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Marijan Susovski

Foreword

In the last ten years, modern art in Yugoslavia, the fields of
artistic interests, the way they develop and manifest themselves
have undergone essential changes in comparison to the forms
of art which immediately preceded them or still exist.

Starting from 1966, artists of the new generation, born in the
late forties and the early fifties, became involved in artistic
activities which differed from the established art forms in the
milieus in which they lived and worked. New artistic trends
developed in Ljubljana, Zagreb, Novi Sad, Subotica,

Belgrade and Split. The very number of the cities and their
widespread geographical distribution testify to the scope of
interest in the new approach to artistic communication. The
cities represent cultural centres with specific art traditions
which, in some cases, served as the basis for the development
of new trends in art and represented the starting point for
their different lines of development. At first, the new artistic
activities emerged and developed in the respective centres
quite independently of each other, but they soon merged
along a line which views the meaning of artistic creation as
lying in a different language of art and a new context for its
activity. There is no doubt, therefore, that during this period
Yugoslav art underwent changes which meant innovations —
new trends or a new art practice.

What makes this practice different from the previously existing
forms of art is the use of new media, a new approach to
artistic activity and a new understanding of the work of art,
as well as a specific kind of social commitment. The cultural
and political situation of the time in Yugoslavia and abroad
were reflected in this new art. Conceptual artists, owing to
thelr left-wing orientation started reacting to world events;
this reaction could also be observed among Yugoslav artists,
for whom, however, this represented a natural, understandable
line of activity. The purpose of their non-conformism was to
develop art as »an integral part of the criticism of the social
praxis, in other words, a revolutionary mechanism for the
introduction of qualitative changes into the social praxis."’
The artist's creative work was accompanied by the belief that
the development of society requires the avant-guardism of
the language of art and that art »is not formal evolutionism,
which can be mechanically built into the new social relations,
but a dialectic revolutionary process.”” Of particular significance
among the above mentioned new approaches was the social
commitment of the artist, espetially in view of the fact

that the new attitude towards the media and towards art in
general was adopted in a society which is as a rule open to
changes and permanent investigations. The revolutionizing of
artistic activity, an analytical, questioning and critical attitude
towards reality — social behaviour, life and views on

life — were the result of changes In the social relations

in Yugoslavia, where the artist was encouraged to become
socially committed, which was often not opportunistic either
with regard to art conventions or society. In their view,
changes in society — political and economic — should be
uniformly reflected on changes in art, on society’'s attitude
towards the artist, the artist’s towards society and society's
attitude towards the notion of art. This is the reason for

the break with models based on traditional views on art, with
the art inherited by the milieu, with themes and art forms
based on tradition, their formal artistic expression and

with the linguistic conventions of plastic art. This, however,
was not an a priori rejection, it was a resistance to the
inherited culture which opposed the new culture of time,
space and situation — the tradition which with its established
status counteracted anything that might surpass it. These were
mainly confrontations with out-dated attitudes towards art in
the new social situation — the middle ciass »Weltanschaunge.
The purpose of the confrontation with the middle class ideas
of art and the new understanding of the notion of art in
general, which calls for the permanent changes in reality to
be accompanied by a continual, always new and adequate

1 Ras$a Todosijevi¢, Umetnost i revolucija, publication Oktobar 75, published
by Student’'s Cultural Centre, Belgrade 1975.

? The same text.

reaction on the part of the artists is to achieve spiritual and not
materialistic results of creative work, ie. results in which

the artistic quality does not derive solely from the

materialized esthetic quality, but in which the artistic
sensibility is expressed in the attitude, behaviour, option,

way of life — in the activities, the acts which can most
adequately express this sensibility. Forced to carry out their
activities within a context of art which was inappropriate,

the artists inevitably came into conflict with that which, in
their view, represented a hindrance — tradition, pedagogic
and art canons, conventions, the institutionalized character of
art and with their own social position. They advocated
polemic forms of art, radical changes, analytic and critical
artistic activities which should represent »an act of social
relevance«. They took a different approach to art because
they came to understand that the existing system of relations
between artist —— work of art — society was no longer socially
relevant. They sought to change the system of teaching at fine
arts schools and opposed the educational system which sees
art as a merchandise and not as a system of thought, a way
of exposing the personality of the artist who, with his

specific sensibility, has feel for reality and can be instrumental
in changing it. In striving to ensure a non-commercial status
for the work of art, the artist resists the dominant role of the
market, raises the question of the function of criticism and

its value judgements made to correspond to the present-day art
systems, and in the criticism of galleries he points to
manipulative procedures with artists and with the functioning
of the system in creating works of art. He will, therefore, point
to the need of demystifying the artistic act, of democratizing
art and allowing for the participation of the spectator in
creating works of art.

We felt it necessary to point out the importance of social
commitment, for it is probably what is most specific for

the work of this generation of artistis — a generation which
was born, raised and worked under the new social conditions.
Not having brought anything from the past, since they had
nothing to bring, for them the present was to be sought in life
and in art. Though these trends have been present for ten
years now, there has been no comprehensive study or
interpretation, and there is no synthetic overview of the events.
This is why the texts for this book were written with a view

to providing a more extensive survey of this period. The authors
of the texts are art historians and critics who observed these
trends, took part in them themselves and sometimes influenced
further developments. Such first-hand experience and insight into
the situation acquires thus greater documentary value. In
putting together the material we found that some of the

events were insufficiently known, studied or sorted, and

this made it difficult for critics to write about them. That

is why the artists themselves, individuals or groups, were
asked to present their views and talk about their work during
the past period. Such Interpretations are inevitably somewhat
subjective, but they are significant in that they represent
original documents which are of importance for later
interpretations and studies. The texts reflect the personal
views of the authors and, in some cases, the authors inevitably
take an exclusive stand towards everything that is beyond

the scope of that which they themseives stand for. This is

why the publication also reflects polemical situations which
have arisen during the past period within the context of this
new art or between proponents of different views.

Tomaz Brejc is the author of the text about the OHO group

in Ljubljana, the Family in Sempas, whose actlivities followed
along similar lines, and about the work of Nusa and Sre&o
Dragan. Following Immediately after the introductory article

by Je3a Denegri, the text covers the early period of the

OHO group’s activity and provides a basis for the understanding
of the development of the new art practice. By its rejection

of the traditional technique, the OHO group marks a shift
towards a new sensibility in experiencing objects and towards
a greater ability to experience the original material quality

of objects. According to Tomaz Brejc’s interpretation, this



results in »an experience of a rather complex mental nature,
and it does not at all rely solely on the visual-rational logic
of the picture«. What is important for the members of the
OHO group is the direct experience and »the confrontation
of man’s mental states with the natural environment«, while
documents represent »an element of referring the spectators
to their metaphysical and spiritual experience«.

The texts by Nena Baljkovi¢, Davor Mati¢evi¢ and |da Biard

lay particular stress on the analysis of the social aspects of the
activities of artists working in Zagreb. In discussing the work of
Braco Dimitrijevi¢ and of Goran Trbuljak, whom she considers
to be »relevant practitioners of conceptual art« in Yugoslavia,
Nena Baljkovi¢ speaks of the way in which conceptual art
requires us to recons:der value judgements on the work of art,
how it removes the art object from the consecrated pedestal and
does away with social conventions and with the established
means of artistic expression. Davor Mati¢evi¢ draws our attention
to the artist's commitment, which results from his desire to
intervene in urban space and from his work which strives to
introduce qualitative changes into living conditions in the
community. The author follows the artists’ activities and the
different lines along which they later developed. Facts about the
Red Peristyle group from Split, though still incomplete, are
published for the first time in this catalogue, along with
description of works by Boris Buéan, Sanja Ivekovi¢, Dalibor
Martinis, Ladislav Galeta, Vladimir Gudac, Gorki Zuvela, the

Tok group and of other artists of the younger generat.on.

In addition to the representatives of the younger generation
from Zagreb, we find artists of the older generation whose
activities during this period foilowed along similar lines

or whose creative experience brought them to adopt identical
views on art. These include: Julije Knifer, Ivan Kozari¢ and
Josip Stosi¢. The activities of the Galerie des Locataires of lda
Biard follow those aspirations within the new trends, most
frequent in Zagreb, which demistify the old role of art systems
or propose a new one for the diffusion of works of art.

The art scenes in Novi Sad and Subotica, which generally
lagged behind the traditional forms of cultural activities in

the large centres during the period from 1970 to 1973, have
experienced intense activities in the field of new art. Texts

by Mirko Radoji¢i¢, a member of the Kod group, and by

Balint Szombathy, a member of Bosch + Bosch, reveal a
number of less known details from the work of these groups and
of their individual members. The early interest in conceptualism
of the linguistic type, in actions, and in activities along the
lines of Land Art, Arte Povera, Concrete Poetry and Mail Art
reflects the desire for a different approach to the traditional
media and for the »equalization of art and life«. The art
situation in Belgrade proved overcomplex to be covered in one
or two texts, especially in view of the frequent appearance of
new groups and of the different types of activities. Thus

Group A’, Group 143, Verbumprogram and Vladan Radovanovié
were asked to give an account of their creative endeavours
during the past period. Both in Belgrade and in Zagreb,

along with younger artists, the names of several artists of the
middle or older generation also appear: Vladan Radovanov.¢,
Tomislav Gotovac and Radomir Damnjanovié. In his text,
Vladan Radovanovi¢ gives a review of past activities and also
explains his involvement in media investigation and in the

new art practice. In the text on Tomislav Gotovac, Je$a
Denegri describes, apart from the little known work of this
artist, his »non-metaphorical and anti-narrative art languages«,
and in the text on Radomir Damnjanovi¢ he shows how from
1970 on the artist has been increasingly using »first person
speech« — the subjective presentation of conditions which

are the expression of given social situations. The most
extensive text by critic Jasna Tijardovi¢ covers the work

of Marin Abramovi¢, Slobodan Milivojevi¢, Nesa Paripovi¢,
Zoran Popovi¢, Rasa Todosijevi¢ and Gergelj Urkom who first
began their activities as an informal group Oktobar and
continued along specific lines of development, the most notable
being the body art activity of Marina Abramovi¢ and the
analysis of the social and political functions of art in the

works of Rasa Todosijevi¢ and Zoran Popovié.

The documentation was particularly difficult. For a certain
number of artists the collection of documents or documentary
traces of their work is contrary to their artistic convictions,
so they left none or did not keep any records and all evidence
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of their works was thus lost. Since what is important to them
was the activity itself, they were opposed to subsequent
completion and documentation of their works. In some cases,
the artists refused to give particulars. They also

opposed the publication of material on their activities in a
book which, owing to the historical treatment of the subject,
necessarily petrifies and institutionalizes someth:ng which
was from the very beginning opposed to institutionalized
situations in art and which strove to be as close as possible
to real-life situations.



Jeda Denegri

Art in the Past Decade

General Characteristics of New Trends in Art

Though there is no doubt that in its development art follows a
continuous pattern without sudden interruptions

marked by fixed dates, a number of various symptoms support
the claim that some ten years ago a new situation arose, which,
It seems to us, can be justifiably set apart as a specific period
in the history of post-war art. It goes without saying that the
new development contains many direct or indirect influences
and elements discernible in the period preceding it, but it also
shows a sufficient number of characteristic constitutive
elements which give it a separate identity. In his »Precronistoria«
Germano Celent takes 1966 as the beginning of this period and
sees the first signs of change in relation to the characteristics
of the preceding trends in the exhibitions »Arte abitabile« at
the Sperone Gallery in Turin and »Eccentric Abstraction« at the
Fischbach Gallery in New York.' The works displayed at these
exhibitions were characterized by a conscious going away

from the premises of minimal art and the art of primary
geometrical forms realized in industrial technology and the new
media; the artists were now offering works of non-consistent
temporary material structure, bringing into question, more
prominently than ever before, the status of the fixed and
permanent art object. This change of the status of the art
object seems to be the key problem which started the critical
debate about the specific characteristics of the new situation

in art. Some of the first analyses of the new trends pointed

out the reduction of the material character of form applied as a
principle; this is also the baslc statement of the now classical
pieces of criticism — »Arte povera« by Germano Celant,’

»The Dematerialization of Art« by Lucy Lippard and John
Chandler’, and of the programmatic texts of two of the artists
representing the movement, »Antiform« by Robert Morris* and
»Le ultime parole famose« by Michelangelo Pistoletto®. The
question of the changed material status of the art object was
also treated in some later papers, e.g. that on post-object art
by Donald Karshan’; furthermore, in the first presentations of
the new trend emphasis was laid on the artists’ attitudes,
behaviour and action in concrete processual operations (the
exhibitions »Op Losse Schereeven« at the Stedelijk in
Amsterdam and »When Attitudes Become Form« at the Kunsthalle
In Bern, both in 1969); finally, the symptoms of this radical
separation of the current artistic practice from previous attitudes
led some critics to speak of the whole phenomenon as the »new
art«, as was the case of the theme of the exhibition of English
artists entitted »The New Art« at the Hayward Gallery in

London in August 1972.

' Germano Celent, Precronistoria 1966—1969, Centro Di. Florence 1976.
The exhibition ~Arte abitabile« was held in June 1966 at the Sperone
Gallery and presented works by M. Pistoletto, G. Placentino and P.
Gilardl. »Eccentric Abstraction« was organnized by Lucy R. Lippard and
shown at the Fischbach Gallery in New York in September 1966 with
works by L. Bourgeois, A. Adams, E. Hesse, B. Neumann, K. Sonnier,
F. vinter, D. Potts and G. Kuehn.

2 (3ermano Celant, Arte povera, the catalogue of the exhibition at the De
Foscerari Gallery, Bologna, January 1968. In the same perlod Celant also
wrote: Arte povera, the catalogue of the exhibition at La Bertesca
Gallery, Genua, September 1967, Arte povera -— Appunti per una
guerriglia, Ftash Art No 5, November — December 1967 and Arte povera,
Gabrielle Mazzota, Milan 1969.

3 Lucy Lippard and John Chandler, The Dematerialization of Art, Art
International, February 1968 (italian translation: G. Celant, Precronistoria,
La dematerializazione dell’ arte, pp. 52—64). Lucy Lippard used the
same term later in the title of her book Six Years: the dematerialization
of the art object from 1966 to 1972, Studio Vista, London 1973.

4 Robert Morris, Antiform, Artiorum, April 1968 (ltalian translation by
G. Celent, Procronistoria, pp. 72—75).

5 Michelangelo Pistoletto, Le ul/time parole famose, published by the
author, Turin 1967 (it was published later in: Germano Celant, Conceptual
Art — Arte povera — Land Art, Turin 1970; Michelangelo Pistoletto, the
catalogue of the exhibition at the Palazzo Grassi, Venice 1976, pp.
30—32 and Germano Celant, Precronistoria pp. 34—36.

s The Seventies: Post-Object Art, A Statement on Conceptual Art and
Conceptual Aspects, by Donald Karshan. New York Cultural Center, 1970.

7 The New Art, London, August—September 1972. Text by Anne Seymor,
works by K. Arnatt, Art and Language, V. Burgin. M. Cralg-Martin,

D Dye. B. Flanagan, H. Fulton, Gilbert and George, G. Hilliard,
R. Long, K. Milow, G. Newman, J. Stezaker, D. Tremlett,

However, it has now become evident that this whole development
contains @a much more structured inner configuration composed
of a seried of phenomena, for which it is increasingly

difficult to find a common denominator. The symptom of the

art object remains one of their characteristics, though it has to
be pointed out that we are dealing here with a change of the
visualization o rconcret zation of ideas rather than with a
definite disappearance of the physical properties of the art
object. The work of art is no longer formulated as an
autonomous plastic shape but is constructed in a medium

or material as a »background (or a »container« as Ursula
Meyer describers it), within which there functions a

thought process.

Furthermore, apart from the interest in the use of physical,
organic and natural materials, there arose the question of how
to treat the modern media, such as video tape, film and
photography; and within the whole movement that emphasised
the mental components of artistic work, problems associated
with new approaches to the classical disciplines of painting,
sculpture and drawing once again became of central

interest. If we add that these developments had very

definite sociological implications, that individuals and whole
groups of artists took part in ideological discussions and the
social and political life, we must invitably conclude that the
new art trend did not invoive merely an internal stylistic
change within an adopted basic concept of art, but in many
ways an essentially new global situation. in which there arose,
and featured equally prominently, the questions of changed
forms and ways of artistic practice and its projection on the
basic structure of the cultural and social conditions in some
milieus of modern society.

Writing on the new artistic practice, art critics and the artists
themselves identified a number of separate orientations that
today are parts or components of one whole. In the initial
manifestations, in which the reaction to the strictly technological
orientation of the movement of primary structures and
neo-constructivism was directly observable, the accent was on
work with non-selected organic and ephemeral materlals, while
the meaning was transferred from the form of the art object to
the behaviour of the artist's subject. The work of art had to be
the ideological postulation of the dichotomy »culture-nature« —
a characteristic feature of the early »antiform« and »earth
works« operations of American and English artists (Morris,
Smithson, Serra, Long, Flanagan and others) and a similar idea
can be observed in the Italian artists espousing poor art (Arte
povera, a term coined by Celant) — M. Pistoletto, Merz,
Kounellis, Zorio, Prini, Anselmo, Paolini and others, as well as
in the German representative and precursor of the movement,
Joseph Beuys. A characteristc shared by all these artists is the
continuous change of behaviour and action aimed at creating
as much room for free maneouvre as possible. As Celant
observes, this was a consciously postulated principle of
»creative normadicisme«. In this the work procedure is intuitive
and concrete, and si not pre-determined by philosophical and
theoretical motivations, though it is almost always based on the
princlple of tautology, which indicates the factual character of
the elements used in the process of the materialization and
visualization of an idea. By their tendency to stress natural and
physical, i.e. organic media, removed from any confinement
within the frame of a fixed object, these operations are directly
continued by Land Art and Body Art. In Land Art natural open
areas are used for works on a macrodimensional scale and the
work either perishes quickly or survives for a long time, like
some kind of »archeological« data (works by Smithson, De
Maria, Heizer, Long and others). In Body Art the artist's body
becomes the place and medium of work and is often used

with all the physical brutality of vital and organic functions. The
representatives of this method (Gina Pane, Acconci,

Burden, the artists of the »Vienna body« circle, and others)
react to the subconscious layers of individual fates, including
in their actions the components of personal and collective
psychological complexes, endowing the perception of the work
with a marked sensuous character, expressed for the most part
in ephemeral and momentary performances,



Alongside these art trends that developped simultaneously

but in different directions and independently from one another
in various parts of Europe and America, the field of conceptual
art became more clearly defined — the term had hitherto
olten been inappropriately used to denote all art developments
of the past decade. However, today it is obvious that in its
narrower sense it can refer only to the works of a group of
American and English artists whose work is based on the
principles of analytical philosophy and the philosophy of
language, under the influence of Wittgenstein and Ayer. The
term itself derives from Sol LeWitt’s texts®, which postulate the
possibility that the physical object may disappear and
envisage the substitution of that object with a notional
(mental) level of its functioning. The author states the
following: »ldeas themselves may be a work of art; they are
part of of a chain of developments which may perhaps find a
shape. But all ideas need not be objectivized.« This is the
basis on which there evolved the working principles of the
worl of the early conceptualists who gathered around Seth
Siegelaub (Huebler, Barry, Weiner, Kosuth) and work (with the
exception of Kosuth) is characterized by the approximated
choice of solutions of the conceptualization and realization of
the object. This is postulated by Weiner in his well-known
Statement: »The artist may perform the work — The work may
be performed by another person — The work need not be
performed.« However, it was in this approximation that
Catherine Millet discerned, and quite rightly so, the relapse
into the »expressive residues; it required the strict theory

of Joseph Kosuth to give the term and notion of conceptual art
on» art as idea« their essentially analytical meaning.

»Artistic postulates — states Kosuth — »are not of a factual
but a linguistic nature: they do not describe the behaviour of
physical things or mental processes; they are the expression
of art definitions or are formal consequences of such
definitions.«” The course of such rigorous analytical procedures
was pursued further by the Art and Language group and a few
other artists (Venet, Burgin), who insisted on the extreme
objectivity of artistic language or language as an art, with the
aim of eliminating from it any possibility of ambivalent
meaning which results from the function of image, form or
symbol. All these artists use language as a medium of

artistic practice (and not as a medium of art criticim or art
theory), which is the ultimate point that the process of
conceptualization of artistic thought can reach and still be
conceived as a kind of perception pattern.” A further, and
extreme, step in that direction would be the one envisaged by
Jack Burnham in his statement that »the ideal degree of
conceptual art is telepathy«, but this is a thesis that goes
beyond the scope of the known examples of art and

therefore has no meaning for the historical consideration of
the phenomenon.

The further development of this purely linguistic wing of
conceptual art took an unexpected turn at the beginning

of 1975: its members did not follow the direction that had been
predicted by Burnham, but, on the contrary, started to

criticize severely the cultural superstructure in the context of
the historical and cultural development of contemporary
neocapitalism. In Kosuth's words, the position of the
contribution of conceptual art, already completely assimilated
at that time, demanded a new impulse, which necessarily led
to a break with the Wittgenstein-inspired first stage. The
analytical operations that had resulted from that inspiration
were replaced by anthropological and, consequently, ideological
and political problems, which were pursued to the extent and
in the forms that can be achieved in small groups of intellectuals
in New York. Working in that direction, Kosuth and the
members of the Art-Language group (lan Burn, Mel Ramsden,
Andrew Menard, Micahel Corris and others) started the
magazine The Fox in 1975, in which a number of texts by
these and other authors explain the reasons and motives of
the changes in their ideological standpoint, as well as the
strategy of practical behaviour that results from them. Apart

® Sol LeWwitt, Paragraphs on Conceptual Art, Artforum 1967 and Sentences
on Conceptual Art, 1968, Ursula Meyer, Conceptual Art, E. P. Dutton,
New York 1972, pp. 174—175.

? Joseph Kosuth, Art After Philosophy, Ursula Meyer, Conceptual Art,
E. P. Dutton, New York 1972.

' For futher information see: Catherine Millet, L'utilisation ¢u langage
dans I'art conceptuel and Alfred Pacquement, Art Conceptual: pratique
et theorie, the catalogue of the »7¢éme Biennal des jeunes«, Paris 1971.
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from the substitution of the idealistic position of analytical
philosophy with a kind of specific interpretation of Marxism, the
concrete consequences of the new attitudes manifested
themselves in the criticims of the very principles of the
cuitural and artistic system to which these artists had
themselves belonged. The contributors to The Fox were aware
of the fact that the politization of art cannot proceed
effectively on the level of elaborations of contents linked with
the developments in the world around us, but only on the
level of a dialectic analysis of the situation within the art
system itself, which in fact forms an Integral part of a much
broader spectrum of the dominant social system. Exposing the
dependence of art on the broader context of relations in that
system, a dependence that obviously exists even when artists
act autonomously in their choice of language, the earller
conceptualists made a siginificant contribution towards a
clearer insight into the socially determined position of culture
and art in the concrete circumstances of a given reality.
However, they have not been able to avoid the dilemmas which,
since the time of historical avantgardes, have always
accompanied the activity of artists with a radical orientation,
torn between the need for a continuous development of their
ideological stand and its simultaneous neutralization by the
integrative instruments of the existent social organism'.

This short and necessarily simplified outline of the various
alternatives within the range of new artistic experiences
justifies the conclusion that, in spite of the widely differing
approaches, they may be classified into two general attitudes.
One of them is the turning to the limitless sphere of the real,

in which the artist looks for sources and inspirations for his
work, using various media ranging from higly developed
technological ones to primary organic media and placing
almost explicitly the subjectivity of the artist's individuality

into the forefront. In the other attitude the research centres
around the analysis of the constitutive terms of the art language
itself and the artist thus avoids any contamination with the

real and the objective; here the expressive potential of the
medium gives way to the verification of its elementary
structural factors, which is the very reason for strictly

objective and impersonal operative procedures. Trying to
describe the characteristics and intentions of these two
approaches, Renato Barilli distinguishes between »mystical«
(vitalistic or worldly) and »tautological« conceptualism, the
former referring to artists in whose work emphasis is placed on
»referenitiality and subjection to the material context of life«, and
the latter to those who »reject any referential link with the
world or the environment, either natural or social, bodily or
spiritual« and reduce the problem of the work to a rigorous
process of self-analysis conducted within the immanent terms
of art.” The American critic Robert Pincus-Witten makes a
similar distinction when he speaks about two types of conceptual
artists, — »ontological conceptualists« (whose prototype is
Acconci) and »epistemological conceptualists« (whose
prototype is Kosuth)."” Both critics agree in stating the
existence of a synthetic and an analytic component in the
complex of new art experiences, thus bearing out the fact that
the new art scene has brought to light numerous integral
working approaches, the characteristics of which go beyond
the solutions contained in one and the same style, direction

or movement and form the elements of a much more complex
organism characterized by new ways of looking upon the
nature of art itself.

In the past few years the internal situation, however, has
changed: developments that could be denoted by terms such

" For more detailed information cf.: Stefan Moravski, Kuda ide americka
avangarda? Radio Belgrade Third Programme, No. 33, February 1977.
The original texts: The Fox, Nos. 1, 2, 3, 4, New York 1975—76.
Translations: the articles by Jan Burns, Mel Ramsden, Andrew Menard
and Michaele Corrls from the first number of The Fox were published
in mimeographed form by the Students' Cultural Centre Gallery and the
Centre for Culture and Information of the Museum of Contemporary
Art on the occasion of A. Menard's and M. Corris’ visit to Belgrade
in October 1975, (edited and prefaced by Jasna Tljardovi¢). An
Interview with A. Menard, M. Corris and Jill Breakstone was published
in Student, No. 23, 1975, and an abridged version of Mel Ramsden's
text On Practice (under the title ~O kulturi i birokratiji<} was published
in Kultura, Nos 33—34, Belgrade 1976.

2 Renato Barilli, Le due anime del concettuale, Tra presenza e assenza,
Bompiani, Milan 1974, pp. 207—228.

1 Quotations from the catalogue: Jan Van Marck, American Art-Third
Quarter Century, Seattle 1973, p. 86.



as arte povera, conceptual art, etc., are now losing the
characteristics that make such definitions possible and are
growing into a very extensive artistic practice, within which
distinctions are possible only on the basis of a selection of

the media of expression. Artists are becoming aware of the
possibilities of a large number of operative instruments that
may equally justifiably be natural or technological. This has

led to the autonomous use of techniques such as photography,
film and video: at first used most often as means of registration
and documentation of processual events, these media have now
become vehicles for expressing very individualized themes.
Narrative and metaphorical messages have made their
reappearance (Narrative Art, in a symbiosis of photography

and text) and the language of video has been given a more
elaborate structure, which sets it apart from the condensed

and reduced material of the first works in this medium, such

as the tapes by Gerry Schum. The stage of testing the technique
and the language of the media is now over and they are
becoming the basis for transmitting a variety of themes:

a series of new works are based on the subjective and private
expression of the thoughts and obsessions of the individual. The
behaviour of the artist is marked by an emphasis on the
»speech in the first person«; as a consequence, the language of
the earlier stage has been abandoned and replaced — as was
first stated explicitly on the occasion of the »Documenta 5«
exhibition in Kassel in 1972 — by the acknowtedgement of the
existence of »individual mythologies«. Furthermore, a number of
other forms of expression (such as various forms of performances
and uses of »mixed« and »crossed« media) and a simultaneous
opening up towards psychological and sociological complexes
of idividuals, often from marginal social groups, have led to
increased fragmentation and specification of the causes and
ways of artistic expression, thus robbing the current situation of
the earlier conditional possibility of differentiation according to
language orientations. Critics have therefore termed the present
state in art »the time after art movements, i.e. a time of very
individualist approaches to art and art problems."

In this post-conceptual stage of contemporary art we are
witnessing a development that seems to contradict the extreme
diversification of media and procedures: the focussing of the
artists' attention on the study of the basic constitutive terms of
painting. The representatives of this orientation are Ryman,
Marden, Mangold and others in the United States, Griffa,
Verna, Battaglia, Gastini and others in Italy, Firke, Gaul, Erben in
Germany, Berghuis in the Netherlands, Cane, Devade, Viallat
and others from the Supports/Surfaces group in France. A
number of exhibitions and critical texts gave the development
names such as analytical painting, fundamental painting,
primary or elementary painting and the like.” Filiberto Menna
has pointed out the problems that conceptual art and the new
painting have in common: »Conceptual art and the new
painting follow the same basic course, though each of them
uses its own procedures. Their common denominator consists
in the emphasis they place on problems of language and in
the common interpretation of the artistic activity as an
autonomous practice. The artist adopts an analytical and
autoreflexive attitude, he transfers the procedure from the
directly expressive or representative plan to the metalinguistic
level, engaging in discussions on art and its specific linguistic
instruments at the very moment in which he creates art.«

And further on: »In the practice of the new painting this
procedure is particularly conspicuous in its disciplinary
specific:ty: a return of the problems of painting back to
painting requires from the artist an essential specification of
the plastic reality, the analysis of the painting process,

which cannot be accomplished without the process of

creating the painting.” The fact that these analytical principles of
conceptual art may be applied to painting (or to scuipture,
drawing or graphics) gives weight to the following statement:
the new art phenomena of the past decade do not consist only

4 Alan Sondhein, Individuals; post-movement art in America, E. P.
Dutton, New York 1977.

s La riflessione sulla pittura, Article 1973, Analytische Malerel, La
Bertesca, Genua—Milan—Disseldort 1975; Fundamental Painting,
Amsterdam 1975. Cronaca, Moderna 1976, etc.: texts in the journals
Pinture — Cahiers Théoriques, Art Press and Data.

¢ Filiberto Menna, Per una linea analitica dell’arte moderna, Arte e
ritlessione sull'arte, the catalogue of the exhibition La ritlessione sulla
pittura, Acireale 1973.

of procedures involving media that had hitherto been rarely
used, that is to say, of a mere broadening of the existing basis
of art — they are a proces of restructuring and redefining the
very notion of art, a consequence of which has been that the
process manifests itself not only in new media but penetrates
into foundations of the classical and »constant« media of
artistic production. Analytical painting is a characteristic example
of that symptom and it testifies therefore, no less than many
seemingly more radical developments, to the changed
character of art in the past decade in regard to the earlier
and still present »standard« model of artistic thought.

The complexity of these processes, which, as we have seen, have
resulted in basic changes in the very notion of art, calls for

an attempt at fathoming their sociological and ideological
causes. The starting point should be the fact that they emerged
in a situation of conflict and crises in the modern world, a
situation characterized on the one hand by a continouus
consolidation of hyperorganized social structures with the aim of
strengthening their economic and materal potential, and on the
other hand by a permanent dissatisfaction of progressive
intellectual forces at this one-dimensional development of the
dominant courses of civilization, which they tried to oppose by
the free and uncodiffied behaviour of the critically minded
subject. Culture and art were the obvious fields for the
manifestation of such uncodified behaviour, which can be

found at the roots of any radical art development In history. It is
no accident that the emergence of new attitudes in art took
place at the same time as the broader social and spiritual
events in and Immediately after 1968. Barilli considers even that
on grounds of many characteristic facts, we can justifiably
speak about a period »before 1968« and a period »after 1968« in
the historiography of post-war art.” There is no doubt that the
process of contestation that was sweeping, in different ways,
over most countries at that time, found its expression in

culture and art — the evidence can be found in many well-known
data. One of its symptoms was the resistence of new art to the
dominant role of the market in the art system of the bourgeois
society of the West, which manifested itself at first in a
temporary, inconsistent and therefore non-commercial status of
artistic work. Celant and Restany, for example, speak about
poor art as a kind of guerilla within the existing cultural
mechanism. (»Is poor art meant for poor people?«, asks
Restany” and he answers: »No, poor art is guerilla art against
the rich world.«) The strategies of the resistance were
conducted on two levels included directly in the internal
structure of the language of art: one of them were the

gestures and actions emphasising the subjectivity of the artist
through his opposition to the paternalist and instutionalized
organization of cultural life, and the other was the focussing

on the utmost objectivity in analytical procedures, which stress
the strict autonomy of art and its total isolation from ideological
manipulations of the affirmative culture. Since culture is an
integral component of the system, the conflicts within culture
are in fact conflicts within the standards of the system itself. In
this way new art assumes the role of spiritual opposition to the
functionalist demands of the dominant structures and artists
Involved in it become one of the minority groups that hover at the
margins of the basic social mechanism. The alternative offered
by this practice of art is the liberation and expression of
individual preoccupations which grow into an act of social and
cultural relevance through the very process of artistic

valuation. Individual preoccupations are continuously freed
through their expansion over the channels of the communication
media; in this way art transgresses the bounds of standard
specialized techniques and its practice becomes accessible to
forces outside the professional structures; as a result the
content of artistic messages becomes so personified as to lead
in many cases to that frequently emphasised element of
permeation, and even identification, of the sphere of life and
the sphere of art. This »aesthetization of everyday life« is one
of the instruments of the alternative art that opposes the
pragmatic demand for the total organization of reality based on
the principle of an efficient functioning of predetermined value
parameters. The moving force of such a process is the demand
for continuous changes of behaviour, action and evaluation of

V7 Renato Barilli, /I '68 e Il rescatto dell’estetica, Qui arte contemporanea,
No 17, Rome, September 1975, pp. 8—12.

e Pierre Restany, L'arte contemporanea alla scoperta del mondo povero,
the same as above, pp. 6—7,




action, as opposed to the repressive demands for a
continuaton of the status quo.

Lest the processes described above should seem abstract or
even too idealistic, we must consider some contradictory

factors within the socio-cuitural situation. First of all, it is
beyond any doubt that there was no direct organizational

link between the various movements of political contestation and
the proponents of the new art practice. This can be seen,
among other things, from the behaviour of a number of

artists during the demonstrations at the 1968 Venice Biennale,
who demanded the right to independent work free from any
direct association with any poitical strategies. The world of art
was reacting with its immanent ability of resistance to all
ideological and operative barriers within its own nature and
refused to be used as an instrument of political confrontation.
On the other hand, the dominant »art system« (the system of

the functioning and evaluation of artist'c production) proved
sufficiently strong and flexible in almost all environments, and
thus, either because of genuine acceptance or in order to
neutralize or integrate other developments, it sooner or later
assimilated a number of new ideas and suggestions. In due
course these formed the bulk of the new artistic production
presented at the leading galleries, museums and in art journals.
It thus came about that both in western Europe and the United
States the new artistic experience has assumed, over the past
years, a leading role in discovering and dealing with new fields
of problems; at the same time it is the most financially
stimulated art of our age. This has led to an inevitable cleft in
the movement’s ethical and ideological foundations, thus proving
again the well-known fact that the greatest threat to any radically
new art practice is not to be opposed by the dominant structures
but accepted and recognized. The relatively quick acceptance of
all new proposals is one of the basic reasons why we can no
longer speak, theoretically or practically, about the existence

of an avant-garde in the same sense and meaning in which this
term was used in the cases of Dadaism, Futurism, Constructivism
and the other developments of the first half of this century.

What is more, the working mentality and consequently the

social behaviour of the protagonists of the new phenomena

in art have not been identical, due to specific local social and
cultural conditions, the cultural tradition, the presure of the
market, public opinion and the like; among the many possible
distinctions of this kind are the differences between similar
phenomena in Europe and America. Studying this problem
Achille Bonito Oliva has identified a number of symptoms in
which they are directly observable.” According to him, the work
of American artists is characterized, regardless of individual and
formal solutions, by their focussing on problems associated with
the constitution and functioning of the art language which
corresponds to the empirical and analytic basis of their
knowledge of philosophy. As a result, the artist always uses to
the full all the available resources and thus rarely gets into
conflict with the social and cultural environment.

It was only with the emergence of a new orientation in the
attitudes of conceptual artists contribut'ng to the journa!l »The
Fox« (the members of the first and second generation of the
Art and Language group) that the behaviour of artists took on
a political aspect. On the other hand, for many European
artists the inevitable intergration Into the »art system« has
involved a conflict with their own conscience. This has led to a
further polarization of ideological attitudes and the ‘ntroduction
into the language of art of critical and subversive elements and
in some cases to political activism (not always quite
homogenuous), for example in the work of Beuys, Buren and
some members of the Supports/Surfaces group. What is more,
the discussions of European left-wing artists and critics
question the very nature of the new trends, their ideological
shifts and practical compromises, and it is from these circles
that suggestions have come that the notion of avantgarde
should be dismissed because it is a phenomenon typical of
bourgeois culture. They have also proposed a different form of
socialization that would go beyond the still dominant models
which, as has now become obvious, have not been much
disturbed by the new art practice but have continued, with
occasional reforms and corrections, to function as before.

' Achille Bonito Oliva, Europe—America, The Ditterent Avantgardes, Deco
press, Milan 1976, and the discussion on the subject Europe—America
published in Art Dimension, No. 2, April—June 1975.
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The Characteristics of Nevs Art Trends in Yugoslavia

Our purpose in starting this paper with a survey of the general
art situation of the past decade has been to outline broadly

the trends which form the natural time and problem context for
related examples in Yugoslavia. We should like to emphasise that
the appearance of new art practice in Yugoslavia is not an
accidental and isolated phenomenon nor the result of random
and unconnected work of many individuals and groups, a
development that is still awaiting artistic and sociological
identificatlon, but forms part of the work described in the
introduction. There is ample evidence for such a statement: for
example, the participation and involvement of Yugosiav artists in
events abroad, as well as the presence of foreign artists in the
events organized in its country. All this has been conditioned
and accompanied by an awareness of the many problems which
all artists involved in these trends have shared in various
environments. Of course, this link is not the basic reason

that makes the work in Yugoslavia relevant: it is above all a
good indicator of the cultural, social and existential position of
that part of the young generation which at one moment chose
the language of the new art practice as a possibility of artistic
expression. We can state, then, that apart from the influences
and correspondences (which are certainly not negative factors
but indicators of the nature and level of certain spiritual
affinities), there existed a clear arganic motivation for the
emergence of the movement. It produced a very specific body
of manifestations, whose particuar features glve it an artistic
and cultural identity of its own. The problems we should
examine or at least indicate here include the following: the
identification of the procedures of work and expression of
individuals and of groups of artists, a task that calls for the
analysis of the application of art language; we should also
enquire into the circumstances of their spiritual formation, the
ways of their behaviour in life, the forms of their involvement in
the social and artistic environment, their attitudes to the past
and present cultural situaton, the ideological roots of their
attitudes and procedures; we should get an insight into some
feedback aspects, i.e. the reactions of people outside the

circle of artists to their work, because they are indicative of the
way in which the social and cuitural media function in Yugoslav
conditions.

The emergence of new artistic attitudes in Yugoslavia is not the
result of the homogenuous action of a new generation (that
same generation has also produced many entirely different
attitudes, while on the other hand several artists of the preceding
generation have adopted the new artistic orientation), but it is
certainly the fruit of the mentality characteristic of a broad circle
of young people — not only their views on art but of their
attitudes to life in general. An especially revealing feature is the
development of their affinities in the area of contemporary
spiritual co-ordinates: as regards the recent past, they have
associated themselves emotonally with the movements of
historical avant-gardes; from the contemporary scene they have
absorbed the popular culture, ranging from literature, film, music
and cartoons to visual art. The pop culture we are talking about is
not that which belongs to the sphere of mass consumption but to
the so-called underground — small groups of young people

who oppose the dominant cultural superstructure of mass
society. In Yugoslav conditions this was perhaps the first
generation that was brought up without any nostalgia for
patriarchal and local cosiderations, and was open to the
ambience of the contemporary city life. This is the statement
Braco Rotar made about the OHO group, saying that »their
production springs totally from an urban environment«®, and it
still applies, though w'th certain qualifications, to the work of all
new artists in other centres. This sociological and spiritual
dimension should be borne in mind when we are discussing the
essential characteristics of mentality of the new phenomena in
Yugostav art.

These spiritual foundations were the source of the orientation
and behaviour of the new artists. As they could not find the
models of avant-garde art in the cultural scene at home (where
examples of this type of art are extremely scarce) and because
their upbringing and attitudes to life were such that they could
not have much affinity for the work of their immediate

* The members of the OHO group, Radio Belgrade Third Programme,
4, winter 1970, p. 235.



predecessors (except, to a degree, for the phenomena in
Zagreb, where the of work of the New Tendencies and the
Gorgona group was accepted as a positive factor), the new art
scene in Yugoslavia developed in a direction markedly different
not only from the bulk of the art produced by the rest of the
country but also from the very interpretation of the notion and
function of art at home. This difference, which was more
pronounced than in all previous changes in artistic orientation,
produced the impression of a drastic rift between the new and
the established art though It would be more correct to say

that the rift was not the result of conscious provocation

but of a natural baslc difference in the mentalities of the
representatives of these two attitudes to the language of art.
The new movement had to look for footholds in the international
art production, to which the intolerant localistic criticism
immediately reacted with remarks about »importe«, a criticism
that reappears whenever deeply rooted local attitudes are
questioned and re-examined. The only truth in the criticism was
the circumstance that the turning to the international scene
resulted in the adoption of some recent formulations, which,

by the way, has always been an unavoidable factor in the
creation of a new art language and can be observed in all
artistic developments that have emerged in Yugosiav cultural
centres over the past decades.

As the new art practice was not based on a continuity of
existing art conceptions and since it was the consequence of a
broader view of the possibilities of artist:c expression which do
not depend on specific professional knowledge, it is not
surprising that a considerable number of its representatives did
not come from among the regular students of art but from

other fields of study, mainly from those of literature,

languages, history of art, and, perhaps unexpectedly, from
various fields of engineering. This was the case of a part of the
members of the OHO group, all the members of the K&d and the
B groups of Novi Sad, the Bosch -+ Boch group of Subotica, the

Belgrade Group 143, and a number of artists from some other

centres. It is interesting to note the initial catalytic role of

visual poetry, which was particularly wide-spread in Slovene

artists in the late sixties.” This can be explained by the fact
that visual poetry dismisses any metaphysical character of the
verbal expression which operates with symbols, images and
metaphors, and the poet's attention focusses on reflections on
the nature of the language and its constitutive elements, which,
when adopted as a principle of approach to other media and
procedures, made it possible to create works that can easily
take on the status of a specific object in the sense of the
qualities of new artistic exper.ences. On the other hand,
graduates of art academies (mainly individuals and groups in
Zagreb and Belgrade) had to reach the starting point of the
new artistic practice by rejecting consiously almost all they had
learned about operative techniques and the very nature of art.
It was not a normal process of outgrowing
knowledge acquired at school before entering the contemporary
art scene but the first open conflict with one oi the instruments
of the established »art systeme. It is impossible to get an
insight into the institution of art academies in Yugosiavia only
from the aspect of their pedagogica function, which is quite
inadequate for contemporary needs. It must also be pointed out
that the institution assembles an all too excessive number of
teachers recruited from among artists holding conventional
and often outmoded conceptions; their teaching career is only
the background of the financial and, consequently, ideological
backing of such artistic conceptions, and this in the concrete
Yugoslav conditions creates a status of social privilege
associated not so much with individuals but rather with the
attitudes on which the work and behaviour of such
individuals is based. At the moment when the new art practice
appeared, this situation manifested itself in an especially acute
form: if the penetration into the field of the contemporary art
languages was possible only by by-passing or opposing all the
established experiences and training methods, there arose the
question about the possibility of a further co-existence of these
two almost mutually exclusive trends within an interdependent
relationship. The dilemma that was thus opened was: is the
new art practice really an illicit and consequently socially
2 Tomaz Brejc, The OHO Group and Topographical Poetry In Slovenia,
Bit International 5—86, Zagreb 1969; Taras Kermauner, Fragmentary

Contribuions to the History and Analysis of Concrete Poetry in Slovenia,
Vidik 7—8—9, Split 1972—73.

questionable form of public manifestation, or have the
established training institutions become so inadequate for
modern requrements that their social role should be seriously
re-examined? It is clear that the few examples of deviation from
the standard forms of acquisition and application of artistic
training could not lead to any deeper-going processes of

critical re-assessment of the activity of such institutions, whose
adequacy is not easily questioned by the social mechanism, but it
was the orientation of the new artists that finally disclosed some
of the latent symptoms, thus revealing the real character of one
of the basic instruments of the dominant »art system« in
contemporary Yugoslavia.

The work produced by the new art practice in Yugoslavia over
the past ten years is so prolific that it would be difficult to
register and catalogue it as a whole; furthermore, it shows a
variety of approaches and branches out into many solutions due
not only to individual differences but also to the different cultural
situation in each centre. Like in other art phenomena in
Yugoslavia, in visual art too it is impossible to speak about
»pure« language examples (in the sense of adherence to poor
or conceptual art, etc.); what we find is a mixture of these and
other working principles and individual interpretations, which
results in »syncretic« solutions that should be regarded as the
artist's search for expression.

We have already mentioned the mediatory role of visual poetry
in paving the way for new experiences. The same transitional
functions, especially in artists with a training in visual arts, can
be found in the initial leanings on the matrices of Pop Art and
Minimal Art and in the use of lessons learnt from spatial
ambiental design. From there they proceeded to create

objects of a non-consistent material structure and then on to an
even further decompostion of the object; various processual
procedures were applied in condensed time intervals, the action
was taken out of the gallery into the natural or urban
environment, there appeared the first performances in which
the artist participates in person in the act'on. The further
process of development of these experiences was marked by the
following characteristics: the initial, often expressive, tensions
were suppressed, the formulations began to show more and
more a pre-postulated mental preparation, there developed a
greater awareness of the conditions in the social and cultural
environment and some artists therefore turned to the
re-examination of the criteria of art valuation and the functioning
of a broader artistic context, introducing into the internal
structure of their works elements which confront the spectator
directly with these problems. The repertoire of the media of
expression was also broadened and there appeared the first
formulations in the new technological possibilities of video,
while film and photography no longer functioned as a mere
document and began to be used as an autonomous language
system. Alongside the use of these mediatory instruments, the
art scene was enriched by a few radical instances of direct use
of the artist's body in the spirit of the terminology of body arn.
At the end of the period under review, the mental analytical
nostulates have been transferred to painting,

drawing and graphics, which is another plece of evidence to
prove that the movement's aim encompasses much more than
the use of new media — it is above all a new use of all the
available means of communication, both artistic and totally
non-artistic ones, for the expression of contents that result from
attitudes concerning ideas, thoughts and, ultimatelly, existence
itself.

All these different procedures have common characteristics.
Each art work and each action show the dimension of the
actual working process, reality is never described by means of
a symbolic or formal apparatus, the artist takes part in reality
through the interaction of mental and operative interventions
into the very medium chosen as the field of expression. The
ubiquitous »metaphysics« of traditional art, whose alleged
purpose is to justify the subconscious roots of artistic activity,
has been abandoned: the artist can now verify his procedures,
he plans the course of his work and once the work is performed,
can recapitulate the stages he has just gone through. This

is the reason why these activities always emphasise the
»process« element: the finallty of the work is not an end in
itself, it is only a stage, which is reached by the gradual
development of an idea. The obtained physical form is never
an »aesthetic object« which should be contemplated or



experienced only through the senses — it possesses the
characteristics of a materialized and visualized mental operation,
which tries to induce the spectator to analyse the way it was
concelived and realized. Since chance elements have been
eliminated from the structure of the work (or else the »chance«
is included consciously into the working process, the artist
becomes the person who controls his own practice, he does not
want to expose its courses and results to chance influences

not only in forming the meaning but also in its reading and

use. In this way he manifests his social and political
consciousness, which inevitably brings him into conflict with

all the factors that strive to separate art from the individual needs
of its creator under the pretext of achieving a »higher« ideological
and representative purpose. By stressing the concrete

character of his work and aiming at the direct reading of its
meaning, the artist wants to eliminate any mediatory illusionism
of the presentation of the actual or imaginary reality, because
many historical examples offer ample evidence of the fact that
such illusionistic language served as a good vehicle for the
ideological misuse of art, which was the reason why such art
language has always been accepted by the dominant social
structures. The new artistic practice, on the other hand, calls

for a perception of art as such, trying to stress the independence
of its own language as a paradigmatic sign of the independent
behaviour of the personality which expresses itself through the
work. It is this characteristic in the structure of the meaning

that expresses the awareness of the freedom to use one’'s own
»anarchy of imagination«, which today is tolerated only in art.

One of the characteristics of the work and manifestations of the
new arlists is their association into more or less homogeneous
groups. Mention should be made here of the following groups:
the OHO group (some of whose members later joined the
Family at Sempas — Obitelj u Sempasu), the Red Peristyle —
Crveni peristil, the Code — Kod, the (3, the Bosch + Bosch,

the Pensioner Tihomir Sim¢i¢, the Course — Tok, Team A’ —
Ekipa A’, the Verbum Programme — Verbumprogram and

Group 143 — Grupa 143. Some of the associations never
declared themselves under a name, though they existed In
various recognizable forms (phenomena that have been
conditionally named »October 72« in Belgrade, and
»Interventions« and »Exhibitions-Actions« in Zagreb). It is
well-known that groups in modern art usually

appear in situations of tension in cultural and social
developments, when many individual orientations look for
support in tendencies similar or related to their own in order to
express their attitudes. In Yugoslavia the associations were not
only the result of the artistic affinities of their members but also
of the artists’ day-to-day contacts based on similar attitudes

to life and partly on their isolation from other social or
professional groups. It should be noted that the groups were
never established on the basis of a fixed programme nor did
they bear any s!milarity to the pricnples of team work that were
characteristic of the earlier New Tendency movement. On the
contrary, the members of the groups often vary from one
manifestation to another, each individual keeps his full identity
of worlc and name in the manifestation, all of which goes to
prove that the group functions as a spiritual rather than a
professional framework of action. This is particularly obvious

in the case of the OHO group, which at the beginning often
changed members, then its members consolidated and finally
dispersed, a part of them joining the Family at Sempas (Obitelj
u Sempasu), a group that has functioned as some kind of
commune, whose primary aim is not artistic but existential. In
some other cases the groups have been either very short-lived or
extremely heterogeneous (a case in point is a group of artists in
Beligrade who have been meeting since their academy days) and
even when the associations take on a more permanent form

(as in Group 143), it has been for the purpose of working
together and not because of the usual forms of public
manifestations.

Though the language of the new art practice in Yugoslavia is
essentially international and though the followers of the new
orientations are linked by close working and human contacts,
their work shows certain elements that indicate their
association with the cultural and artistic environment in which
they have been working. By the same token, the starting points
and consequences of their activity have often been conditioned
by specific (local) circumstances, the evidence of which can be
found by reading the meanings contained in the internal
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structure of the language they use. When for example Braco
Rotar states that »the OHO group occupies an exceptional
place in the Slovene visual arts, because its production is the
only one in Slovenia that is not based on a semantic
(illusionistic or mystificatory) but an explicitly semiotic
transparence«,” he is referring to their opposition to the art
standards enclosed within the co-ordinates of the narrow local
environment. However, the ideas and conceptions of the OHO
group are linked to the so-called »reistic doctrine«, which is
characteristic only of the Slovene cultural environment and
whose reflections have influenced the literature, poetry in
particular, of the young generation there. »The

starting premise of OHO's activity« — states Toma? Brejc —
»was that the mystical artistic production should be substituted
with the production of articles, and the art product with suitable
simple »handicraft« products. In the further development of this
trend the need was felt to change the established model of
perception, not only in the creative process but also in the way
the spectator views the finished product, and to use the article
as a means of directing and transforming the spectator's field
of perception, thus enabling him to discover new visual
impulses.«<“ In an environment whose visual culture is based

on quite different principtes, such an attitude naturally produced
the impression of a rift, which indeed did exist, because the
dominant culture — as Brejc goes on to say — was
characterized by »a long tradition of 'quatity’ promoted by the
‘Ljubljana school’ particularly in graphics, with a conservative
perception based on collectors’ ideals and a fair degree of
intellectualism, which was always built into traditional

chiliastic structures of meaning. «*

Whereas the break of the OHO group with visual culture of the
local Slovene environment was very radical, as the critics
quoted above have observed, the situation in Zagreb has a more
differentiated and, basically, ambivalent character. Writing on a
quite different occasion, Matko Mestrovi¢ noted very rightly that
»as opposed to Ljubljana, which has preserved a rather closed
environment, Zagreb is a cosmopolitan town, where phenomena
of very different origins can persist and develop independently,
Creating a cultural scene of a very broad spectrum«.“ In such
an environment very authoritarian and extremely liberal
conceptions about the nature of artistic behaviour exist side by
side. This is the reason why the emergence of the new art

was accompanied by sharp disapproval on one side and open
support on the other. What is more, in Zagreb, unlike in other
Yugoslav centres, there existed some basic elements in the art
of earlier generations that could serve as the initial source of
inspiration for the new artists. They can be identified in two
different conceptions of work: one of them originated from
EXAT's ideas and was developed within the international New
Tendencies movement. Its working principles were based on a
broader use of the media coupled with a belief in the
participation of artists in modifying everyday life and environment
an idea put into practice by the young artists who worked in
the direction of »interventions in the urban space«. The other is
represented by the reductionist and defunct'onalist mentality of
the Gorgona group and was realized in the works and actions
that were intentionally inaesthetic, critical, ephemeral,
provocative and sometimes openly negative. Both components,
then, form part of a specific »tradition of the new« at home,
which brings them into the following ambivalent position: the
existence of the preceding climate makes manifestations easier
and soothes the open or hidden resistance of reactionary
circles; on the other hand it causes the absence of »empty
zones« in the starting points of new generations, which are
sometimes indispensable, and thus robs the latter of the
possibility of a »culturat break« with the inherited cultural scene
that similar phenomena can effect to varying degrees in other
environments.

The situation in Belgrade is different again. Deep-rooted attitudes,
which originated in the aesthetic experience of the »Parisian
school« in the period between the two World Wars, and the
ever-present tendency towards deeply emotional and intimate

# The members of the OHO group, Radio Belgrade Third Programme,
4, winter 1970, p. 235.

2 The same text, p. 225.
“ The same text, p. 226.

» Matko Mestrovi¢, Od pofedinatnog k opéem, Mladost Zagreb 1967,
pp. 135—136.



confessions in the visual arts explain the fact that in Belgrade
there practically did not exist the type of cultural groups which
could make it possible for the new art phenomena to come to
expression. True, some deviation from that dominant course
came in an earlier period in a section of the Medial group, but
the ideology of the group as a whole was basically alien to

the new artists (because of its attempt at constructinng an
atemporal »integral picture«) and they could not adopt It as a
spiritual or operative starting point. The only element that
indicated the aiternative of a different choice existed in the
painting of the abstraction of the painted field in Radomir
Damnjanovié-Damnjan, and this kinship of mentality was later
confirmed by the fact that in his further development he adopted
the new artistic practice. Because of these circumstances the
new forms of expression appeared in Belgrade later than in
Novi Sad and Subotica, but after the initial breakthrough they
developed rapidly, owing to, among other factors, the favourable
conditions of work at the Students’ Cultural Centre Gallery and
to many innternational contacts, promoted by such events as
the Bitef festival and April Meetings. The break with the old
conventions has resulted not only in the introduction of new
procedures (film, photography, photocopying as art media,
performances and body expression, primary painting and,
recently, the analytical drawing within the concept of »mental
constructivisme«), but above all in new definitions of the sources
and interpretation of the nature of art language. Similarly to the
OHO group In Slovenia, the new Belgrade artists proposed
instead of the dominant »aesthetic« (illusionistic or visual)
interpretation of the artistic formulation, the mental (concrete or
analytical) status of the work. it should also be pointed out

that, in contrast to the conformist behaviour that prevails among
the young Belgrade artists, their work and texts show an
awareness of the social and political factors that determine the
nature of art production and of the conditions of its socialization
and valuation.”

It would be logical to assume that the extreme forms of
contemporary art could have appeared only in a few large
towns, in which there already existed at least some cultural

and historical preconditions favouring such a development, as
well as the alternative channnels of expression through which
the new artists could manifest their work. However, the new
forms of art expressions appeared, although only sporadically, in
Split and, in a much more intense form, in Novi Sad and
Subotica. Since the new artists in these towns came from fields
outside the traditional art scene, they could not achieve a
deeper re-orientation in the local art events, but they have
succeeded in establishing, to a much greater degree than the
other artistic circles, links with related phenomena in
Yugoslavia and even abroad. In this respect the most successful
are the initiatives in Novi Sad, where, apart from exhibitions and
other actions, two successful publishing ventures came off the
ground and made a signicant contribution to the understanding
of the theoretical and historical presupposit'ons of the new
movement: it was a special issue of the journal Polja 156, 1972,
devoted to conceptual art, and the publication »The Artist's
Body as the Subject and Object of Art«, published in 1972 and
devoted to the phenomenon of body art.

Because of their specific character and because of the marginal
status they had at the beginning in the broader context of the
»art system« in Yugoslavia, the new art phenomena werc at

first presented in galleries which formed part of student and
youth institutions and were therefore only partly treated as
regular exhibition spaces. Though the situation was different in
some places (the show of the OHO group at the Modern Gallery
in Ljubljanna in 1968 and that of young artists of Serbia at the
Museum of Contemporary Art in Belgrade in 1972, as well as
several shows at the Salon of the same museum and at the
Youth House Gallery in Belgrade), the tone of all these events

2 Oktobar 75, published by the Students’ Cultural Centre Gallery,
Belgrade, October—November 1875 (texts by: Dunja BlaZevi¢, Rasa
Todosijevié, Jasna Tijardovi¢, Jeda Denegri, Goran Dordevi¢, Zoran
Popovié, Dragica Vukadinovi¢, Slavko Timorijevi¢, Bojana Peji¢.
Viadimir Gudac and Nena Dimitrijevi¢).

2 Polja 156, Novi Sad, February 1972, Konceptuajna umetnost (texts by:
J. Kosuth, Art-Language. Ch. Millet, Alain Kirili, M. Radoj¢ié¢. M.
Pogaénik, V. Burgin, F. Bertelm, M. Bochner, V. Kopicl, M. Merz,

A. Salamun, R. Barry, D. Huebler, S. LeWitt, |. Burn, M. Ramsden,
M. Diffren; edited by Mirko Radoji&i¢).

» Tejo umeltnika kao subjekt i objekt umetnosti, pubtished by Likovni salon
Tribine mladih, Novi Sad 1972, edited by Vladimir Kopicl.

was set by the manifestations at the Students’ Centre Gallery
in Zagreb, the Youth Tribune in Novi Sad, the Students’ Cultural
Centre in Belgrade and, more recently, the Gallery Nova in
Zagreb. The Gallery of Contemporary Art in Zagreb also belongs
to this list, because its orientation towards and open
acceptance of the new art trends has provided a ground for
the verificatlon of their value and problematic relevance.
Apart from these institutional channels, an important form of
activity took place outside the galleries — for instance the art
programmes during the Bitef festival in Belgrade and some
»underground« manifestations, such as the shows in the
doorway hall at 2a, Frankopanska Street in Zagreb, at the
Tenants’ Gallery, which, though established in Paris,
organized a number of actions in Zagreb as well. A special
feature of the activity of the editorial boards for visual art of
the Students' Centre in Zagreb and the Students’ Cultural
Centre in Belgrade is that they have provided not only
exhibition space but have stimulated the work of the young
artists from the very beginning and thus play the role of an
alternative educational factor which is in marked contrast

to the training offered by the art academies. The association
with the new artists, on the other hand, has contributed to the
further programmatic development of the galleries: now their
activity goes far beyond their initial status of students’
institutions and is on the level of professional centres
specializing in the following and furthering of the most
contemporary forms of art production.

A situation similar to that in galleries can be observed in the
press too. Articles about the appearance of the new art practice
were at first published by students’ and young people's press
(Tribuna, Index, Studentski list, Omladinski tjednik, Student
Polet, Knji*evna rec), then in cultural, literary and sociological
journals (Problemi, Polja, Pitanja) and occasionnally in art
journals (Umetnost, Zivot umjetnosti, Sinteza, Covjek i prostor),
throughout that time the da’lies (Vjesnik, Delo, Borba, Politika)
and weeklies concerned with social and cultural issues (NIN,
Oko) — and that was by no means an accident - in the few
articles on the new art gave it very poor rationgs not only as
regards critical evaluation but also political relevance, and the
latter judgements were often extremely tendentious. The attempts
at creating the possibility of independent channels of
information (Novine, published by the Students’ Centre Gallery
in Zagreb and Moment published by the Students’ Cultural
Centre Gallery in Belgrade) faltered because of lack of funds
and also because the working motivations had run dry.
Nevertheless, the above mentioned publications constitute a
considerable body of very valuable documentation.

The programmes of the galleries we mentioned include
primarily the works of Yugoslav artists — in this way they have
helped in forming a platform for the new art in Yugoslav art
centres. However, they have also maintained contacts with
artists from a number of foreign countries, which shows that
the character of the new Yugoslav art is international, that there
exists a strong awareness of this fact and that the collaboration
with foreign artists has not been left to mere chance but is
part of a strategy of participation in the contemporary cultural
scene. Mention can be made here only of the most important
events: the list is given here in order to show the range and
variety of artists, critics and organizers who have participated
in the development of the most interesting and active trends of
the past decade. In 1970 Walter de Maria visited the OHO group
at Sempas, and on that occasion several of their joint works
were produced; in 1971 two exhibitions were organized at the
initiative of Braco and Nena Dimitrijevi¢: »At the Moment« (in
the doorway hall at 2a, Frankopanska Street in Zagreb) and
»At the Other Moment« (at the Students’ Cultural Centre
Gallery in Belgrade), at which works were shown of Anseimo,
Barry, Brouwn, Buren, Burgin, Dibbets, the ER Group, Flanagan,
Huebler, Kirili, Kounellis, Latham, Lewitt, Weiner and Wilson.
The Gallery of Contemporary Art in Zagreb has organized
shows of the works of Yves Klein, Bill Vazan, Daniel Buren,
Christian Boltanski and Annette Messagier, presentations of
conceptual art and the new canvas within the framework of
»Tendencies 5« and a number of international video-meetings.
However, such events and meetings are more frequent in
Belgrade: at the »Bitef« theatre festival, »April Meetings« and
numerous other occasions the following artists have participated
in actions and talks: Michelangelo Pistoletto (with the group
Lo Zoo), Franco Vaccari, Claudio Parmiggiani, Mario Ceroli,
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Jannis Kounellls, Mimmo Germand, Daniel Buren, Giuseppe
Chiari, Gina Pane, Joseph Beuys, Antonio Dias, John Stezaker,
the members of the Art and Language group — Andrew Menard
and Michael Corris, Katherina Sieverding, Ulrike Rosenbach,
Wolfgang Weber, Klaus Metig, Tom Marioni, Diego Cortes,

Al Souza, Tim Jones, Luigi Ontani, lole de Ereitas, Ugo La Pietra,
Francesco Clemente, Lamberto Calzolari, Gianni Emilio
Simonetti, G. A. Cavellini, Nicole Gravier, Hervé Fischer, Endre
Tot, Natalia LL, Janusz Haka, Szdislav Sosnovski, and other
artists, Germano Celant, Achille Bonito Oliva, Filiberto Menna,
Tommaso Trini, Henri Martin, Catherine Millet, Jean-Marc
Poinsot, Klaus Honnef, Barbara Reise, Rosetta Brooks, Marlis
Gruterich, Giancarlo Politi, Gislind Nabakowski, Willoughby
Sharp, John McEven and other art critics and editors of

various art journals. Other events of which mention should be
made here include the exhibition of conceptual art selected by
Catherine Millet (with works by Burgin, Collins, Cuthford, Dan
Graham, Venet, the Art and Language group and others), the
exhibition »Mail items« from the »7&éme Biennal des jeunes«

in Paris, 1971, selected by Jean-Marc Poinsot (with the works
by Le Gaco, Boltanski, Gerz, Friedman, Higgins and others),
Achille Bonito Oliva's exhibition »Persona« (with works by Merzo,
Kounellis, Boetti, Prini, Penone, Vettore Pisani, Paolini, De
Dominicis and others), John Baldessari's one-man show, video
projections by Studio 970 of Varese (with tapes by Oppenheim,
Nagasawa, Fabro, Chiari, Trotta and others) and Art Tapes 22
from Florence (with tapes by Acconci, Beyus, Buren, P.
Calzolari, Joan Jonas, F. Gillette, Kaprow, Kounellis, Paolini,
Urs, Luthy and others}. We should also mention the fact that

an exhibition in 1968 of the Italian arte povera with the personal
participation of several representatives of the trend was called
off at the last moment because of the sudden death of Pino
Pascali in September of that year, only a few days before he was
due to arrive in Belgrade.

Simultaneously with the organized activity at home, Yugoslav
artists took part in international art events which defined the
basic artistic orientation of that period. The first in the series of
such contacts was established by the members of the OHO
group, who participated in »Information Show« — an exhibition
organized by Kynaston McShine at the Museum of Modern Art
in New York in July 1970, to be followed by presentations of the
OHO group and Braco Dimitrijevi¢ at »Aktionsraum 1« in
Munich in 1971, Marina Abramovi¢ and Braco Dim'trijevi¢ at

the exhibition »Contemporanea« in Rome in 1973/74, of Goran
Trbuljak (1973), Goran Pordevi¢ and Marina Abramovi¢ (1975),
and Ra8a Todosijevi¢, Zoran Popovi¢, Mladen Stilinovi¢, Andraz
Salamun and Group 143 (1977) at the last three »Biennal des
Jeunes« in Paris, of Braco Dimitrijevi¢ at the exhibitions
»Projekt« in Cologne in 1974 and »Documenta 5« and
»Documenta 6« in Kassel in 1972 and 1977, Marina Abramovié at
»Attualita internazionali 1972—1976« at the 1976 Venice Biennale
and at »Documenta 6« in Kassel in 1977, not to mention a series
of individual exhibitions, presentations and events of lesser
importance. Exhibitions of new Yugoslav art were held at the
1973 Edinburgh Festival, the Wspolczesna Gallery in

Warsaw in 1976, and the Galleria Civica d'arte moderna in
Modena in 1977. It is important to note that the activity we have
just described came as a result of direct invitations to the
artists and not through the mediation of Yugoslav official
cultural agencies and institutions, a fact that speaks of the
presence of Yugoslav artists in events whch are at the centre
of the most topical discussions in the world of art today. The
works of some of the new Yugoslav artists have been registered
in books by art critics such as Lucy R. Lippard, Gillo Dorlfes,
Achille Bonito Oliva, Germano Celant, Lea Vergine, Frank
Popper, Klaus Groh, Adrian Henri; numerous texts,
photographic documentation and other pieces of information,
as well as articles by Yugoslav critics have been published in
the journals Flash Art, Data, Nac, Le Arti, Alfabeta, Inpiu, Art
Dimension, Europa — arte Informazione, Bolaltiarte, G 7 studio,
Opus, Art Press, Art Présent, Artitudes, Stud:o International,
The Fox, Art in America, Avalanche, Vision, + 0 and Heute
Kunst.

In this introduction we have tried to outline the general and
specific framework within which a new approach to art has
developed on the Yugoslav cultural scene during the past
decade. The phenomena that have appeared in that process
show the characteristics of their organic growth in two separate
contexts: one is the context of related phenomena in the
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international context and the other is activity in the local
environment. Such twofold growth can be found only in
phenomena that are determined by sociological and ideological
factors: the information, the symptoms and conclusions which
we have presented show that the processes under review
contain the constitutive elements of a clearly defined cultural
organism. The components of this organism are, on the one
hand, the expressive idiom of the new artists and groups and,
on the other hand, the network of superstructural factors
(exhibition policies, information, criticism and the like), which
have helped in presenting the new art, and have followed

and interpreted its development. This brings us to the conclusion
that the complex of the new art phenomena in Yugoslavia has
operated as multiform but in its ideas relatively homogenuous
sum of a multitude of individual involvements in mutually
complementary fields of creation, organization and theory. This
activity has been guided by the following basic motive: it has
above all been motivated by the need of the subject for
self-expression and self-affirmation in an active and
contradictory spiritual reality which is always full of tension. It
was the feeling of existential determination and not a purposely
provocative or even socially deviant attitude that has led to the
occasional conflict between individuals or the phenomenon as a
whole and certain structures and institutions in the socio-cultural
medium. The critical element in the activity and behaviour of the
new artists is not the result of an a prior’ opposition to the
society as a whole; but it does reflect the opposition to certain
institutions which represent socially privileged or retrograde
ideas. The advocates of the new artistic conceptions have
revealed — not in a planned action but by nature of the
mentality of the open and critical young generation — the
appalling internal configuration of the »art system« in Yugoslavia,
bringing to light, as never before, symptoms that, among other
things, show the outmoded method of artistic training, the inert
functioning of most galleries and other institutions which organize
exhibitions, the uninformed criticism, and the hidden existence
of a market mechanism, with differs from that in the West but is
powerful and dangerous in its own way. Since they have
experienced directly the effect of these symptoms, 't is to

be hoped that the new artists will not allow their language to
develop eventually into a style that might find its place on

one of the steps of that same »system«. Our wish for them is
that they may persist in their striving to activate the cultural and
artistic scene in a way that is true to their nature, never follow
predetermined and pragmatic aims and always work in such

a way as to create fields of free expression for future
generations.



Tomaz Brejc

OHO as an Artistic Phenomenon 1966—1971
Ljubljana

Figs. 1—38

In the Sign of Reism 1966—1968

OHO is a portmanteau form coined from the words oko (eye)
and uho (ear). Applied to the field of perception it means the
universal grasping of phenomena in their immediate presence,
i.e. before the experience of pereception becomes the basis

of a different, specitically structured classification. In the field
of art OHO represented initially a descent from tradition
burdened with meaning and a return to the object itself:

Marko Pogaénik used a simple procedure to make impressions
of utility objects, which, placed in a gallery, could be viewed
in the light of their actual existence that has been obliterated
because of their utilitarian function (the series Flasks, Fig. 2).
This insistence on the basic, indisputably original experience of
the object is characteristic of the first works of Marko Pogaénik,
Milenko Matanovié, Nasko Kriznar, and Andraz Salamun. But
instrumental in the creation of such a perception of the object
were the poets lztok Geister-Plamen, Franci Zagori¢nik, and
somewhat later Matjaz Hanzek. This was also the starting point
of the creative work of Sre¢o Dragan, while Tomaz Salamun
occasionally appeared as the catalyst of new decisions and
made an important contribution to the creative development
away from objects and their naming towards different creative
conceptions.

The question of how the alienated vision of the worid and its
reality could be replaced by a different perception of objects,
of how eye could be trained to perceive the beauty of the
immediate presence and existence of the object and the ear to
catch their sound was raised by Tomaz Salamun when he tried
to describe what was then an almost terrible existence on the
borderiine between the traditional and the OHO-perception of
the object:

Inscrutable are object in their cunning,
unreachable for the wrath of the living,
invulnerable in continuous flow,

you can't reach them,

you can't seize them,

motionless in their amazement.

Iztok Geister, one of the main ideologists of the early activity
of OHO, described the transition to the field and level of
objects in the OHO manifesto, which he wrote with Marko
Pogaénik: »Objects are real. We approach the reality of the
object by accepting it such as it is. But what is an object
like? The first thing we notice is that it is silent. Still, an
object has a lot to offer! By means of the word we can bring
out the inaudible voice in the object. Only the word hears
that voice. The word registers or identifies the sound of the
object. Spech expresses the voice indicated by the word.
Here speech meets with music, which is the voice of the
object that can be perceived by hearing.« In order to remain
on the accepted level of the discourse on objects and

within the safe bounds of the reistic tautology, Marko
Pogac¢nik had to invent a suitable visual technology by means
of which he could preserve the vision of the immediate presence
of the object, its awareness and perfection in mass media:
»Texts are made up of letters. Letters are made up of lines.
Lines serve the purpose of signalling visually individual
sounds in the form of letters. Therefore, in the case of

texts, the line is hidden behind the sound of the letter. How
then can the line (as the basic element of the page besides
the printing-ink and paper) be brought to light if not in the
form of a drawing? In a drawing the line stands on its own,

if the drawing is on the level of self consciousness. A drawing
consisting of lines is the indispensable element of the open
pages of newspapers or magazines. Visual poetry. which is
also called topographic poetry, is the revelation of this
differentiated (visual-sound) role of the line.« This statement,
which points out the significance of the group’s experiments
with visual poetry, gives the basic insight into the drawings
of the OHO group: the drawing, which shows the presence

of the awareness of the object/thing and which at the same
time establishes the essential mimetic bearings, cannot be the
visually rich presentation of the artist’s skill or knowledge
about the visual richness of the object/thing which must be

drawn. The OHO drawing gives only the basic contours for the
identification of the object, the descriptive elements which
are never the intepreters of its essence or functionality,
because the drawing follows only the continuous trace of the
imaginary line of the object’s presence — and nothing more.
All the various levels of letters, objects, moods, visions are
connected and levelled up by the universal thread of the OHO
drawing. However, we must ask: where does the drawing take
place? On the sheet of paper, on the page of thc magazine
or the newspaper — but what is the attitude of that space

in relation to the effect of the OHO drawing? The OHO
manifesto makes the following statement: »When does the
space disintegrate into free perception? As soon as | write this,
which means instantly or simultaneously. When | liberate
space so that it becomes free perception, which means
instantly and simultaneously. But in the idea there exists a
space which is empty, free in the sense that there is

nothing there. If the situation is such that nothing is there,
what is it? It is, then, not possible to take a stand or to
occupy space because of the presence of nothing, in order
that there should be something there, if something exists
there from the moment when nothing is there ... Is any
commitment possible in space? It is not, because space itseif
is committed in its freedom. What does it do in its freedom?
It observes. To observe, to see oneself means to be free.

To observe, to look elsewhere, further from oneself, means

to be in a relationship or a dichotomy. The absolute and the
relative have nothing in common. The one excludes the other.
Free perception is the absolute perception. Conquerors of
space stand in a certain relationship to space. Thus they are
situated neither in themselves nor in the space they have
taken up.« Since this is not the place to enter into the
philosophical nature of this statement, which leans on the
debates of that period about Sartre, Husser! and Heidegger,
nor into the political connotations of the term conquerors of
space, we shall centre our attenticn on space as seen by the
OHO group, for whom it was also determined by the same
reistic tautology. Since the drawing and the background on
which it exists are two separate entities, being autonomous
and independent, their interrelationship is necessarily
quantitative, so that the shadow of the object cannot appear
in the same field: not because it does not exist, but simply
because there is no relative, interrelated space in which the
shadow could be situated. The shadow as such should have
the same phenomenological value and could not be a
redundant piece of information about the actual location of
object in, for example, perspective space. But since objecls
exist both as autonomous data and inn relation to space that
surrounds them and since in relation to objects perceived in
that way space is also an autonomous piece of information,
the OHO drawing centres on the objects themselves: their
awakened presence radiates into the space, objectivizing it.
This rather simple topology requires only a rigorous
selectivity by means of sight and hearing in relation to the
multitude of phenomenological objects, but at the moment
when the act of drawing and the act of listening are in
progress, there arise experiences which have nothing to do
with the everydy classification of objects according to
meaning, function and space. The reistic democracy of object
hood requires therefore a shift from interpretation to
observation. The procedural method was explained by lztok
Geister: »Above sense and nonsense is the objectivization. The
objectivization is the scientific research into and observation of
objects. Hence the standardization of the appearance of the
various qualities and types of objects and the disappearance
of the illusionistic space, in which objects can be registered
according to their utility or ideological value.

The first visual realization of the name OHO was Marko's
drawing in which he records the sensory presence of beats
and sounds. His Book (1966) consists of 27 punched pages, in
which holes of varying diameters are placed in such a way as
to create the impression of a truly plastic object. This marks
the beginning of a series of books, which has been analysed
in detail by Rastko Mo¢nik. They were simple, small books or
boxes, whose pages bore impressions of various objects
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(M. Matanovié&'s book), or randomly arranged cards which could
b rearranged at will because their order was not connditioned by
a text (M. Hanzek). |. Geister's sound book bore the word
Silence on the first page, and when the page was turned with
the paper rustling, the word Noise appeared on the next page.
Marko Pogaénik and iztok Geister each produced a number of
delightful picturebooks and witty comic strips and collaborated
in books of poetry (e.g. Pegam in Lambergam, published by
OHO, lkebana published by Znamenja, with Geister's texts

and Pogacnik’'s drawings); several of their projects, for

instace the very funny story entitled The Bottle Would Like to
Drink, have not been published yet.

The video-sonic structure of the OHO book represents an
»open work«. The viewer can manipulate the book freely,

he can read it from the beginning or from the end (l. Geister,
Two Poems), he can turn it upside down, put it together or
take it apart. The direct and pure »literature« of that edition
was complemented by the reistic drawing; the poems and
their presentation did not follow any established image of the
West European humanist tradition.

In this first literary series with the first happenings and songs
produced by Nasko Kriznar, in OHO'’s activity in publishing and
in their work for Journals Tribuna and Problemi, we can also
observe a growing interest in visual arts. The early activity of
OHO centred on the seeing and observation of the object; in
the second stage the same attitude to objects was established
in galleries.

In February 1968, Marko Pogacnik, Milenko Matanovi¢ and
Andraz Salamun exhibited their articles at the Ljubljana
Modern Gatlery. Marko’s exhibits inctuded, among other things,
about a hundred plastic bottles cast in pastel coloured plaster
(the models were borrowed from consumer industry), those of
Milenko Matanovi¢ coloured packaging for eggs, and Andraz
Salamun’s a triptych with a figure, on which he later hung his
own clothes. The pop-artistic nature of the articles, their

basis In the reality of every-day consumption, was transferred
with minimal interventions into the OHO art. It showed simple
products, not in their utilitarian significance but with a fine
feeling for their immediate, unburdened visual presence.

The same year, after OHO's fluxus-show at the Students’
Centre in Zagreb, the group was joined by David Nez, then a
student at the Zagreb Academy of Fine Arts. Soon after that
he and Matanovi¢ exhibited for the first time coloured plastic
objects at the Zagreb exhibition entitled »Object and Colour«,
while Nez, Matanovi¢ and Andraz Salamun later presented
their objects at the Studio 212 Gallery (Galerija Ateljea 212)
during the BITEF theatre festival. On that occasion the group
organized one of the first professionally produced happenings
in Yugoslavia on a theme from the Old Testament.

Analysing the group’s work in visual arts at the time of these
exhibitions Braco Rotar writes: »In relation to the Slovene
tradition in visual arts the formulations of this group represent
a big step towards a new sensibility. The most obvious shift
has taken place on the visual plane, where the ‘classical’
techniques of painting and sculpture have been almost totally
abandoned. The colours are usually pure, the compositions
schematically simple. They are characterized by play on
meaning: the formulations are non-symbolic and untransparent,
while the levels of meaning, strictly directed and compulsory in
traditional Slovene art, are unintentional and uncompulsory.
The formulations and their purpose are based on visual
effectiveness and not — as in the Ljubljana schoo! — on
expressiveness or impressiveness ... The OHO type of
forumulation is a closed sign system whose meaning is not
pre-determined and therefore it is not part of an ideological
notional sphere. In the cultral context these formulation are
the consequence of a consistent differentiation between the
visual and the notional, i.e. ideological level. The visual element
is based on one of the fundamental ways of feeling the world,
and that is through sight and not through speculations about
truth, essence, nothingness and existence. The visual means
the organization of the material world according to a visual
code.«

It was on this level that their activity stopped at the end of
1968. By that time they had mastered the Reistic levelling of
objects and their visual registration, they explored the
techniques of fluxis and happening, published books in the
form of »open works«, while their literary activity gave way
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to enquiries into the visual language. These researches,
however, went towards the utmost reduction of the traditional
aesthetic premises of the work of art and, in extreme cases,
the total disappearance of the work of art as an object among
objects, i.e. towards the final dematerialization of the work of
art.

Arte povera (Land Art) Process Art: exhibitions and projects
in 1969

The universality of the Reistic technique started to lose ground
at the moment when Nez and Matanovic began lo integrate their
coloured objects and included the urban space in a number of
happenings, which culminated in Triglav (Fig. 6) (December 30,
1968) — a three-headed live sculpture. Its meaning was ironical
and political: Triglav, the highest peak of the Julian Alps, as a
symbol of the Slovene nation combined with the connotations
springing from Reistic linguistics — three heads-three-headed:
Reism required a meditative rigorousness in the observation of
objects, basic lines in their presentation, while the activity of
the OHO group, initiated by Tomaz Salamun, turned to objects
themselves. In February 1969, Tomaz joined Nez, Matanovit
and Andraz Salamun at the Zagreb Gallery of Contemporary
Art. In the exhibition, which was entitted »Great-Grandfatherse,
Tomaz presented hay stacks (Fig. 8), a pile of maize-cob husks,
a scattering of tiles, Matanovi¢ showed an environment of
poliurethane foam entitled The Embryo of Albin Gessner's
Elephant (Fig. 7) and The Seven Hills of Rome, which were
made from umbrellas and wool; Andraz Salamun exhibited

The Wood (Fig. 5), a construction of objects with softly lined
walls, and he also had a show at the opening; David Nez
presented his Roof (Fig. 4) which consisted of roof tiles
arranged on the floor of the gallery, and The Jungle made from
iron wool. As the first exhibition of arte povera in Yugoslavia,

it was, understandably, received with a lack of understanding
by the critics (apart from a few exceptions, such as Zeljka
Corak). The OHO artists were continuing the exploration of
reistic experiences within the context of a gallery. But these
efforts were accompained by the attempt to enquire into the
possibilities of shaping, ordering and placing simple

materials in a gallery. Of course, Tomaz's hay-stack contains
the iconographic tradition which starts with the genre scenes
by Nicolo dell’Abate and leads over the Dutch seventeenth
century, Millet, Monet to Slovene impressionism. Therefore
Tomaz was not looking for an ironic continuation of that
tradition (which, being an art historian he knew very well), but
was more interested in the possibilities of establishing the
blological and mineral substantiality of reality within the space
provided by the gallery — a demand typical of the arte povera
movement. The first exhibition was, understandably enough,
~onsiderably influenced by the poetic gesture — the
presentation of such materials that produce the effect of an
unexpected confrontation — though the solutions displayed
consistent formulations and coherence. While Matanovié¢'s work
was influenced by Pascali's sculptures, David Nez presented

a semantically interesting solution: he transferred the roof of
the gallery to the floor. The effect of the double nonsense as
regards conventional meaning, commented Braco Rotar, was
not only that of a play with meaning or of an ironic transposition
of a familiar object. For the formulations of arte povera Nez
trled to find a different »drawing«, a different material field
from which the spectator could perceive his object. While
Salamaun’s hay-stack meant the bare and direct presentation
of the gesture, Nez's sculptures embody anti-form, the
presentation of nonsense in an eccentric environment, which is
what galleries have become. The search for specific
morphologies of objectivization within the conceptual framework
characterizes Nez's contribution to this exhibition. The swing of
the exhibition was left throughout that year: firstly, as freedom
over the object, which makes it possible to get beyond the
registration of its presence and penetrate into its blological
sensibility and direct existence; secondly, as an exploration
into the specific morphology of the material, and thirdly,

as the development of a special imagination, which could lead
to such a drawing that could transform the gallery space into
a uniform, conceptually generated environment.

In March and April 1969, the OHO group had another
exhibition at the Ljubljana Modern Gallery. Its conceptual
nucleus consisted of animals, plants, minerals, biological and
physical waste of the technological civilization, i.e. of simple
materials, arranged according to their internal objective logic,



and juxtapositions of materials created under the pressure of
an authentic levelling of reality with the objects. Once again
the OHO imagination stood under the influence of two ideas
that came from Nez: according to the principle »less Is morec,
he used a total levelling of the materials (two planks, stuck
into the wall of the gallery and pushed into a heap of soil

in the centre of the room, Fig. 12) in order to present the
elusive »drawing« that could illustrate a different »system« of
plastic organization of »form« in that suspicious-looking
object (which lacked the geometrical organization of form and
me vertical organization of meaning). Until the emergence of
arte povera, the dignified artistic formulation in European
culture could only be reached by means of metaphor, invested
with the sublimation of morals adapted to art. Nez's objects,
however, reach that status through the establishment of their
own materiality and the sensibility with which they were
arranged. There is an antagonism in this: the crude and
simple materials were arranged with great sensibility for

their physical properties and therefore the immediate
identification and perception of the materials required an open,
honest and lucid »drawing«. Its only purpose was to describe
their identity by means of the materials themselves not, of
course, as a poetic or dada gesture, but in the sense of an
attempt at formulation which is part of the aspired repertoire
of the work of art and is, then, the equivalent of drawing or
painting).

However, Nez's project Cosmology (Fig. 9) was even more
important for the subsequent activity of the OHO group. David
was lylng in a circle, with a light bulb burning above him.
The cosmology repesents an unexplained mental syndrome,
whose components — the body, thought, light, memory,
energy — make up the first presentation of Body Art in
Yugosiavia. The message of David’s action can be only of a
spiritual nature: the earlier formal conceptualization has
shifted to the sphere of consciousness, the mental flow of
states, whose Gestalt cannot be determined in practice. This
was the first manifestation of the striving for transcedental
conceptualism that is characteristic of the last year of OHO's
activity.

Andraz Salamun and Milenko Matanovi& were then going through
a minor crisis, which manifested itself in mannerism
(Matanovié's Aeroplane Tires and Flanagan Ropes, Salamun's
Hares and Wheelbarrows), however, Matanovi¢'s composition
The Moon deserves our attentien: it is a continuation of the
experience of stretching the painting which can be observed
from Ellsworth Kelly to Louis Can.

In April Sre¢o Dragan and Marko Pogacnik rejoined the group.
The latter arranged 154 hanging »mobiles« — quadrangular
hanging objects consisting of cards with drawings — according
to a strict numerical code. He wrote the programme of the
arrangement with inscribed numerical cadenzes on Impregnated
canvas, which he laid on the floor of the gailery. The strictly
determined seriality, which is made up of the linear continuation
of ascending numbers and a correspondingly varied OHO
cartoon drawing on each card of the mobile, is a development
of the Reistic experience. The firmly determined operative
programme of the arrangement of the mobiles in space is
confined to Reistic logics, but the arrangement creates the
impression of a dynamic, witty game which has gone beyond
the linearism of Reistic imagination. Especially marked was

the artist's effort to move his formulations from the standstill

of Reistic universality.

The last tribute to the structural rationality of Reism was the
publicaton of PU, the last number of the journal Problemi,
edited by |. Geister, R. Moénik and M. Pogacnik. Its programme
is characterized by the rigid circling of texts, messages and
photographs in the four-polar division of the page. The circling
is mechanical and is ruled by the simple linear logic of
ascending numbers, in which the starting points are
determined by measuring each contribution to the journal.

While the OHO exhibition was held in Ljubljana, Tomaz
Salamun opened his own show at the PreSeren Gallery in
Kranj. Apart from variants of the exhibits from the Zagreb
show (a pile of coal, iron filings and the like), he covered the
central gallery space with a 50 cm high layer of bundles of
small boards and scrap wood tied with wire and thus
familiarized the spectators with yet another form of
conceptualist ideas. His other exhibits included the project
The Sea, which consisted of five uniformed young men lying

down, over whom he had written the word sea with bread
dough, and a number of photo-projects whith he documented
his own conceptualist activity during the winter of 1968/69.
Though some of the scenes were interesting (Sculpture 117 C°
Fig. 14), a general re-examination was needed at the time of the
use of the camera »as a machine for copying« instead of the
traditional artistic procedures.

By the spring of 1969 the techniques and imagination of

the conceptualism ‘characteristic of arte povera had been
verified and carried to the ultimate limit of meaningfu!
consequences and the next step led out of gallery spaces into
nature and the natural environment, to research into the four
elements and their circling in natural processes, to the direct
observation of mineral and biological properties of the materials
used in artistic work. The confrotation of man’s states of mind
with the natural environment and its message became the theme
of their activity during the summer of 1969.

In the freedom of life in nature, in the woods near the river
Sava and Kokrica above Kranj, on the island of Srakane near
Lo$inj and in Kopar, the OHO group ventured into new

forms of activity. They can be divided into three categories:
the shaping of the visual language in an Interaction with the
natural environment was the province of David Nez and
Milenko Matanovi¢; AndraZz Salamun enlarged the scope of his
sensory experiences through various forms of Body Art; Marko
Pogacnik, returning to his old experiences, arrived at his own
definition of the life of the four elements in nature and thus
found the ideas and structures of the substratum of visions
which he used in his work after 1971, at the time he and

his family were living at Sempas.

In June 1969, Milenko Matanovi€, who was at that time slightly
influenced by the English »New Generation«, mounted an
exhibition by the Roman wall in the southern suburb of
Ljubljana. He joined four metre long poles, tying them with
rope (Fig. 26). From simple triangular compositions, which he
leaned against the wall, he progressed to a more and more
complex spatial drawing, in which the form was contained in
the limitless frame of air and light and where it was only
necessary to tighten the rope to obtain a different shape.
These situational sculptures with a stressed aesthetic note

and harmonious effects were nevertheless created in a
proto-exhibition environment, because the Roman wall was
presented as an archeological site under conservation and
thus carried the restrictions of what may be termed the greater
gallery environment. But when Matanovi¢ placed into the
Ljubljanica River a long snake (Fig. 20) consisting of scores of
poles connected with a rope, the logical consequence of this
intervention into the urban environment led him to a forest
near Kranj. There he arranged long poles and bands among
the branches and trees, making a symetrical, rhythmical and
dynamic composition. It seemed as if the aesthetic will were
the last trace of the gallery experience, because the stretched
arches of the poles or the poles leaning against tree branches
blended with the rustling of the leaves, the flow of light and
the movement of the vegetation, which was now the »material«
world of Milenko’s project, the true matter of the situation in
which the visual intervention was taking place. Matanovi¢ had
found the situational aesthetics, the interpetation of nature

and the visual intervention in it in the form of a semantically
elusive field, in which the body and its indefinable disposition
to the environment determne the way in which the aesthetic
information provided by the sight should be treated and
arranged into a transparent, open and ephemeral sculpture and
scenery. This was the origin of the conceptual idea in the form
of a complex guide to the artist's sensory experiences:
because it is only when we have complemented the aesthetically
arranged image of the poles, placed among the trees with the
sound background of the forest, the heat radiation of

the earth, the physical perception of the objects that surround
us, the spatial intuition which can accept only the pure and
immediate experience of the touch, the nearness of the trees,
bushes and water, that we can grasp the meaning of Matanovic's
experiments. It would be false to assume that The Rope (Fig. 23)
which bends the growing wheat, is an extension of aesthetic
practice into nature or that it is an individual event or the
registration of an original gimmick: the hand that holds the
rope, the bending of the ears of wheat accompanied by the
summer heat and the allusions which range from bread to
transformations in life — all that grows into one mental
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»picture«; the memory and the actual performance, the history
of meanings and the immediate act of understanding move here
in an unlimited horizontal logic of signification, which at the
same time bars a rigid, unilateral »message« of the project.

In this way the OHO-vian conceptualism arrives at the most
appropriate formulations. It is directed towards experiences of
a complex mental nature and does not rely only on the visual-
-rational logic of the picture (in this case made in the form

of the photograph of the scenery where the project was
carried out).

While Matanovi¢ and especially Poga¢nik in their projects for
an art that »exists in communion with the earth« began to
understand the emerging ecological awareness, bringing them
into line with the traditional and in this respect unexpectedly
Slovene obligation of experiencing their own landscape, David
Nez, a foreigner, was looking for more logical and primarily
visual solutions of a dematerialized sculpture |ccated in nature.
In July he made a project of an Invisible sculpture (Fig. 22),
which was related to Matanovi¢'s floating snake In the
Ljubtjanica: he tied 400 metres of transparent string around
the old castle in Ljubljana and sent a message about it,
together with a piece of string and a thread drawn into a
picture-postcard, to various well-known adresses in Yugoslavia
and abroad.

In the summer of 1969, Matanovi¢ and Nez turned their
attention to Land Art, almost along with the American artists
Walter de Maria, Dennis Oppenheim, Robert Smithson, the
Englishman Richard Long and others. Nez produced sculptures
with mirrors cut in the shape of long bands or short shining
plllars, which were placed opposite other interventions in
nature (Fig. 19). in a composition resting on a plaster base, in
which quadrangular mirrors were built at various heights and
depths, he created optical impressions, interpreting them as
reflections — but since the reflections are the »matter« of the
optical illusion, the object is dematerialized. Arranging
rectangular narrow and tall rectangular mirrors fixed in the
ground, Nez achieves through the symmetry of the mirrors a
contrast between the fixed optical drawing, the sharpened
image reflected in the mirrors and the sensorially warmer and
softer ground, a contrast between the smooth and cold glass
and the rough surface of the field. The additional
dematerialization of the object is enhanced by the trompe I'oeil
effect of the image of the field in the mirror and the symmetry
of the mirror images which under a certain angle of shooting
turn into surreal space, unburdened by matter. Nez's objects
with mirrors, though performed on a small scale, reveal the
beauty of Land Art and its aesthetics. Almost overlooked in
1969, they have now acquired a new significance in the
understanding of the process of dematerialization of the art
object. Their optical beauty and the potentialities of such
interventions in nature make them the best visual creations of
the summer of 1969.

The last tribute to orderliness seems to have been Pogaénik's
numerical distribution of radiating aluminium bands in the wood
with 365 trees (Fig. 25). That summer he embarked on a
thorough enquiry into the »family of elements« and the various
natural materials, which are not arranged by the sculptor’s
aesthetic will (as in Matanovi¢ and Nez), but by a consistent
conceptualist strategy: in their circling in nature the four
elements become guides for man and the universe, so that

any aesthetic ordering of their circling loses meaning. The
procedure starts with a search for their identity: plastic bags
fixed on a long thread are partly filled with water; their bottom
part is in water, the upper part is lifted by air. The identity

is simple and necessary and we are aware of it. Later Pogac&nik
worked on integrated projects/processes with water, air and
fire (Fig. 27). His work went from scenes of identity through
action to consciousness. From simple identification of the
elements to ecological responsibility and cosmic understanding
of the interaction of the elements and the energies that direct
them — this was the course of Marko's study of the internal
laws of these processes. But his procedure did not take him
through scientific technology — his was an esoteric schooling
leading to experiences that had been, veiled by positivism and
diagrammatic devices for so long that a direct spiritual
approach seemed ridiculous and impossible. His subsequent
activity at Sempas (Figs. 39—42), however, proved the
significance and necessity of this simple, seemingly unnecessary
study, whose aim was to determine the identity of the elements
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and find the road to the hidden energies in man and nature
by means of natural thinking.

On November 1, 1969, Tomaz and Andraz Salamaun, David Nez,
Milenko Matanovi¢ and Marko Pogacnik arrived in Novi Sad to
mount their first gallery exhibition after their summer projects.
The experiences gained in the summer projects induced them
to present simple materials as results of the interaction of their
elementary characteristics rather that as the result of an
aesthetic code or a strictly conceptualist design of the gallery
situation. For this reason they stressed the gravity and the
specific weight of the materials, the »common position, i. e. the
height, weight and the measurements« (Marko Pogacnik), the
processual registration of the phenomenon in the project of
mediation of heat energy (David Nez), and in the utmost
minimalization of the aesthetic effect of the sculpture (Andraz
Salamun).

The rest of their experiences were demonstrated at the OHO
festival which took place between the 20th November and the
12th December 1969 at the Youth House Gallery in Belgrade.
Each member could show his works for one week. Toma2
Salamun drew lines in flowmaster on the floor of the gallery,
thus continuing the experience from Novi Sad, where he drew
a line from the Petrovaradin Fort to the gallery. Milenko
Matanovié presented a total environment which he called
Smoke (Fig. 13). He activated a smoke bomb in the gallery,
filling it with smoke. He also presented minimalist projects,
made from cotton wool and glass, ropes and metal pipes.

AndraZ Salamun exhibited objects made of plaster, glass and
metal pipes in combinatlons which are among the best
sculptures of the OHO work in general (Fig. 18). He stuck a
pole in a plaster cube, tying the other end of the pole with a
rope that was suspended from the ceiling; in another cube he
stuck a piece of glass in such a way that several drops of the
plaster mass remained on the glass: the effect was very
material, sensory and direct. He hung two plaster cylinders of
different length on two pieces of rope, balancing them in such
a way that the longer one was almost touching the floor, and
the shorter one was hanging at an angle to it. This
confrontation of plaster, glass and metal, the inclinations and
tensions among the elements, the feeling of weight and gravity,
were presented as elements of a process which was illustrated
by means of plastic, material components. The importance of
Andraz’s contribution to OHO-vian iconography lies in this very
perception of gravity, which his sculptures bring out as an
eminently sensory experience — though the allusions are never
emphasised formally, because the sculptures are executed in a
simple way and lack any aesthetic speculations about formal
tricks which may induce the spectator to think of them. With
Nez’'s mirrors, Andraz’'s environment was an experience in
shaping that could be a source of inspiration for generations
of sculptors, for further research about materials and their
interaction, which need not err into the enchanted field of
mimetic effects and allusions. Andraz's sculptures are the
presentation of processual states which are not associated
with sight or touch, at least not from the point of view of the
sculputral Gestait, because they combined mental

propositions about the basic experience of gravity and physical
shock, whose aesthetic potential is in that case of lesser
importance or even negligible.

However, it should be noted that the OHO-vian conceptualism
also contained an alternative aesthetics (in the sense of a
specific taste of its creators), which is most prominent in
Matanovi¢ and can be observed in Andraz Salamun and Nez
as well. It is a reductionist aesthetics based on the optical
minimalization and dematerialization of art media characteristic
of all of American and European conceptualism: what is specific
and unigue in the OHO group is the striving for complex
mental concepts. They are not interested in the analytic
practice of the radical conceptualism of Siegelaube, Kosuth,
Bochner and other like-minded artists, but in the presentation
of the basic cosmic states and processes with the means of
arte povera and other more dematerialized forms. This applies
particularly to their work at the end of 1969 and the Belgrade
exhibition of Nez and Poga¢nik, whose attention then centred
on the processual registration of groups or Families of of
dematerialized effects of gravity and pressure, the change of
position, inclination and measurements and on the interaction
among the four elements.



Pogaénik uset the effects of gravity and position (Fig. 5): on a
piece of string he tied small weights ranging from 5 to 110
grammes and conducted the string over razor blades, which
bent slowly under the varying pressures. He fixed one end of
a 50 metre long piece of string to the ceiling of the gallery
and the other to a 2 kilogramme weight so that the string was
not hanging but resting on the floor of the gallery. He fixed

a rubber band to the ceiling and stretched it with a 5
kilogramme weight so that it almost touched the floor (what
mattered was the vibration and the streiching of the rubber).
The strategy of the position in relation to weight is the
conceptual principle that gave meaning to Marko's experiment:
his aim was not the visual but the mental complexity of
perception.

David Nez did something similar as Andraz: he placed a tile
between two glass plates or strew tiny metal balls which
rotated between the plates (Fig. 16). But unlike Andraz, who
was interested in the sensory effects, Nez presented a process
which stems from the direct material encounter. For this reason
he hung a tube with a rubber device from the ceiling: the
device let out a drop of liquid every five minutes cnto an
aluminium, electrically heated plate and the liquid immediately
evaporated.

From objects and their positions to the process: this was the
motto of the Belgrade exhibition. Its lesson manifested itself as
soon as the OHO group noticed that they needed fewer and
fewer concrete objects to register and communicate the effects.
The effect was not dematerialized only because the process was
recorded on film: the essence of the dematerialization in the
OHO-vian work was their interest in the materially undefined
process as such and in the energies that move and guide it,
and these they considered to be indisputable mental facts. As
they grew more and more interested in basic cosmic
phenomena, the group decided to study and present the basic
processes which are in no way linked with optically provable
registration. Their documentation consisting of photographs and
drawings is not formal or legal evidence but an element of
mental reference for the spectator to thelr metaphysical and
spiritual experiences.

Transcendental conceptualism, 1970—1971

The period that we are now going to present is a difficult one
for the critic and historian alike. Though it is rich in ideas and
though there are many reports and documents about it (we have
been able to use the comprehensive OHO Documentation 1970),
it is the least accessible and neither objective description nor
intuitive interpretation can do it full justice. It eludes critical
terminology and classification since its description cannot be
based on rational, formal logic or on stylistic and iconographic
starting points. It was a turning point in the activity of the group
in the sense that their earlier thinking and creation still formed
part of the European conceptualism, i. e. of art: now, however,
they gradually left the field of art and were only partly linked
with it. They turned to mysticism and transcendental meditation,
in which the only functional means of information are telepathy
and supersensory perception and energies. This change should
not, however, be interpreted as an abandoning of the group's
basic principles or the adoption of a private mythology. OHO
still operated as a coherent group, but the individual
development of each member, his perception of time and

space, history and intellect became the source and structure of
their conceptualism. The tendency towards the mental and the
spiritual, which presupposes a thorough knowledge of the real
material world, became the starting point of their activity.
Though they did not become religious, their attention was
drawn to all the phenomena In the area of spiritual production
and its history. Marko Pogaénik, who was looking for a foothold
in the intellectual tradition of Europe, found it in Empedocles
and the Celts, in the study of the ethical tradition of European
art history; Matanovi¢ and Nez added to this and interest in
Indian philosophy, Tarci. and contemporary experimental music.

Seen from outside, this looks like a return to themselves: as a
group they became composed and silent. Their life together
and their mediations gained in infencitx and further developed
an indestructible link between them as well as true spiritual
work which grew out of friendship and evolved into an
emotional, intellectual and experiential whole. The OHO man,

as explained by Marko Pogaénik was not an invention — he
could be noticed and experienced at their shows in their work
and in conversations with the artists themselves.

It all began in the early winter of 1970, when Matanovi¢ and Nez
went to New York to prepare the ground for the »information
Show«, a large-scale exhibition of conceptual art. Kynaston
McShine had invited them through Taja Vidmar, to the exhibition
which was planned for July, and their work throughout the
preceding winter and spring was geared to it. While apart, they
each recorded their mutual links during the separation in space
and time. In the period between the 4th and the 28th February
1970, David Nez and Milenko Matanovi¢ in New York and Andraz
Salamun and Marko Pogaénik in Ljubljana simultaneously chose
one of the combinations in a square, which had been prepared
previously by Marko Pogacnik. In accordance with Milenko
Matanovié's idea, all four of them looked toward the sun at the
convened moment, dropped a match from a height of 10 cm
onto a piece of paper and marked its position (Fig. 29). These
simple exercises strengthened their mutual links, their
awareness of the smallest shift of one towards the others and
helped them develop the power of concentration and intuition

in their relations, so that they could later communicate with
each other regardless of the distance or time that separated
them. This communion, which was based on the preceding
expansion of individual actions, became their main task. But

the plunge into the spiritual sphere of interrelationships, the
search for a foothold in the knowledge of one another, suddenly
acquired a broader spiritual context, the registration of which
are the projects in the Zarica Valley near Kranj (Figs. 32—34).
The valley hides a rich and stable spiritual tradition: neolithic
settlements, Celtic burial mounds, a Slavonic burial ground, a
medieval Gothic church, and, as the last layer of recollection
located in this almost sacred area of nature, the OHO projects.

In them the artists used sun and light, night and fire, ritual
movements, stones and water — all closely connected with the
entire spiritual energy. Their theme is spiritual communication
with the past, the cosmos, the rhythm of nature, the beats of
their own hearts and thoughts. At that time they also conceived
their night projects of linking the sky and the earth, which, even
if recorded only in the way that Matanovi¢'s projects have been
described here, paved the way for the transcendental level of
their existence (Fig. 39). Is it at all possible to determine any
criteria of evaluation in this context? The OHO group has not
been able to do it and we do not intend to try it either. In this
connection there emerged the study of the possibilities to
mediate a different vision of the spiritual past and their actual
experiences and some of the results have survided in drawings.
Marko Pogaclnik broke radically away from the Euclidian
projections and the positivist logic in his brilliant drawings
Medial Systems (Fig. 38), which have been published by Lucy
Lippard. Nez's mechanics, in which he changes spatial and
time structures, culminated in his projects for a film, which

are also presented in this paper. In the groups’s quest for
mediation and cognition of their spiritual field, which was
pursued further at the exhibitions and actions at the Aktionsraum
(Figs. 35—37) in Munich and at their last exhibition at the
Mestna galerija in Ljubljana, held from September until
November 1970, telepathy and intuitive mediation integrate the
various data on the metaphysical level, cynthetizing them in a
whole according to built-in principles. The object-selective
technique of arte povera was, then, leit far behind — but the
OHO group had preserved its essence, the interest in and
knowledge about the possibility of the spiritual projection of its
biological and mineral processes. Interventions in nature as an
enlarged gallery environment were also almost totally
abandoned: when they worked in nature, they did it on the tevel
of the conceptualist activity of, to give an example, Smithson,
whose location of the project determines the spiritual parameters
of the subsequent direct intervention in nature. The layers of
recolletlon, acquired in Zarica, became the active material of
the group's work. They are documented in Pogacnik's The Time
Vessel. At the Munich Aktlonsraum their life and their creative
work became one. With meditations and respiratory exercises
there appeared the experience of the metaphysical existence of
the group. The Munich catalogue says: »Breathing exercises —
the supernatural appearance of the group. Since the day is
filled with work, the night may be devoted to rest and
celebration. It has been emptied so that it may be filled again.
The night isolates everyone in their dreams, so that the day
may return them to yesterday's community.«
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The year 1970 brought them success at the »Information Show«
(Fig. 29) in New York and further exhibitions abroad and at
home, where they took part at the Fourth Belgrade Triennale
(Fig. 21). When Walter de Maria came on a short visit in the
summetr, they produced with him a friendly project; however,
they devoted most of their time to joint meditations (in the
village of Cezsoga in Trenta) and to life together. It was them
that they made the decision which turned out to be the only
right solution: as a result of their spiritual experiences they
were no longer interested in exhibiting their increasingly
intimate and metaphysical concepts and messages but In the
everyday realization of these experiences, and this was possible
only in nature, in close contact with it, in work and meditation
which was taking them away from artistic life. In the spring of
1971 they found an abandoned farm-house at Sempas in the
Vipava valley and moved into it. After that, they dispersed.
Though only Marko's family stayed at Sempas, the spiritual and
emotional community of the OHO group never ceased to exist.

Why did the OHO group stop exhibition in 1970, at the time
when they earned recognition for the first time, when the way
to the European conceptualist scene was open and when they
were perhaps on the threshold of their greatest success?
Simply because they were honest, because their creativity was
always linked with their life, because the identity of
conceptualism (in art) and their most personal decisions was
always consistent and complete, because they never belonged
to the »art system« dictated by the art market and exhibition
policies in the late sixties. When they felt the call to turn

to a different kind of work, they did it unhesitatingly and
immediately.

The OHO conceptualism was never a »semiotics of art«. It was
only during the early period, during the transition between
Reism and Arte Povera, that a pragmatic tautology by means
of which their art could be interpreted as a »language« was
observable in their work. Even after 1970, when analytical
trends became dominant in European conceptualism, their
work can best be characterized by the first sentence of
LeWitt's about conceptual art: »Conceptual artists are mystics
rather than rationalists. They reach conclusions which logic
can never arrive at«, rather than by the acrobatic turns of
phrase of the art criticism which borrows its terminology from
linguistics, semiotics and information theory. But they have,
in a certain sense, carried out the most radical
dematerialization of the art media in @ manner which is
essentially different from analytical conceptualism. At the
moment when the analysis reached the level of art as an

idea about art, it turned out that to the OHO group that idea
represented something different from the analytical proposition.
In their work this idea was intuitively linked with visions of
inaudible but active energies of the positive, »good«
consciousness, with ethical evaluation of art production and,
lastly, with the spiritual interpretations of cosmic recollections.
In this research, which in the period of post-conceptualism
represents the usual material and subject of applied
speculation, they were pioneers, but pioneers who did not
want to turn their experiences into capital. They thought

that there was little sense in showing and presenting their
spiritual experiences in the form of messages. They believed
that the new field that was developing from their artistic
conceptualism required painstaking and long work. They
were also convinced that for this very reason their present
efforts in the social and spiritual fields would be equally
artistic and creative as those in the period between 1966 and
1971.
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The Family at Sempas

Sempas, Nova Gorica
Figs. 39—42

The Family at Sempas was founded near the village of

Sempas in the Vipava valley on 11th April 1971 by the
members and friends of the OHO group: Marjana Juvanc, Irena
Majcen, David Nez, Milenko Matanovi¢, Ajra, Nike, Marko and
Marika Pogacnik, Samo Sim¢&i¢, Zvona and Andraz Salamun.
The settlement represents the last joint action of the OHO group
and the beginning of the life of the »family«, in the period
between 1971 and 1977 the family increased and decreased

in size, sent its members out into the world as messengers

of the experiences acquired through work in the fields,
meditations and other spiritual exercises.

The first task was to make a living on a piece of land that
had not been farmed for years. The soil had to be brought

to life by hard work, it had to be listened to in order to get
its message. The first three years were devoted to this life
with the land, nature and cosmos. The core of the family was
Marko, his wife Marika and their three daughters; they were
later joined by Andrej, Bojan and Zdravko, who helped with
the work and added to their skills both in farming and
handicrafts. Now they also have a pottery and a smithy and
Marika does weaving. From their communication with nature
and animals there evolved a spiritual basis for the resumption
of their oldest experience — the practice of art.

The activity of the family at Sempas grew out of the
experiences of transcendental conceptualism of the late OHO.
The spiritual field in which OHO stopped in 1970 71 has been
broadened and, what is more important, placed on a firm and
convincing basis. Their artistic activity is still a form of
conceptualism, but a conceptualism outside the categories
that can be applied to the accepted conceptualism (e.g., they
have retained only the idealistic and ethic link with the
artistic past; on the visual plane, they apply a special
interpretation to the traditional drawing, which can be
observed in ther »school of drawing« — Figs. 40—41).

The decision to move to Sempas was the result of the need
they felt to leave the established field of art and establish

a link between art and life, since the guidelines of their
transcendental conceptualism were at the same time practical
instructions for day-to-day life. Their work at Sempas has
brought them to the conclusion that the time is coming

again when art can again be the carrier of the spiritual
information and energy indispensable to mankind, that the
artist must be, as Marko Pogaénik writes, »the beater of that
impulse, the servant of mankind and the planet in this critical
age«. The invisible but effective world of energies which

they gradually began to perceive and understand, maintains
the course and rhythm of their life, links them with nature and
animals, ties them into a friendly family and helps them with
the