subjective, social,
and historic moment of the late capitalism and its hegemonies over the
second-postsocialist and the third-postcolonial world.

When the notion and the concept of performance art were established in
the histories and theories of art, it became possible to apply the concept
of performance in an interpretative, theoretic and poetic way to those
works that are not an event in themselves. The idea of performance art is
applied to the works that are a consequence of a creative or productive
act of becoming which in some way represents or engagingly anticipates
the process of performing. Objects, texts, paintings, photographs, screen
pictures, posters, commercials, ambient/installations, media constructions,
etc., are interpreted as fraces representing and demonstrating already
finished processes of performance. In this sense, abstract paintings by
Jackson Pollock, Jasper Jones or Mark Devado; feminist films by Yvonne
Rainer or gay films by Derek Jarman; video installations by Bill Viola;
deconstructionist and pornographic prose by Kathy Acker; rock-pop
concert-spectacles by Laurie Anderson; para-theoretical texts by John
Cage; radical photographs by Joel-Peter Witkin, Cindy Sherman or William
Wegman are interpreted as performance art works or as works with a
certain/uncertain aspects of performance art. In addition, although these
works are not always events taking place in front of an audience, their
sensual appearance and their semantic function are interpreted as the
traces of the painter’s, director’s, artist's, writer's, composer's, sculptor’s,
or photographer's behavioral act of performing the work functioning
either as an intervention on the work or an intervention with the work
on the context of presentation, communication, reception, exchange or
consumption. The intervening performance is what the work obviously
shows and represents, and this is, for this point of view, more important
than a story told, a scene shown or a symbolic sequence inscribed.

13
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Umetnicka praksa Zlatka Kopljara (r. 1962) obeleZena je, u politickom
smislu, dramati¢nom epohom raspada socijalizma, uspostavijanja
nacionalnih drZava na jugoistoku Evrope, izvodenjem neoliberalne
tranzicijske politike i, svakako, paradoksalnim odnosima globalizma
i antiglobalizma, odnosno, istovremene subverzije i rekonstrukcije
univerzalnosti u hrvatskoj kulturi devedesetih godina 20. veka. Kopljarove
retoriCke figure bihevioralnosti jesu u interaktivnom i relacionom odnosu
sa aktuelnom mikro- i makro- politikom tranzicijske i globalizujuée
Hrvatske. Medutim, on ne polazi i ne sluZi se oCiglednim i brutalnim
diskursima politike na nacin Mladena Stilinovica ili visoko estetizovanim
ikonama javne ili privatne politike na nacin Sanje Ivekovié, ved
svojim retoricki izvedenim telesnim ponasanjem (retorickim figurama
ponaSanja) obecava i, zatim, izvodi otvoren i nestabilan relacioni odnos
koji ga Cini aktivnim saucesnikom aktuelnosti i “sondom” testiranja
mikro- ili makro-drustvenog horizonta stvarnosti. Kopljarov rad je u
umetnickom smislu voden uspostavijanjem hibridnog polja bihevioralnog
i medijskog izvodenja. Drugim reCima, umetnik vie nije stvaralac,
tvorac ili proizvoda¢ “komada” koji vodi ka razmeni, sticanju, potro3nji,
uZivanju ili kontempliranju estetskog, mistickog, politickog ili, tek,
svakodnevnog viska vrednosti. Umetnik jeste izvoda& (performer) Koji
intervenie svojim telesnim ponasanjem, tj. postajanjem drugim, na
simboli¢kim, imaginarnim i realnim potencijalnostima kulture i dru&tva.
Njegova intervencija je bihevioralna, a to zna¢i da ona svoju egzistenciju
fragmentira na situacije ili dogadaje retorickih figura koje nesto pokazuju,
izriéu ili postaju u specifi¢nim Zivotnim uslovima i okolnostima. Kopljarova
umetnicka praksa je, u religioznom ili metafizickom smislu, inverzija
tradicionalne sheme dubine kao pokretaca povréine u gotovo delezovsku
situaciju povrsine koja postaje dubinom. Nema dubine do iluzije koju
stvara povrsina. Telo umetnika jeste opna (zatvorena neprekidna povréina)
koja svojim retori¢kim figurama (fragmentarnim ise¢cima i indeksacijama
ponasanja) pokazuje trenutak postajanja dubinom. Nema dubine. Dubina
je trenutak kada povrsina postaje iluzija dubine. Ali, iluzija nije prevara,

maska ili transcendencija, naprotiv, ona je materijalni efekat ili produkt



In a political sense Zlatko Kopljar's (1962) artistic practice is marked
by the dramatic epoch which witnessed the collapse of socialism, the
establishing of the new nationalist states in the South-Eastern Europe,
neoliberal transitional politics, and, of course, the paradoxical relationships
between globalization and antiglobalization, i.e. the coexisting subversion
and reconstruction of universalities in Croatian culture during the 1990's.
Kopljar's rhetorical figures of behaviorism stand in an interactive and
engaging relationship with the current micro- or macro- politics in present
day Croatia which is going through the processes of transition and
globalization. Still, he does notemploy the obvious brutal political discourses
of Mladen Stilinovic, or the highly esthetic icons of public or private politics
of Sanja Ivekovic, but his own rhetorical badily behavior (rhetorical figures
of behavior) which allows him to promise and then execute an open,
unstable relationship which makes him an active participant in current
events and a “probe” for testing the micro- or macro- social horizon of
reality. In an artistic sense Kopljar's work is guided by the establishment
of a hybrid field of behavioral and media performance. In other words, an
artist is no longer the creator, maker or producer of a “piece” which leads
toward exchange, acquisition, consumption, enjoyment, contemplation
of the esthetic, mystical, political or, merely, everyday excess of value.
An artist is a performer who intervenes with his bodily behavior, i.e.
by becoming somebody else, using the symbolic, imaginary, and real
potentials of the culture and society. The artist’s intervention is behavioral,
and this means that its existence breaks down into fragments of situations
or events comprising rhetorical figures which show, express or become
something under specific life conditions and circumstances. Kopljar's
artistic work is, in a religious and metaphysical sense, an inversion of
the traditional scheme of depth as a moving force of the surface into an
almost Deleuzean concept of surface becoming depth. Depth is but an
illusion created by the surface. An artist's body is a membrane (closed
uninterrupted surface) which, using its rhetorical figures (fragmentary
cuts and indexations of behavior), shows the moment of becoming depth.
There is no depth. Depth is a moment in which the surface becomes
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umetnikovog rada sa sopstvenim povrSinama (figurama u prostorno-vre-
menskim egzistencijalnim situacijama). Na primer, ako je performerski
rad Tomislava Gotovca iskliznuce pojedinacnog transgresivnog, gotovo
queertela iz paradigmatskog zastupanja “normalnog” poznosocijalistitkog
drudtvenog tela, ako je performerski rad Vlaste Delimar izvodenje
potencijalnosti Zenskog heteroseksualnog tela kao pokaznog tela sa
Zenske taCke identifikacije (Zelje, simbolizacije) unutar tranzicijskog
postsocijalizma, tada je performerski rad Zlatka Kopljara izvodenje
ekskluzivne muske (maco, herojske, mitske, retoritke) pozicije unutar
kriticnih tacaka neoliberalnog ekspanzivnog globalizma. Stoga, kontekst
njegovog rada je izvodenje bihevioralnih intervencija unutar samog Zivota
(Zivotnih neutopijskih situacija) kao provociranje procesa konstituisanja
globalnog sveta i njegove nove integrativne i time univerzalne povesti.
Kopljarova izvodenja (performansi, instalacije, medijske realizacije) se
sprovode ne putem idealnih oblika ve¢ unutar gustog kompleksa iskustva
pojedinacnog ¢ulnog tela bacenog u naprsline sveta u postajanju jednim.




an illusion of depth. However, the illusion is not a deception, disguise or
transcendence; on the contrary, it is a material effect or a product of the
artist's work with its own surfaces (figures in the existential situations in
time and space). For example, if Tomislav Gotovac's performance work
presents an individual transgressive, almost queer body slipping out of
the paradigmatic representation of the “normal” late-socialist social body,
and if Vlasta Delimar's performance work can be seen as the exploration
of potentiality of a female heterosexual body as a demonstrative body
from the woman’s point of identification (desire, symbolization) within the
transitional post-socialism, then Zlatko Kopljar's performance work carries
an exclusive male (macho, heroic, mythical, rhetorical) position within the
critical points of neoliberal expansive globalization. Therefore, behavioral
interventions within life itself (life’s non-utopian situations) which provoke
the process of the constitution of the global world and its new integrative
and, hence, universal history comprise the context of his work. Kopljar's
performances (installations, media performances) do not use ideal shapes
but a thick cluster of experience belonging to an individual sensual body
thrown into the cracks of the world in an attempt to become one.

17




Razrada:
jedna masina
se definiSe kao
sistem rezova
(preseka).

| to je to...

U masinama sve funkcioniSe istovremeno, ali u rezovima i prekidima,
kvarovima i promasajima, isprekidanostima i kratkim spojevima, rastoja-
njima i komadanjima, u jednoj ukupnosti koja nikada ne okuplja svoje
delove u celinu. Umetnik moZe uzeti bilo koji identitet, bilo koju ulogu,
odnosno, bilo koju pojavnost. Re¢ je o ubrzavanju mnogostrukosti koja
istovremeno moze potencijalno biti subjekt ili objekt ili utisak ili pokretacka
sila ili pasivni otklon u stranu. Ovde ¢e biti re¢ o masini. Zato, Zlatko Kopljar
moZe da preuzima razlicite uloge u pozicioniranjima i repozicioniranjima
tela i sveta.

Umetnitko delovanje Zlatka Kopljara se da definisati kao sistem rezova
(preseka) Ciji se efekti identifikuju kao performansi, kao instalacije ili
kao medijske prezentacije (fotografije, video-radovi, tekstualni zapisi,
akustiCke prezentacije, telesne poze, ise¢ci medijskih audio ili vizuelnih
slika). Odrednica, bliska negativnim difalektikama Kopljarovih destrukcija
kao konstrukcija, ukazuje da je njegovo umetnicko delovanje zapravo rad
masine kao sistema rezova (preseka) u polju stvarne ili fikcionalne egzis-
tencije potencijalnih, hipotetickih, izvodecih, pozicioniranih ili slu¢ajnih
subjekata aktuelne kulture i drustva. Masina ne sintetizuje zaokruZen i
celovit organizam ona relacionira organe u trenutni promenljivi poredak
ili, tek, presek protoka. S druge strane, masina je ono §to konstruktivno
deluje i kada razara. Kopljar razara i razaranje je konstruktivni rad na
isti naCin kao 5to je konstruktivni rad razbijanje i urusavanje prostora ili
povredivanije drugog tela.

Masina moZe biti nazvana: “K”, jer je re¢ o sistemu konstruktivnih ili
destruktivnih frenutnih rezova (preseka unutar protoka egzistencije),
a ne o zavrSenom proizvodu (objektu) koji se moze imenovati, imati i
kontemplirati. Potencijalnost bihevioralnosti umesto oekivane konacénosti
objekta. Nazivi Kopljarovih radova mogu biti “K", tj. mogu biti indeks, a
ne ime. Indeks je trenutno oznacavanje u procesu proticanja egzistencije.
Ime je posedovanje egzistencije na prividu simboli¢kog plana. Proizvodnja
masinama vodi ka proizvodnji kao proizvodu: rezovi, preseci, procesi,




In machines everything functions simultaneously, but in cuts and
interruptions, brakes and failures, discontinuities and short circuits,
intervals and partitions, everything operates in totality unable to bring the
pieces of the whole together. An artist can take on any kind of identity, any
role, that is, any kind of appearance. We are talking about the acceleration
of multiplicity that can at the same time potentially be a subject or an
object or an impression or a moving force or a passive stepping aside.
Here we will discuss a machine which allows Zlatko Kopljar to assume
different roles in the process of positioning and repositioning of the body
and the world.

Zlatko Kopljar's work can be defined as a system of cuts (cross sections)
whose effects are identified as performances, installations or media
presentations (photographs, videos, texts, acoustic presentations, body
poses, audio or visual media clips). This definition, which is closely related
to negative dialects of Kopljar's destructions as constructions, shows that
his artistic work is actually the work of a machine seen as a system of
cuts (cross sections) in the field of either real or fictional existence of the
potential, hypothetical, performing, positioned or accidental subjects of
current culture and society. The machine does not synthesize a round,
compact organism; it organizes the organs into a temporary, variable
order or merely into a cross section of the flow. On the other hand, the
machine is what functions constructively even when it is destructive.
Kopljar destroys and the destruction is a constructive work in the same
way as the constructive work is the destruction and implosion of space or
violation of another body.

The machine can be named “K," because we are talking about a system
of constructive or destructive momentary cuts (cross sections within the
flow of existence), and not about a finished product (object) that can be
named, possessed or contemplated. Potentiality of behaviorism instead of
an anticipated finality of an object. Kopljar's works can be titled “K,” and
it can function as an index, and not a name. The index is a momentary

Elaboration:

One Machine

is Defined as a
System of Cuts
(Cross Sections).
And that is it...
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njihovi rezovi, preseci, zaseci, ubodi, na ivici, u ponoru, na granici, u
sredistu, izmedu, preseci, itd...

Kopljarova umetnicka dela su preseci egzistencije, na primer, kao u
sirovom i bolnom opisu masine kod Deleuzea i Guattaria:

Connecticut, Connect —I - cut, vice mali DZo. Betelhajm (Bettelheim)
slika to dete koje Zivi, jede, izbacuje izmet ili spava samo kada se ukopta
u masine snabdevene motorima, Zicama, lampama, karburatorima,
elisama i volanima: elektricna prehrambena masina, masina-auto za
disanje, blistava svetlosna analna masina. Malo primera tako dobro
prikazuje rezim Zelece proizvodnje i nadin na koji razbijanje predstavija
deo samog funkcionisanija, ili rez-deo maSinskih veza. Zacelo c¢e se reéida
taj mehanicki, shizofreni¢ni Zivot izraZava odsustvo | destrukciju Zelje, pre
nego zelju, i pretpostavlja izvesne roditeljske stavove krajnjeg negiranja na
koje dete reaguje pretvarajuci se u masinu. ... Kako se proces pretvorio u
cili? Ili, pak, kako je on bio Zrtva preuranjene provale (upada), ili stradnog
intenziviranja? Samo je u odnosu na telo bez organa (zatvorene odi,
zaCeplien nos, zapudene usi) nesto proizvedeno, protivproizvedeno, Sto
odvraca ili intenzivira celokupnu proizvodnju ¢iji, medutim, predstavija
deo. Ali masina ostaje Zelja, pozicija Zelie koja nastavlja svoju povest kroz
primarno potiskivanje i vraéanje potisnutog, u uzastopnom smenjivanju
paranoicnih masina, ¢udotvornih masina i bezbraénih masina kroz koje

DZo prolazi, kako napreduje Betelhajmovo lecenje.

Ova alegorijska slika proizvodnje proizvoda kao proizvodnje obecava
mogucnost interpretativnog zahvatanja potencijalnosti Kopljarovog otvo-
renog i nestabilnog umetnickog rada. Preseci, povezivanja, luéenja, pre-
klapanja, proticanja, suotavanja, oduzimanja, dodavanja, pozicioniranja,
izvodenja, razaranja, konstruisanja, poziranja, markiranja, upisivanija,
selekcionisanja, udaranja, primanja, nedelovanja, izmicanja, prelazenja...
jedan beskrajni proces koji referira sdm na sebe kao na poligon izuzetnih

egzistencijalnih potencijalnosti koje treba indeksirati sa “K”.




designation in the process of existential flow. The name is a possession
of existence in an illusion of a symbolic plan. Machine production feads
toward production as a product: cuts, cross sections, processes, their
cuts, cross sections, slashes, punctures, on the edge, in the abyss, on the
border, in the middle, between, cross sections, efc.

Kopljar's works are cross sections of existence which can be seen in the
crude and painful description of the machine by Deleuze and Guattari:
“Connecticut, Connect —1 - cut," Little Joe shouts. Bettelheim paints
that child who lives, eats, discharges feces or sleeps only when plugged
into machines equipped with engines, wires, lamps, carburetors, propel-
lers, and steering-wheels: electric nutritional machine, car-machine for
breathing, glistening luminous anal machine. Very few examples describe
the regime of the desired production and the way in which destruction
represents a part of the very functioning, or a cut-portion of machine
connections, as well as this one does. One will say that the mechanical,
schizophrenic life expresses absence and destruction of desire, rather
than desire itself, and that it assumes extreme negation on the side of a
parent to which a child responds by turning into a machine.... How did
the process turn into a goal? Or, on the other hand, how did it become
a victim of a premature break-in (invasion), or a terrible intensification?
Something is produced and/or counter-produced only in relation to the
body without organs (closed eyes, stuffed nose, plugged ears), and
it distracts or intensifies the entire production whose part it actually
represents. But the machine remains a desire, a position of the desire,
continuing its history through the primary repression and the return of the
repressed, in a successive alternation of paranoid machines, miraculous
machines, and marriageless machines through which Joe passes, as
Bettelheim's therapy progresses.

This allegorical picture of the production of the product as production
promises a possibility of an interpretative reading of the potentiality
of Kopliar's open and unstable work. Cross sections, connections,
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Njegov instinkt se oblikuje u izvodenju umetnickog dela i biva ono &to na
aktivnog ili pasivnog posmatraca deluje brutalno¢u ili neznoéu. Nijere¢ o
intelektualnoj koncepciji umetnosti, ved o instinktivnom dejstvu ponasanja
kao umetnosti. Pri tome, instinkt koji biva indeksiran, na primer sa “K”
jeste izazov ili prizivanje konceptualizacije tela-magine u presecima koji
se odigravaju bez prestanka u premestanjima, tj. preuzimanjima razli€itih
uloga: on komunicira, on izlu€uje krv, on udara i prima udarce, on puca
u daljinu, on leZi na nultom mestu egzistencije, on posreduje ili moli,...
Umetnik je instinktivno voden u sloZenim poliima efekata koja remete
oCekivanja nasih Cula i nasih tela. On gubi teritorije tako &to premesta
granice. On pokazuje sebe da bi se doveo u pitanje odnos TI-JA ili, jos
strasnije: JA-MI. Njegova igra sa pojedinadnodéu izaziva univerzalnost.
U glatkom falusnom telu univerzalnosti pronalazi se pukotina, nabor,
hrapavost koja nas vraca od “ti" na “ja” i od “mi” na “ja". Taj povratak
na “ja" boli.




destructions, constructions, posing, marking, inscribing, selecting, hitting,
taking, not-acting, evading, crossing over... a limitless process referring to
itself as a testing ground for exceptional existential potentials that need to
be indexed with “K".

His instinct is shaped during the performance and it influences an active
or a passive viewer with brutality or gentleness. This is not the intellectual
conception of art, but an instinctual effect of behavior as art. Here the
instinct, indexed for example with K", is a provocation or an evocation
of the conceptualization of the body-machine within the cross sections
which continually occur in constant rearrangements, i.e. assumptions of
different roles: he communicates, secretes blood, he hits and receives
blows, he shoots into the distance, he lies at the zero point of existence,
he mediates or prays.... The artist is instinctively led through the complex
fields of effects which disturb the expectations of our senses and our
bodies. He loses his territories by moving borders. He shows himself in
order to question the relationship between YOU and | or, even worse,
between | and WE. His play with the individual challenges the universal.
In the smooth phallic body of universality he finds a crack, wrinkle, or
roughness which brings us back from YOU to | and from WE to I. This
return to | hurts.
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Re-Embody:
to je tu

Jedan od zahteva koji se postavlja pred masinom jeste da se ukaze na
potencijalnu mrezu ili mapu indeksiranja i interpretiranja interventnog
proticuceg odnosa konceptualnih (3ta umetnik namerava), fenomenalnih
(kako se umetnik telesno pojavljuje), diskurzivnih (kroz kakve odnose on
gradi svoja znacenja) i istorijskih potencijalnosti heterogenog i hibridnog
izvodackog (performing) umetnickog dela. Kopljarova dela su heterogena:
on nomadski preseca potencijalnosti medija izvodeéi sam dogadaj (perfor-
mans) ili situaciju (instalaciju). Njegova dela su i hibridna: on nije u polju
razvoja jednog “stila” izraZavanja, ve¢ u mnogostrukostima pona3anja
jakogi slabog tela koje preuzima neuporedive uloge u svetu i prema svetu.
Heterogenost i hibridnost su osnove proizvodnje aktuelne subjektivnosti,
tj. subjektivnosti u aktuelnom svetu mnogostrukih potencijalnosti.

Pogledajmo bazicne probleme, ponude i efekte Kopljarovih izvodenja
projekata indeksiranih od K1 do K10.




One of the demands the machine has to respond to is to point to a
potential network or map for the indexation and interpretation of the
engaging, fluctuating relationship between the conceptual (artist's
intention), phenomenal (artist's bodily appearance), discursive (through
what relationships he builds his meanings), and historical potentialities
of the heterogeneous and hybrid performance art work. Kopljar's works
are heterogeneous: like a nomad he cuts through the potentialities of
the media by either performing the event itself (performance) or the
situation (installation). His works are also hybrid: he does not belong to
the development field of one “style” of expression, but to the multiplicity of
behaviors of a strong and/or weak body which takes on the incomparable
roles in the world and toward the world. Heterogeneity and hybridity are
the basis for the production of current subjectivity, i.e. subjectivity in the
current world of multiple potentialities.

What follows are the basic problems, offers, and effects of Kopljar's project
performances indexed K1 through K10.

Re-Embody:
It is Here
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Komunicirati sa drugim/om. “K1": suociti se sa tankom i nevidljivom
granicom potencijalnosti intersubjektivne razmene. Komunikacija nije
nista. drugo do pokusaj razmene u mogucim ili nemogucim uslovima
egzistencije. Usredsredenost na fenomen otpora.




To communicate with the other. "K1": to face a thin. invisible border 1
of potentiality of an intersubjective exchange. Communication is nothing

more than an attempt of exchange in possible or impossible conditions of

existence. Focus on the phenomenon of resistance.




Opis dfela: U zamratenom auditoriju publika Geka govornika. Gluhu i
slijepu djevojku dovode do govornice osvijetliene reflektorom. Djevojka
navlaci kirur8ke rukavice te potom jezikom gluhonijemih izvodi tekst. U
trenutku kada pokaZe da ¢e tekst ponoviti jod jednom, iza njenih leda
sijevnu dva uzastopna bljeska jarke svjetlosti i zaslijepe publiku. Djevojka
ponavlja govor. Po zavrietku skida rukavice, ostavlja ih na govornici te
uz pomoc¢ pratnje odlazi iz dvorane. Publika u predvorju nalazi izvedeni
tekst napisan Brailleovim pismom: “Ova smijegno teatralna i patetiéna
situacija samo je stvar nuZde u koju ste uvuéeni. Moja je privilegija da vam
nacinom koji je najmanje primjeren kaZem ono 5to me neprestano razara i
trajno opterecuije, a sigurno je da izreceno nece nista promijeniti. Sigurno
je samo to da e nas podsjetiti na ono $to znamo. Nacin kojim to govorim
oslobada i mene i vas trenutno nepotrebne odgovornosti. Ne moramo sada
i u ovom trenutku razmiéljati o onome $to govorim. Odgovornost dolazi
kasnije. Zato sve izgleda kao prijevara i bilo koja moguénost racionaine
komunikacije dokinuta je, a time i na$ ego, odnosno mogucénost da odmah
sudimo. Namjerno ometanje bilo kakve komunikacije ¢inim stoga &to
ocekujem da osjecate tijelom, otima, kofom, stopalima, dlanovima. Zelim
da osjetite. Da se upitate. Sto se uopce dogodilo? Sto je re¢eno? Odgovor
cete naci sami kada dodete nekome za koga ste uvijek mislili da treba
pomoc i shvatite da vam bas taj i jedino on moZe pomodi.”










A careful observer of this work will discover that the communication is

explored through a model of construction, and then, performance of

expression. The expression is not what comes out of the “communicative
beings,” but the being emerges as an effect of the machine that constructs
a behavioral expression directed toward another.










K2

Razarati prostor i konstruisati delo. “K2": umetnik i publika razaraju
zidove galerije. Destrukcija javnog prostora. Aktiviranje publike. Prag
drustvene norme. Simulakrum revolucije. Rusenje kao poziv na stvaranje.

Dijalektika na sceni.




To destroy space and construct a work. “K2”: the artist and the
audience destroy the gallery walls. Destruction of public space. The
activation of the audience. The threshold of the social norm. Simulacrum
of a revolution. Destruction as an invitation to creation. Dialectics on the

scene.

K2
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Opis djela: Na stolu u sredini galerije doCekuje me sedam papira na
kojima je napisana po jedna rije¢ re¢enice “JA SAM UMJETNIK KOJI ZELI
MIJENJATI SVIJET". Podizem jedan po jedan papir iznad glave, redom ih

pokazujem publici te potom param. Kad je | zadnja rije¢ pokazana i zadnji
papir poderan, ispod stola izvlac¢im malj i pocinjem snazno udarati po
zidovima galerije. Nakon dvije do tri minute publika dobiva male ¢ekice pa

mi se pridruzuje u rusenju galerije.



The description of the work: On the table in the middle of the gallery there

are seven pieces of paper. Each word of the sentence “| AM AN ARTIST
WHO WANTS TO CHANGE THE WORLD" is written on a separate piece
of paper. | raise one piece after another above my head, show them to the
audience, and then tear thermn apart. When the last word is shown and the
last piece of paper torn, from under the table | pull out a hammer and
forcefully hit the gallery walls. Two or three minutes later the audience

receives small hammers and joins me in the destruction of the gallery.
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Kopljar polazi od filozofske, moZe se reci intelektualne, ideje izvedene iz

Marxovog poziva filozofima da predu sa tumacenja na promenu sveta.

Kopljar umetniku nudi ulogu prevratnika, pri tome njegov poziv ne opstoji

na nekakvom opsStem planu, vec¢ se realizuje u partikularnosti gesta
razaranja koje rekonstruise “svet” u njegovo] nedeljivoj 1 neponovljivoj
specifitnosti. Pri tome, paZnja nije usmerena samo na umetnikov ¢in
(razarati zidove velikim ¢ekicem), vec | na drustvene pragove koje treba
da prede publika (galerijska publika) u preuzimanju uloge saucesnika,
tj. masine, tj. sistem rezova. Kopljar tu kompleksnu situaciju opisuje
sledecim reCima:



Kopljar takes a philosophical, we could say intellectual, idea derived from

Marx's appeal to philosophers to stop interpreting and start changing the
world. Kopljar assigns an artist the role of a revolutionary. This role does
not exist on some kind of a general level, but is realized in the particularity
of gestures of destruction which reconstructs “the world” in its indivisible
and unique specific quality. The attention is not directed only toward the
artist's act (the destruction of the walls with the large hammer), but also
toward social thresholds which the audience (gallery audience) needs to
cross by taking over the role of the accomplice, that is the machine, that is
the system of cuts. Kopljar describes that specific situation in the following

way:
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“Ono Sto sam pokusao u radu K2 €ini mi se da je i uspjelo, tako da je rad

s “rusenjem galerije” definitivno bio konstruktivan. U ¢eskoj galeriji 761
u Ostravi u okviru Malamut performance festivala 1997. godine publici
pod noge baceno je dvadesetak Cekica, ali pravi mess nastao je u Kapelici
kod Jurija Krpana gdje smo galeriju potpuno demolirali. Jurij je bio
presretan. (smijeh) Istinabog, imao je problema. U pocetku su Slovenci
bili introvertirani; medutim, kada su pukli, napravili su (s pardonom)
totalno sranje. Bili su sjajni. To je grubi primjer u ¢emu je kvaka navedenih

konstrukcija.”

Tu se krije Kopljarova dijalekticka napetost. Razaranje jeste postajanje
koje time &to je postajanje ima odlike konstrukcije.



“| think that what | attempted to do with K2 was successful, so the work

with the ‘gallery destruction’ was definitively constructive. In the Czech
gallery 761 in Ostrava during the Malamut Performance Festival in 1977
the audience was given around twenty hammers, but the real mess was
created in Jurij Krpan's Chapel where we completely demolished the
gallery. Jurij was delighted (laughter). Still, he had problems. At first
the Slovenians were introverted. But once they hit it off, they made (I
apologize) a fucking mess. They were great. This is a rough example of
what the catch is with the mentioned constructions.”

Kopliar's dialectic tension is hidden here. The destruction represents
becoming which by being the becoming has the characteristics of
construction.

a1
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K3

Primati ili zadati udarac. “K3": dvojica muSkaraca se fiziCki bore.
Zadaju i primaju udarce Stapovima. Prisutnost agresije, nadmetanja,
akumuliranja i oslobadanja “sile”. Pojavnost bola. Culna prisutnost bola.

Ritualizacija bezrazloznog nasilja. Nasilje, istovremeno, kao pornografski

ili sveti ¢in. Napetost. Ocekivanje udara.




To receive or deliver a blow. “K3": two men are fighting. They hit each
other with sticks. Presence of aggression, competition, accumulation
and release of “force”. Manifestation of pain. Sensory presence of pain.
Ritualization of unnecessary violence. Violence, at the same time, as a

pornographic and sacred act. Tension. Expectation of a blow.

K3
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Opis djela: Publika ulazi u zamracenu galeriju u Cijem sredistu lezi

reflektorom osvijetlien komad bijelog platna na kojem su paralelno
postavljena dva dugacka i Cvrsta Stapa. Galerijom odjekuje digitalno
obraden zvuk Sibanja. Brzi ritam Sibanja i britka snaga zvuka usporavaju
se pa modulacija zvuka dobiva na duljini i dubini do neprepoznatljivosti. |
Zvuk | pauze tisine postaju sve duZi. U jednoj pauzi iz publike se izdvojim
s asistentom pod svjetlo. U tiSini se skidamo goli do pojasa, uzimamo
Stapove | postavljamo se za udarac. U istom trenutku udarimo iz sve snage

jedan drugoga po ledima. Oblacimo se i izlazimo.



The description of the work: The audience walks into a dark gallery. Under

a spotlight in the middle of the gallery there is a piece of white linen with
two long, hard sticks placed parallel next to each other. Digitally processed
sound of the whipping echoes through the gallery. Fast whipping rhythm
and intense sound force grow slower and the modulation of sound
becomes longer and deeper until it is completely unrecognizable. The
sound and the silent pauses become longer. During one pause | come
out of the audience with an assistant into the light. In silence we take our
shirts off, take the sticks into our hands, and assume hitting positions. We
strike simultaneously hitting one another over out backs as hard as we

can. We get dressed and exit.
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Ovaj rad istovremeno postaje na nekoliko razli¢itih razina: kao sam fiziCki

&in udara, kao eksplicitha muska situacija izmedu boraca, kao ritualizacija
besmislenog nasilja, kao svodenije rituala na trivijalni bolni odnos retorickih
figura, kao proizvodnja sistema rezova (fijuka, bolova, uzroka, odziva,

akumulacija i de-akumulacija).



This work coexists on several different levels at the same time: as a

physical act of a blow, as an explicit masculine situation between fighters,
as a ritualization of unnecessary violence, as a reduction of a ritual to a
trivial painful relationship between rhetorical figures, and as a production
of the system of cuts (whistles, pains, causes, responses, accumulations

and de-accumulations).
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Spreciti prolaz, blokada ulaza/izlaza. Intervencija u javnom
prostoru. Poremecaj oéekivanog ponasanja. “K4": intervencija u

javnoj bihevioralnosti.




To forbid passage, to block off the entrance/exit. Intervention in a
public place. Disturbance of expected behavior. ‘K4": intervention in

public behaviorism

K4
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Za vrijeme trajanja izlozbe ulaz Muzeja suvremene umjetnosti u Zagrebu

zapreGujem dvanaest tona te$kim blokom napravijenim od armiranog

betona po mijeri vratnica.



During the exhibition | block the entrance to the Museum of Modern Art in

Zagreb with a 12 ton concrete block cast to fit the doorframe. 59







|

L

9 T LA » il

o

& g

61

A4









64

Gotovo nemoguc Cin. Ponistiti izlozbu. Ponistiti instituciju. Egomanijacki

gest ili subverzija? Cin manipulacije unutar sistema moéi: muzej i po-
Culno/telesni efekat betonskog bloka pred muzejem. Sama nemoguda
prisutnost. Kopljar Zeli da istakne svoj konceptualni antikonceptualizam,
a to znaci da izvede situaciju koja je ¢ulno/telesno dejstvo u institucio-
nalnom kontekstu. Delo funkcioni$e na ¢ulnoj razini, a njene konceptualne

potencijalnosti su moguce tek na metanivou razumevanja ve¢ ostvarenog
Cina.



i

§ TOMORROW

in inma

An almost impossible act. To cancel the exhibition. To abolish an institu-
tion. Is this an egomaniacal gesture or subversion? An act of manipulation
within the system of power: museum and abolition of a museum. What
is important is not the artist's political or ethical position, but an absurd
bodily/sensual effect of the concrete block in front of the museum. The
impossible presence itself. Kopljar wants to emphasize his conceptual
anticonceptualism, and he does so by performing a situation that creates
a bodily/sensual effect within an institutional context. While the work
functions on a sensual level, its conceptual potentialities are possible only

on a metalevel of understanding of an already realized act.
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Zvuk udara o telo. “K5": telo umetnika je objekt. Telo kao objekt je

izlozeno akustickim udarima. lzdrzivo, neizdrzivo. Podnositi iritaciju. Telo

podnosi. Telo kao “sonda” izdrzavanja.




Sound hitting the body. “K5”: the artist's body is an object. Body as an K5
object is exposed to acoustic blows. Bearable, unbearable. To bear the

irritation. Body endures. Body as a ‘probe’ of endurance.
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is djela: Lezim potrbuske ispruzen na plahti. USi prekrivam dlanovima.
Ispred moje glave postavljena su dva velika zvu¢nika koji punom snagom

emitiraju reski, iritantni zvuk. Publika ulazi u prostor i prolazi pored mene.

Pola sata lezim u tom poloZaju. Po naglom prestanku zvuka ustajem i

odlazim.

Partikularno pozicioniranje pasivnog tela u iritantnom aktiviziranom
prostoru je poenta ovog rada. Pasivno telo, time $to je izloZeno iritaciji,
postaje aktivna sonda koja nas suocava sa besmislenim nasiliem koje ne
izgleda kao nasilje, ve¢ samo stanje sveta. To pasivno telo je metafizicki

uzorak koji otkriva mehanizme regresije, ponistavanja tela.




sheet. My palms
my heac
enters and passes by me. | lie in this position

lenly ¢ | get up

5 in the particular positioning of the passive
ivated ~e. By being exposed to irritation, the
sformed into an active probe that puts us face to f.

5 violence which instead of being violence, seems like

of the world itself. This passive body is a metaphysical sample

revealing mechanisms of regression and cancellation of the hc




Markirati mesto smrti. Strukturirati emocionalnost javnog, pri-
vatnog i javnog u odnosu stvarnog brutalnog smrti i Realnog
metafizickog smrti. “K6”: iskustvo uzasa -smrti bliske osobe,
potenciranje straha od smrti, isticanje neponovljivosti Zivota, pokazivanje
besmisla rata i trivijalnosti nestajanja tragova. Neznost ljudskog odnosa.
Prekid.




To mark the place of death. To develop the structure of the
emotional response of the notion of public, and the private and
the public on the relationship between the actual brutality of the
death and the metaphysical reality of the death. “K6" the horror of
losing someone close, the intensification of the fear of death. putting an
emphasis on the uniqueness of life, demonstrating the meaninglessness
of war and the triviaiity of disappearing traces. The delicacy of human

relationships. Break.

K6
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Opis djela: Na mjestu gdje je rad izveden, u bombardiranju grada 23. 09.
1992. poginuo je moj otac. Mjesto sam obiljeZio bijelim pravokutnikom
ispod kojeg sam napisao datum pogibije kao niz brojeva: 23091992.

U jednom umetnickom delu su konfrontirane paradigme sloma real-
nog-socijalizma, uzasa rata, vojnog nasilja, etni¢kih sukoba, i onog indi-
vidualnog, pojedinatnog i tragi¢nog naspram svakog kolektivnog diskursa.
Ovaj rad, zapravo, govori o Realnom procepu u svakom kolektivnom-,

meta- ili nad-diskursu politike.



The description of the work: The work was performed at the place where,
during the bombing of the city on September 239, 1992, my father got
killed. | marked the spot with a white rectangle next to which | wrote the
date of his death as a series of numbers: 23091992,

In this work the paradigms of the collapse of the real-socialism, horror of
the war, military violence, ethnic conflicts, and the personal, individual,
and tragic response stand in confrontation to any collective discourse.
This work, in fact, speaks of the real split in any collective-, meta- or super-
discourse in politics.
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Biti u polju urlika. Molitva koja je individualni moderni cin
suocéenja sa rubovima zivota. “K7": Kopljar na fonu teksta izgovarane
poeme Allena Ginsberga postavlja svoje telo na nulto mesto egzistencije.
Individualne mitologije se kodiraju i dovode do retorike ukletog umetnika.

Pokusaj da se egzistencijalno indeksira upravo to mesto preko koga se ne

moze dalje ni u umetnosti ni u zivotu.




To be in a field of screams. The prayer is an individual, modern act
of confrontation with the edges of life. “K7": with Allen Ginsberg’s
poem in the background, Kopljar situates his body at a zero position
of existence. Individual mythologies are coded and developed into the
rhetoric of a cursed artist. An attempt to place the existential index
precisely onto the position from which one cannot go any further either
in art or in life.

K7
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Opis djela: Publika u dvorani gleda trostruku video-projekciju. Dvije rubne
projekcije prikazuju za ovu priliku ranije snimljene crno-bijele video-zapise
mog noc¢nog tumaranja Sumom i ludovanja medu krhotinama i otpadom u
podrumu moje kuce. Srednja projekcija u boji prikazuje performans koji se
u realnom vremenu prenosi iz susjedne prostorije. Tijekom performansa
nepomicno leZzim u hrpi perja i pilula. Pozadinski zvuk je snimka poeme

Howl Allena Ginsberga u interpretaciji samog autora.

Mit ukletog umetnika se sa razine narativa (“Vidio sam najve¢e umove
svojega narastaja razorene ludilom, kako gladuju histeri¢no goli, kako se
vuku crnackim ulicama u osvit zore trazeci Zestoki fix, hipstere andeoskih
glava koji zude za drvenim nebeskim spojem sa zvjezdanim dinamom

”

u strojarnici noci,...” iz Allen Ginsberg, Urlik) prenosi na pojedina¢no
telo aktuelnog umetnika koji se smeSta u “postajanje” ukletim tu i sada.
Bihevioralnost postaje znak za egzistenciju naspram mitske narativne
price koja ide iznad ili preko egzistencije. Subjekt umetnika izloZenog
konkretnosti prostora i vremena pokazuje se kao ime za razaranje zgrade

Bica.



The description of the work: The audience watches a threefold video

projection. Two side projectors show black and white video recordings,
prerecorded for the occasion, of me wandering through the woods and
acting crazy among the residue and garbage in my basement. The color
projection in the middle shows the performance taking place in the real
time in the room next door. During the performance | lie still in a pile
of feathers and pills. The background sound is the recording of Allen
Ginsberg reciting Howl.

The myth of a cursed artist is transferred from the narrative level (“l saw
the greatest minds of my generation destroyed by madness, starving
hysterically naked, dragging themselves through the negro streets at dawn
looking for an angry fix, angelheaded hipsters burning for the ancient
heavenly connection to the starry dynamo in the machinery of night, ..."
from Howl, by Allen Ginsberg) to the individual body of the artist who is
placing himself into ‘becoming’ cursed here and now. Behavioral quality
becomes a sign of existence against the mythical narrative which goes
beyond or over existence. The subject of an artist exposed to the concrete
quality of the space and time is shown as a name for the destruction of

the building-Being.
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K8

Prezentovati krv kao tvar za monument. “K8": suociti se bitnom
tvari bez organa naspram zivuceg tela sa organima. FetiSizacija i mitska
konstrukcija ekskluzivnog uzorka.




To present the blood as a substance for a monument. “K8": to K8
confront an important substance without organs to a living body with

organs. Fetishization and mythical construction of an exclusive sample.



20

Opis djela: Medicinska sestra vadi mi krv iz vene i potom je ulijeva u

spremnik za ovu svrhu napravijene kristalne kocke. Otvor spremnika

zatvaram staklenim ¢epom i potom pecatim. Kocka ostaje izlozena do

kraja izloZbe.



The description of the work: a nurse draws blood from my vein and pours

it into a crystal cube container. | place a glass cap on the container and

seal it. The cube remains on display until the end of the exhibition.




Jedna jednostavna, sasvim tipi¢na operacija iz svakodnevice (milioni ljudi
na ovoj planeti tokom jednog dana vade krv u zdravstvenim ustanovama)
biva premestena u ekskluzivni prostor umetnicke institucije i time od
“tehnokrats inskog postupka” postaje ritualizovani ¢in u kome
se postajanje i bice konfrontiraju. Ta konfrontacija ima simboli¢ke para-

metre (svaka igra sa krvlju je simboli¢ki situirana), ali za Kopljara te

simbolicke mogucnosti ostaju samo potencijalni znaci, dok on paZnju

umetnika i culnost posmatraca usmerava na culno-telesnu iskustvenost

odnosa sa krvlju.




One simple everyday operation (millions of people give blood in health
institutions on this planet every day) is transferred into an exclusive
space of an art institution therefore transforming a “technocratic medical
procedure” into a ritualized act in which becoming and being are

confronted. The confrontation has symbolic parameters (every play with

blood is symbolically situated), but for Kopljar those symbolic possibilities
remain only potential signs. He directs the attention of the artist and the
sensuality of the viewer to the sensual-bodily experience of the relationship
with blood.




K9

Pozirati/moliti u centru sveta. Mada, $ta je centar sveta? “K9":
jedan retoriCki razradeni poloZaj tela (telo kleCi sa pognutom glavom
i opustenim rukama) biva uvoden u sloZeni fenomenalni i semanticki
kontekst mega-polisa (grada nad gradovima). Tranzicijski
individualnog tela i materijalnih institucija.

odnos




To pose/pray in the center of the world. But what is the center of
the world? “K9": One rhetorically developed position of the body (the
body in a kneeling position with a head bowed and arms relaxed against
the body) is introduced into a complex phenomenal and semantic context
of a mega-polis (the city of all cities). Transitional relationship between the

individual body and material institutions.

K9
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Opis djela: Na zid se projicira video-snimka akcije kle¢anja na izabranim
lokacijama New Yorka kodirana unosom moje digitalizirane DNK formule.
Projekciju prati monolog iz filma “Nostalgija” (1983), Andreja Tarkovskog
u izvedbi Erlanda Josephsona. “Glas mog praoca progovara u meni. Ja ne
mogu Zivjeti istovremeno u svojoj glavi i u svom tijelu. Zato ne uspijevam
biti samo jedna osoba. Sposoban sam osjetiti se u beskonacno stvari
istovremeno.”




The description of the work: The projection on the wall is a video recording
of a kneeling operation taking place on chosen locations in New York
coded with an entry of my digitalized DNA formula. The projection is
accompanied by a monologue from the movie “Nostalgia” (1983) by
Andrei Tarkovsky performed by Erland Josephson. “The voice of my
forefather speaks in me. | cannot live in my head and in my body at

once, That is why | cannot be only one person. | feel myself in an endless
number of things at the same time.”




K9 COMPASSION




K9 COMPASSION
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Istinsko zlo naseg vremena je $to nema viSe velikih uitelja. Staza naseg
srca prekrivena je sjenama. Potrebno je sludati glasove koji izgledaju
beskorisni, u glave zauzete dugim, zarazenim cijevima, iscrpljujucim
skolama, macevima, socijalnim navikama, treba uci brujanje insekata
Valja napuniti usi, o€i svih nas idejama koje bijahu na pocetku velikog
sna, netko mora viknuti da ¢emo izgraditi piramide — nije vazno ako ih ne

izgradimo



True evil of our time is that there are no more great teachers. The path of

our heart is covered with shadows. It is necessary o listen to the voices
which seem useless. The buzzing of the insects needs to enter the heads
filled with long, infected pipes, exhausting schools, swords, social habits.
Our ears and eyes need to be filled with ideas that existed in the beginning
of the great dream, someone needs to shout out loud that we will build the

pyramids - it does not matter if we don't.
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Potrebno je hraniti Zelju. Moramo razvuci dusu na sve strane kao da je

plahta radirena do b a. Ako Zelite da svijet ide naprijed moramo se

drzati za ruke. Moramo se izmijesati, takozvani zdravi i takozvani bolesni.
Ej, vi zdravi, 5to znaci to vase zdravlje? Sve oci svijeta gledaju u ponor
u koji se zajedno strovaljujemo. Sloboda nam nije potrebna ako nemate

hrabrosti gledati nas u lice, jesti s nama, piti s nama, spavati s nama.

Upravo su takozvani “zdravi” oni koji su doveli svijet na rub katastrofe.

slusaj, u sebi, vodu, vatru | onda pepeo. | kosti unutar pepela.

Covjece,

osti | pepeo. Gdje sam kada nisam u stvarnosti, niti u svojoj masti?
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The desire needs to be fed. We must spread our soul to all sides as ifitis a

sheet extended to eternity. If we want the world to progress we must hold
hands. We must mix among ourselves, all of us, the so-called healthy and
the so-called sick. Hey, you healthy ones, what does it mean to be healthy?
All the eyes of the world are looking into the abyss while all of us are falling
into it. We do not need the freedom if you do not have the courage to look

us into eyes, to eat with us, to drink with us, and to sleep with us. The so-
called ones are those who brought the world to the edge of disaster. Man,
hear the water, fire, and the ashes within yourselfl And the bones within

the ashes. The bones and the ashes. Where am | when | am neither in

reality nor in my imagination?

103
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Predlazem novi sporazum sa svijetom, od sada sunce sija nocu, a u
kolovozu snijezi. Drustvo mora ponovo postati sjedinjeno, a ne ovako
razbijeno u komadice. Dovoljno bi bilo sagledati prirodu i shvatiti da je
Zivot jednostavan i da se treba vratiti nekadagnjem Zzivlienju. U onoj tocki
gdje ste krenuli pogresnom stazom. Treba se vratiti na temeljne oblike
zivota, ne prijajuci vodu. Kakav je ovo svijet kada vam jedan ludak govori
da se morate stidjeti. O majko, o majko! Zrak je ona laka stvar koja ti kruzi

oko glave | biva svjetlija kad se smijes.”



| propose a new agreement with the world, from now on the sun shines

at night and it snows in August. The society must unite again, and not be
shattered into pieces. It would be enough to look at nature and realize
that the life is simple and that we should return to the old way of living.
Return to that point where you took the wrong turn. We should return to
the fundamental ways of living, without disturbing the water. What kind
of a world this is when a nut tells you that you need to be ashamed of
yourselves. Oh mother, oh mother! The air is that light thing circling

around your head and becoming brighter when you laugh.”
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K9 COMPASSION
“BROOKLYN BRIDGE"




K9 COMPASSION
“BROOKLYN BRIDGE”
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Ovaj umetnicki rad je otvaren mogucnostima suoéenja sa njim (gradom
gradova) u ovoj epohi (ne Atina, ne Aleksandrija, ne Rim, ve¢ New
York). Grad kao centar savremene umetnosti, izraz dominacije globalnog
neoliberalizma, grad materijalnih instrumentalnosti, grad-zrtva terorizma,
grad-izvor kulturalnih, politickih i civilizacijskih hegemonija, grad intimnih
kontakata sa samim gradom, susret sa samim sobom, grad preobraZaja
tela, grad postajanja telom, multikulturalni sistem gradova | svetova
aktuelnosti, mesto metafizickog propitivanja kroz materijalisticke gestove,

poligon operacije ka nedokucivormn, suocenje individualnog | kolektivnog.
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This work is open to possibilities of facing it (the city of all cities) during

this epoch (not Athens, not Alexandria, not Rome, but New York). The
city as the center of modern art, the expression of domination of global
neoliberalism, the city of material instrumentalities, the city as the
victim of terrorism, the city as the source of the cultural, political and
civilizational hegemonies, the city of intimate contacts with the city itself,
self-effacement, the city of body transformations, the city of embodiment,
the multicultural system of cities and worlds of actualities, the place of
metaphysical questioning through materialistic gestures, the testing
ground for operations toward the unreachable, the individual facing the

collective.

13
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Svaka od ovih potencijalnosti nije predocena na konceptualni nacin (iskaza,
stava, tumacenja, pisma), vec¢ na nacin lociranja samog tela-uzorka na
mesto potencijalnosti. Locirajuci sebe na mesto potencijalnosti, umetnik

kao da pokusava da prekine nadredenost moci telom koje je jedini “zarez”

u postojece.
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Each of these potentialities is not presented conceptually (statement,
attitude, interpretation, letter), but by putting the body-sample itself in the
place of potentiality. By locating himself in the place of potentiality, the
artist seems to be making an attempt of putting an end to the superiority

of power by using the body as the only “cut” into the existing. 115
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K10

Ponaviljanje, monotonost, ponavijanje, prizivanje, oduzimanje
sublimnog i centriranje trivijalnog. “K10": telo postaje svet kroz
ponavljanje kretanja tela.




Repetition, monotony, repetition, evocation, removal of the K].O
sublime and centering of the trivial. “K10": the body becomes the

world through repetition of body movements.
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Opis djela: Sest izabranih snimki predstavlja moju videsatnu akciju ljuljanja

na straznjim nogama stolice. Snimke su otisnute UV printom na platno

velikog formata. Siroki, neutralni, crni rub naknadno je dodan rukom.

Jedna sasvim jednostavna i trivijalna radnja sa telom suoCava nas sa
prisutnoscu. Prisutnost nije nesto sekundarno, vec¢ nesto u sta se mora
prodreti da bi se postavilo pitanje o, na primer, Bogu. De-ontologizacija
Boga nije u diskursu, vec¢ u repetitivnom telu koje hoce da se ontologizuje
tu i sada. Upisati se na mesto. To htenje je problem, granica na kojoj se

susrecu pojavno telo i nekazivo bice, mada...



The description of the work: Six chosen recordings represent my hours-

long action of swinging on the back legs of the chair. The recordings are
imprinted with a UV print onto a large format canvas. Wide, neutral, black

edge is later added by hand.

A completely simple, trivial action with the body confronts us with the
presence. The presence is not something secondary, but something
that needs to be penetrated into in order to ask a question, for example,
about God. The process of de-ontologization of God does not lie within
the discourse, but within the repetitive body that wants to be ontologized
here and now. To inscribe itself into a place. This desire to be ontologized
becomes a problem, a border on which the appearing body and the

inexpressible being meet, even though. ..
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Nekazivo
| suoCenje
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Ali, ono o €emu jos od samog pocetka treba voditi racuna u vezi Kopljarovog
umetni¢kog rada, jeste da efekat dela (performansa, instalacije) nije
odreden karakteristicnom metafizickom suprotnoscu ili suprotstavljenoscéu
nesaznatliivom, neizrecivom ili nekazivom. Efekat dela (K2 ili K9 ili
K9 Compassion) jeste izveden iz pokazujuceg ili zastupajuceg odnosa
umetnosti i sveta kroz telo u sasvim specificnim materijalno-istorijskim
uslovima i okolnostima (institucijama, aparatusima ili, nesto apstraktnije,
kontekstima globalizacije, novog doba, epohe posle blokovske podele
sveta, multikulturalnosti) centriranja ili decentriranja nekakve javne ili
privatne “moci” ili “drustvenosti”. Drugim recima, nesaznatljivo, neizrecivo
ili nekazivo nisu efekti nekakvog predijudskog haosa ili opste-ljudskog kao
prirodnog postojanja kome umetnik teZi ili iz koga umetnik proizlazi. To
su druStveno-materijalne tvorevine u odredenim istorijskim i geografskim
uslovima i okolnostima drustvene borbe, to su nacini regulisanja ili
deregulisanja odnosa drustva, umetnosti i tela. Zato, za njegovu umetnost
nije temeljno pitanje ono o prirodi ili neprirodi nesaznatljivog, neizrecivog
ili nekazivog, vec je bitno pitanje o tome $ta se, pod kojim uslovima i
okolnostima i, svakako, s kojim pravom, proglasava za nesaznatljivo, ne-
izrecivo i nekazivo u retorickim pozama tela (telo prema drugom telu, na
primer, u K1, ili telo prema institucijama grada u K9 Compassion i u K9
Compassion+). Diskurs Kopljiarovog rada ne predocava se samo kao “to
znaCenje" govora ili telesnog pona3anja, ve¢ kao materijalna regulacija,
zabrana, otpor ili klasifikacija unutar drustva:

Evo hipoteze koju bih veceras hiio iznijeti da bih utvrdio popriste - ili
moZda vrlo priviemenu pozornicu - rada koji obavljam: pretpostavljam da
proizvodnju diskursa u svakom drustvu kontrolira, selekcionira, organizira
i redistribuira stanoviti broj procedura €ija se uloga sastoji u tome da
umanje njegove moci i opasnosti, da gospodare njegovim slucajnim zgo-

dama, da izbegnu njegovu teskobnu zastrasujucu materijalnost.



What needs to be faken into account from the very beginning regarding
Kopljar's art is that the effect of the work (performance, installation) is
not determined by a characteristic metaphysical opposition or by the
opposition to what cannot be comprehended, uttered, or expressed. The
effect of the work (K2 or K9 or K9 Compassion) comes out of the indicative
or representational relationship between the art and the world through the
body in entirely specific material-historic conditions and circumstances
(institutions, apparatuses or, more abstractly, contexts of globalization,
the new age, an after block-division of the world, multiculturality) of
centralization or decentralization of some kind of public or private “power”
or “sociability”. In other words, the incomprehensible, the unutterable or
the inexpressible are not the effects of some kind of pre-human chaos or
something generally-human presented as a natural existence the artist
strives for or arises from. They are social-material constructs produced
in specific historic and geographical conditions and circumstances
of social struggle. They are the ways of regulating or deregulating the
relationship between the society, the art, and the body. For this reason,
the main question concerning his art is not the question of nature or un-
nature of the incomprehensible, the unutterable or the inexpressible, but
the question of what, under which conditions and circumstances, and,
of course, under whose authority, is declared the incomprehensible,
unutterable, and inexpressible in the- rhetorical poses of the body (the
body against another body in K1, or the body against city institutions in K9
Compassion, and in K9 Compassion+). The discourse of Kopljar's work is
not presented only as “the meaning” of speech or bodily behavior, but as a

material regulation, prohibition, resistance or classification within society:

Here is the hypothesis | wish to present tonight in order to set up the
arena — or perhaps the very temporary stage — for the work | will perform:
| presume that the production of discourse in every society is controlled,
selected, organized, and redistributed by a certain number of procedures
whose role consists of reducing its powers and dangers, mastering over its
accidental manifestations, avoiding its uneasy, frightening material quality.

Inexpressible
and Confrontation

123
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Diskurs, kao Sto je pokazala psihoanaliza, nije tek ono $to razotkriva ili
skriva zelju, on je i objekt Zelje:

Jer diskurs - kao Sto nas povijest neprestano pouc¢ava - nije tek ono to
izrazava borbe i sisteme vladavine, vec ono zbog ¢ega i pomocu ¢ega se
vodi borba, moc koje se valja doCepati.

U Kopljarovom slucaju, to jeste borba izmedu umetnosti i tela unutar
konkretnog istorijskog i geografskog drustva, to je borba za to ko ce viadati
ili upravljati odnosom umetnosti i tela. Ali, ta borba je u onoj materijalnoj
i bitnoj dimenziji diskursa, zapravo, dimenziji postajanja dogadajem i
slucajem. Zato, moZe se izneti teza da nekazivo, neizrecivo ili nesaznatljivo
Kopljarovog izvodenja retorickih figura tela ili retorickih figura za telo nisu
ono sto jeste izvan ili naspram diskursa (diskurzivnih tvorevina, ¢inova
ili institucija), ve¢ da jesu tek kroz izvodenje (performing) tela naspram,
protiv ili kroz efekte diskursa u polju ulnog ili iskustvenog bola, uZivanja,
presecanja, proticanja, izmenjivanja, preuzimanja i sukobljavanja. On se
pokazuje. On udara. On kleci i moli. On je tu. On prima udarac. On se
klanja. On daje krv. On leZi usred zvuka. On je pre$ao granicu podnosljivosti.
On je naspram nas. On razara. On konstruide. On je naspram reprezenata
moci. To “on” je materijalno upisano u protocima ili presecima protoka
koje ¢emo zvati gustinom egzistencije. Kako demokratizovati atome i
molekule?



The discourse, as shown by psychoanalysis, does not merely reveal or
hide the desire, it is also the object of the desire:

For the discourse — as the history repeatedly teaches us — is not merely
an expression of struggles and systems of government, but it is also an
instrument used in the struggle; it is the power worth possessing.

In Kopliar's case, it is a struggle between the art and the body within a
concrete historic and geographic society; it is a struggle to determine who
will rule or control the relationship between the art and the body. However,
this struggle lies in the material and important dimension of the discourse,
in fact, in the dimension of becoming an event and a case. Therefore, we
can present a thesis saying that the inexpressible, the unutterable, and
the incomprehensible in Kopljar's performances of the rhetorical figures of
the body or the rhetorical figures for the body are not what stands outside
or opposite to the discourse (discourse products, acts or institutions),
but that they are simply through the performance of the body opposite,
against or through the effects of the discourse in the field of sensory or
experienced pain, enjoyment, cutting, flowing, exchanging, taking over,
and confronting. He shows himself. He hits. He kneels and prays. He is
here. He receives a blow. He bows. He gives blood. He lies in the middle
of the sound. He crosses the border of the bearable. He stands opposite
us. He destroys. He constructs. He stands against the representatives of
power. This “he” is material, it is written into the flows or cuts of the flow
which we will call the thickness of existence. How can we democratize
atomns and molecules?

i25



P.S:
Umetnik u epohi
globalizma
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Zlatko Kopljar je u najnovijim delima (performans, video, fotografske
instalacije: K9 Compassion, 2003. i K9 Compassion+, 2005) izveo kljuénu
poziciju intervencije umetnika u svetu globalizma. On nije umetnik koji
globalizuje svet time Sto dolazi iz imperijalne kulture, niti je umetnik
koji se prikljucuje globalizujucem talasu, odnosno, nije alternativni me-
dijski, net ili levicarski parainstitucionalni umetnik-terorista. On sebe
pokazuje kao ne-ekspresivni indeks i, time, pokazatelj totalizujuceg talasa
globalizma, pretvarajuci planetu (velike svetske metropole) u poligon
biopolitickog indeksiranja reprezenata moci. On koristi “brisane tragove
hris¢anstva” (u naslovu rada K9 Compassion, on referira na hrig¢anski
vokabular: samilost, molitva, poklonjenje, takode i poloZaj njegove figu-
re ukazuje na ideje “dostojanstvene pasivnosti”, “mocdi nemocnog”,
etc.). Na primer, u radu K9 radio je sa punktuiranjem tadaka u New
Yorku. Kopljar se paradoksalno koristio neodredenom potencijalnoséu
isCitavanja i kodiranja telesnog rituala (retorickog postavijanja tela) u
New Yorku. Kle€ao je ispred vaZznih gradevinafinstitucija, tj. toposa
moci. Njegovo kle€ece telo bilo je pokazatelj u odnosu na New York
kao centar politicke, ekonomske, pa i umetnicke moci. Ukazivao je,
moZda, na New York kao globalni model sveta, na New York kao objekt
terorizma (promena vidljivosti New Yorka posle 11. septembra), na New
York kao grad gradova, i kao... Kopljar suptilno i inteligentno koristi svoje
retoricko telo (muskarca obuéenog u crno odelo, u kletecem stavu bez
izrazavanja emocija) kao provokaciju u odnosu na neko bitno tamo i
odredujuce tada. To tamo i tada su toposi locirane moéi nove Imperije
(USA). Kopljar radom K9 Compassion razraduje zapoceti koncept i ulazi
u sistem prezentovanja globalnog kretanja umetnika po pokretnoj mapi
strukturiranja | prezentovanja zastupnika moci. Prividno neutralnim, ali
retoricki pokaznim telom on provocira kod gledaoca sloZzene simbolicko-
politicke reakcije ka stvarnim, aktuelnim, fikcionalnim, istorijskim, geo-
politickim ili potencijalnim drudtvenim modima. lzvedena su telesna
pozicioniranja prema washingtonskom Capitolu, londonskom The United
Kingdom Parliamentu, bruxelleskom European Parliamentu, moskovskoj
Dumi i pekinskom Chinese Parliamentu. Kopljar radi sa nekom vrstom
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dvostrukog “kognitivnog mapiranja”: (a) mapirati svoje telo prema
referentnim geopolitickim (institucionalnim, arhitektonskim) punktovima,
i (b) mapirati telo ili, €ak “auru” institucija geopolitickih centara moci.
Pri cemu je tehnika kognitivnog mapiranja izvodenje reprezentacije
individualnosti i subjektivnosti u odnosu na realne i imaginarne projekcije
“onoga” Sto se iskuSava, doZivljava i saznaje kao ljudska stvarnost. U
tom smislu, Kopljarov rad eksplicitno implicira poziciju umetnika novog
egzistencijalizma.



the Duma in Moscow, and the Chinese Parliament in Beijing. Kopljar
works with a certain kind of two-fold “cognitive mapping": (a) to map your
body toward referential geopolitical (institutional, architectural) points
and (b) to map the body or even an “aura” of institutions of geopolitical
centers of power. Here the technigue of cognitive mapping stands for
the performance of the representation of individuality and subjectivity
in relation to realistic and imaginary projections of “that” which Is being
tested, experienced and realized as human reality. In this sense, Kopljar's
work explicitly implies the position of an artist of the new-existentialism.
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