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restauracijske tendenclje Takvim d 'Ia\ran m_avangardn T (

put novom osjecaju Sto ga otkrivamo u dije astalim potkraj sedmog

postoji i danas prije svega u mediju slikarstva, Upravo zato avangardna vizu

damdesetih godina otvaraju prijeporna pitanja Sto je danas umjetnost, koji je to »novi duh« &to
sada prozima medij slikarstva | koliko je bio ili jest prisutan u aktualnim vizuelnim medijima.
Drugim rije¢ima, kojim je djelima naSe vrijeme obiljeZeno i kako pojedina sredina reagira na
zahtjeve svoga vremena.

Galerija suvremene umjetnosti, organizaciona jedinica Galerija grada Zagreba, odlugila je da na
ta pitanja odgovori prikazom onog segmenta likovnog zbivanja u Hrvatskoj koji smatra za to vri-
jeme najznacgajnijim: prikazom a\.rangardnlh nastojanja sedamdesetih godina u Hrvatskoj u inter-
pretaciji cetvorice struénjaka. Zato mnogi autori, ¢ija djela beogradska javnost vise ili manje
poznaje, nisu zastupljeni na ovoj probiemskm lzlozbl Paznja je koncentrirana prvenstveno na
one autore koji su stasali u tom desetljecu i &iji je rad djelomiéno znan u Beogradu zahvaljujuéi
prije svega aktivnosti njegovih avangardnih centara koji okupljaju mlade.

Vet smo spomenuli nedostatak povijesnog odstojanja. On se svakako odraZava u tandéinama tu-
madenja vizuelnih pojava toga desetljeca, a to UVJemje i individualne pristupe autora ove izloZbe,
koje treba kao takve uvaziti. Jednako tako otvoreno je i pitanje valorizacije, posebno stoga slo
upravo sedamdesete godine prevrednuju dotadasnje vrijednosti. Otvara se dakle pitanje kako
vrednovati ono §to je stvoreno »s onu stranu estetike«, pitanje koje nova estetika rje$ava na osno-
vi novonastale umjetniéke prakse.

Tako ova izloZba ima zadatak da ukazivanjem na vizuelne prilike sedamdesetih godina i njihove
probleme pridonese razvijanju kriticke i kreativne svijesti i pomogne sagledavanju danasnjeg
trenutka s drugog aspekta od onoga na revijalnim prikazima koji obuhvaéaju svu &irinu likovnog
zbivanja.

Boris Kelemen
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metima ili Ob.;-e.,-dnl é&_m?(vn p&?;:!g?a?eé?n?{%gan]a) i arkane {tai_qe}. Trokut _ﬁaz:\fa_t S‘?be.”koz!"fiﬁ-
amuleti (zapisi m?‘Q,I]S,OQ zanima kako stvari Zive same po sebi: »sustav Zive materije je poisto.
kim alkemicaroms, | njegf iiom«. Te stvari, koje Zive same po sebi, lmgjudstoga i svoju »rezonan-
vjeéen odnos tvari s en ugsj ostaviti U odnosu na postojece predmete jednu novu — s;fo;u rezo-
cu«, a Trokut pokusava |i§iﬁh tvari il stvari dovodi do paradoksalwh s[tgacua, te tako nastaje
nancu. Konfronl‘_ra"!!g r?ﬁ energija, nova spsihomaterija predmeta«. Po Trokutovu je misljenjy
i Iﬂl‘ 'OE:{ fenomen ha svoj natin, a zbir predmeta jednog vremena pogazate“l]e
e :wagslililé%?r:grg?ke:« lzgled i sadrzaj starog predmeta postaju danas za nas novi »emaocio-
njegove » 2.

n]algo—ekspresivni« sadrzaj.

u rupu mogli bismo ubrojiti jos i niz drugih autora. Krivotvorine Dalibora Martinisa iz 1974,
ovu g

i isteni jski rata na kojima je autor ]nteruenirao docriayva-
godine sastoe se od I?‘_{B Iﬁlégfgﬁr;e“ﬁ;é%gé;aa’:jgg Kpacjed.inih dijelova kako bi koncepvthamo uputio
njem, oznacivanjem, lij Pe]étaj‘ pddruc":ja grada ¢iji je plan na karti ucrian, na razmisljanja o pro-
ke drg‘kélll rzzm! {Resemantizaciiom tramvajske karte postigao j& novu semantizacijy
storu i zbivanjima Oéotnﬁsiamisliti Znatan dio radova Mladena Stilinovica, o kojima govorim na
e ot Foga g' biti svrstan u ovo poglavlje. Sve njih karaklerizira trazenje sustvarnosti
drugom mlestu, mogao 1 bivanjima, a u tome im pomaze pringlp resemg:nLu:acue i nove seman-
i prggﬁmet:ma, pqlayangsiaz Bio j]e to' dio pokreta za razoblienje svega ito je predstavijalo pre-
E?:lf:ﬁng?:ﬁjoa\ﬁn;m&irguhm}nom kreiranju nove stvarnosti kojoj su teili.

video ) .
x1 iatni i , i nastanak prvih umjetnickih video-vrp-
Interes za video javio 86 i-'lasm‘]‘Jmlgﬂ.“tkal-( reé&gg]_r;% r{?i?: slredstvo umjetnickog izrazavanja. Javio
ca odgovara trenutku vka‘?a e taj rnezlj r2b pe i ostao sedamdesetih godina znacajan po najbroj-
= HLUBHE © Zagmba?km Sl a‘d agivr c]om i po postignutim rezultatima. Pri tom treba imati
aljim umistniclg Kol 20 A ? g l“eotamp ‘adnostavnom opremom, koja se sastoji od kamere |
e e e i raspo‘_ag_a Iudit'l ]Ponekad loda tehnicka kvaliteta snimaka i ograniten
rekordera, osim ako bi je uspieli POS ti duzeg | ozbiljnijeg bavljenja tim medijem. Tako je pro-
ol sadovs posljedllca Su nemogucnotsk i¢e videa kao socijalno angaZiranog umjetnickog medija,
Bl i feda 0 bl ) likoi televiziji | izvréiti drustveno-politicku i kulturnu
Video nikada nije uspio postati alternativa velikoj e i LR gl s gl )
faii i i i niega otekivala®® Umjetnicl su s jer na
misiju kakva mu je proricana | kakva se 051 Ieg = < iliezenje osobnih umjetnickih
Lues ili alnim videom, koji sluzi za biljezenje o nj
mornija djela«: bavili su se izv. person n vid . KoJl sluzl : ettt
3 ili ietnidki h akcija, i metajezickim istrazivan] ga medija.
ostupaka ili umjetnidkih procesualnih akcija, Ckim  istraziy e e
B sivania ili iticki vid toiat ¢e demistificirati taj medij i u i jegove
iazicka istrazivanja ili tzv. analiticki video nastojat 1 il
: i ice, i to je najvaznija karakteristika videa kod nas u osmom deceni]
mo.gué‘rf.ostll ol iy koij ite ne moze sigurno reéi postoje li jos, djela su Brace Dimi-
Na]ra'q”i ‘Vgeoe;rrgd%:lliu?jzkam%rsaiowgimﬁitrijevié izvodi 1971. Stilske vjeZbe sMetabolizam kao tje-
e i ‘misljen; i kulptura«. To su serije od po 5 sekvenci od
lesna skulptura« | »Proces misljenja kao tielesna skulp : JEE : > (e
iR imli i h za metabolizam ili misaoni proces (jede
kojih je svaka snlml;ena_r;af(lon Ijednle od Iradnljl vezani e s Dnitriovic s !
njg an{ha' b v_ode ih‘ Eltamebﬁiﬂ:giqaali ;chnj‘igs?\;rpséi;w}’orp}s kao umjetni¢ko djelo i Predava-
Lo e e p]; to Ja se prestao bal\fiﬁ videom. Goran Trbuljak snima 1972
i geogr_afm umfefnosrr, e ] j od backih bolnica. Taj rad treba zahvaliti
Perimetarski test vidnog polja umjetnika u jednoj od zagre b e
dolasku u Zagreb Van Schiyja i Willoughbya Shqrga, EIOJI su sa sob_oml onijeli vi g bpl' . |.|
ozivili interes za video medu zagrebackim umjetnlmmla.‘_ V_l@eﬂ-;ﬁdpw Dlr[ntru_eyica i : Y'E |a\d'a|
slijedu su njihovih preckupacija — u Dimitrijevica to |& |Isp|§wanlje‘sto moze bili umjteﬂl;: od}e;au
i &to odreduje njegov status, a u Trbuljaka pitanje objektivnih mjerllalnastanka umjetnickog djela.
Naredne godine odrzan je u Grazu Trigon '73 pod nazivom »Audiq-\flsue_l_le Eiotsqhaften\:r sa E‘el::
cijama Govor, Stvarnost i Meta-akcija. Komesar jugoslavenske participacije na Trigonu erar 0
vat Pintari¢ pozvala je zagrebatke umjetnike Borisa Bucana, Sanju Ivekovic, Da]|bo_ra Mardlnlsa
i Gorana Trbuljaka da za odrzavanja manifestacije snimaju mdeo-radgve. To ie bl!a jedna o kp(-
vih znacajnih manifestacija koje su tih godina razmatrale fer}_or’nen wdgo-medna i problts;‘_r{] gzn
$tenja novom elektronskom tehnikom u umjetnicke svrhe. Nasi ce a_utorl nz}kon T.I'IIQDI"IEI biti p tl
vani da sudjeluju, ili ée se njihovi radovi prikazivati, na gotovo svim mamfesta_cuan:la wdte%-_zra
u tom deceniju. Godine 1974, Sanja Ivekovic i Dalibor Martinis sudngUJu na »_qugo—lfmﬂﬂc 1de0
Art« manifestaciji u Lausanni, gdje takoder snimaju nove vrpce. Dlnlwsu gstall napuze vezani uz
video, i zapravo se uz performance u drugoj polovici decenija najvise njime bavili. Zbog nemo-
guénosti da u Jugoslaviji dodu do opreme snimali su uglavnom u inozemstvu uz pomoc Garlgezrte
del Cavallino u Veneciji (na Arte Fiera u Bologni i Motovunskim susretima 1976), Art Tapesa 22
Firenzi, a zatim na putovanju po Kanadi i SAD 1978. i 1979. Projekcije video-radova stranih i d|0—
macih umjetnika odrzavale su se u Galeriji Studentskoga kulturnog centra u Beogradu i U Cdiaei-
riji suvremene umjetnosti u Zagrebu, a od 1976. u Centru za multimedijalna |s_irazwa_n;a'5tu ent-
skog centra u Zagrebu. Na tim projekcijama viden je najbitniji dio svjetske pro:zqun}e Vldep—arta
u vlasni&tvu grupe Video Heads, Art Tapes 22, Garryija Schuma, Luciana Giaccaria i Galerie del
Cavallino. Najznacaijniji video-susret u Jugoslaviji odrzan je u Motovunu 1976. u okviru Motovu?-
skih likovnih susreta na temu Identitet, a umjetnici su se sluZili opremom suorganizatora slisretd
Galerie del Cavallino, Tom prilikem nastao je najveéi broj video-djela ne samo u hrvatskim neg
i jugoslavenskim razmjerima. Povremeno su umjetnici radili s opremom Centra za multimedijalna
istraZivanja, ali zbog standarda opreme? nisu mogli izvesti kompliciranije zahvate nego samo
manje akeije ili instalacije. Za Sanju Ivekovié | Dallbora Martinisa period od Trigona do Moto-
vunskih susreta 1976. razdoblje je interesa za video kao medij koji svojim specificnostima stavija

nove zadatke pred umjetnika. Video je medij kojim se moZe intervenirati u duhovnu okolinu; Z&

njih je to sredstvo kojim je moguée razobliciti moé manipuliranja oficijelne televizije. U sklopd
Meta-akcije na Trigonu izveli su zajednicki rad Tv Timer koji se sastojao od dvadesetak jedno-
minutnih intervencija video-slikom U redovni program austrijske televizije. Time su pokazali mo:

gucnost kenfrontacije dvaju oblika Sirenja elektronskih vizuelnih informacija — televizije i videa

dakle sluzbene i privatne poruke. Ideja za takvu realizaciju proistekla je iz otkriéa videa kao

transformirani u artisticke objekte koje je nazvag

objektivhog medija kojim svaki poledinac moZe stvarati kontrainformacije | otkrivati stvarnost sa-
mostalno nasuprot obradenoj stvarnosti javne, sluzbene televizije u kojo] arupa li pojedinac
djeluje kao selekior informacija i njima raspolaze do nivoa manipulacije. Drugi radovi Sanje Ive-
!(ov:c, kao Svitanje, Slatko na_sme, Gledanje u ..., ili Martinisova Mriva priroda (koji se sastoje u
mtervgr_:chama na tv-aparatu ill prepariranju tv-aparata) ironiGni su komentari kvalitete redovnog
televizijskog programa. Od 1976. opada interes tih autora za posebnosti medija a raste interes za
analizu svp;e‘_liﬁnosh_ S pomocu njega. Bit ¢e to problem identiteta liicnosti samog umjetnika, ili
¢e se opcenito stavljati u pitanje mogucnost potpune identifikacije bilo koje osobe. Kod Sanje
rvekpvlc to ie VICllJ!V_O u d]e|il:l']ﬂ. Rekonstrukeije, a kod Martinisa u Portretima od ... i Triptitiu.
Sanja Ivekovic pocinje sve vise paznje posvecivati procesualnosti. Radnja se izvodi pred kame-
rom, pa proces zbivanja pratimo kao neku vrstu miniperformansa. Od problema svojeg identiteta
autorica se tematski okrece problemu identiteta Zene kao liénosti. Radovi Make up-make down
Instrukeije, Un jour violente imaju feministicke oznake. UpuGuju nas na razmatranje odnosa pri:
vatnog Zivola zene prema opceprihvacenim, klisiranim »zivotima« Zena s reklamnih fotografija,
kao i svih mogu@nh_podsv]esnih utjecaja u kojima dolazi do izrazaja erotski moment, posebno U
oblicima kozmetickih predmeta i na&inu njihove upotrebe. Jedan od najboljih njezinih videa,
fnter nos, snimak je video-akcije u kojoj interakcija izmedu gledaoca | autorice posredstvom tv
kamere | ekrana videa bez direkinog kontakta poprima erotski karakter. Poslije 1976. Sanja Ive-
kovic_ sve Jnyenzlvnije radi performanse, a nastaje i nekoliko video-performansa u kojima ona
izvodi rad u interakciji s video-medijem. U toku akcije Telal u Studiju GSU 1979. umjetnica poku-
sava posredovali izmedu medija i publike preuzimajuéi neku od njegovih funkcija (interpretira
sliku |_J| ponavlja zvuk) kake bi ustanovila svoje moguénosti nasuprot kapacitetu videa u interpre-
taciji lnformacija. Nakon radova vezanih uz temu identiteta Martinis takoder vige ulazi u direktnu
konfrontaciju s medijem. Video imunitet i Otvoreni kolut paradije su na video. U prvom slucaju
video-zrake sluze za Martinisovo »tusiranje«, a u drugom njegova glava sluzi umjesto koluta re-
kordera za namotavanje vrpce.

U dva navrata, 1978. | 1979, Sanja Ivekovic i Dalibor Martinis borave u Americi i Kanadi snimajuéi
i prikazujuci svoje vrpce.

Goran Trbuljak nije nikad napustio analiticki pristup videu zapedéet na Trigonu 1973. Metalingvi-
§tiéki aspekt radova izraZzen je u ispitivanju odnosa slike videa prema tehniékim uvistima o ko-
jima ona ovisi. U Grazu na Trigonu nekoliko radova (Trbuljak nikad nije davac naslove svojim
video-vrpcama nego ih oznafuje »Bez naslova«) biljezi procesualne postupke koji se dobivaju
osnovnim baratanjem video-opremom tako da se istaknu ogranitenja koja ta oprema postavlja.
Jedan od takvih tipicnih radova nastao je uz pomoé dviju kamera od kojih je prva snimala strop
a druga prvu kameru. Kamera koja snima strop okrece se na stativu oko svoje osi sve dok joj
kretanje ne onemogu¢i kabel kojim je vezana uz rekorder. Druga kamera prati biljeZi ponasanje
prve kamere — namatanje oko kabela | ponavljanje radnje u suprotnom smijeru dok se ne oslo-
bodi kabela. Trbuljak razmislja o mediju, o moguénosti iznofenja s pomodu njega specifiéno-
sti samog toga medija. Razoblicuje ga, i sadrzaj video-vrpca nije drugo nego sam medij. Isti taj
hladan postupak na strukturalistickoj razini razmigljanja o mediju videa primijenio je u motovun-
skom radu Bez naslova. Tu medij promatra sam sebe, vlastito trajanje i viastiti kraj. Na naéin koji
je nemoguée izvesti drugim medijem video-kamera snima svoj rekorder, svoj vitalni dio — memo-
riju, i intervenciju na njemu — rezanje Skarama vrpce koja opet registrira dodir metala i njegovu
posljedicu, demagnetizaciju, a ubrzo | prestanak rada kamare.

Kao istraziva¢ videa pojavljuje se 1976. Ladislav Galeta. Njega prvenstveno zanima moguénost
video-slike koja se ne moze ostvariti drugim sredstvima. TV ping-pong iz 1976. godine pokazuje
ucinak koji se postize upotrebom dviju kamera od kojih svaka snima iz svoga kuta po jednog
igraca ping-ponga. Dvije slike dobivene iz dva razli¢ita kuta, spojene po vertikali na sredini ekra-
na, daju neobiéne kutove ulaska i izlaska loptice na ekranu. Po istom principu spajanja dviju po-
lovica slike nastac je rad Medijska igra. lluzija cjelovitosti lika glave razbija se pojavom ruke na
njezinu sredistu. Drugi njegovi radovi — TV snajper, TV konture, Intervencija na ekranu iz 1976
— ispitivanja su zakonitosti, kojima se pokoravaju tv snimatelji, s obzirom na smje&taj likova na
ekranu ili tipova kadrova kojima se sluze.

Takav pristup videu nastavljaju i neki mladi autori, na primjer Ivan Faktor. Na 12. salonu miadih
1979. on prikazuje projekt koji ima za cilj ispitivanje tehni¢kih granica videa. Trajanje snimanja
video-kamerom Zarulje od 1000 W ograni¢eno je izdrzljivo&cu ekrana odnosno video-uredaja pred
tolikom koli¢inom svjetlosti.

Osim tih tematski orijentiranih grupa video-radova u toku sedamdesetih godina nekoliko autora
snima po jedan video-tejp vezan uz njihove opuse u drugim medijima i materijalima.

Boris Buéan na Trigonu 1973. radi »Lazno djelo«. On kaze: »Djelo, koje ¢e biti prikazano na
video-tejpu, svjesno sam napravio dokazujuci da pravim lazno djelo. Video-tejp ne upotrebljavam
u bilo kakve eksperimentalne svrhe, ve¢ zelim tv medij iskoristiti kako bi Sto veci auditorij kon-
zumirao moje lazno djelo.«** Na video-vrpcu trebalo je paralelno u Zagrebu i Grazu snimiti stav-
ljanje velikog transparenta s natpisom »LaZ« na fasadu neke kuce, a pri tom zabiljeziti i reakciju
publike.

Rad je imao nekoliko konotacija: Buéan je napravio djelo koje ne smatra umjetnickim ali ga
stavlja u kontekst umjetnosti i u kontekst javnog mijesta. Dielo koje nije umjetnicko predstavlja
se kao umjetnicko i provocira rijedju laZ. Sto je laz: politika, umjetnost, medij videa il televizije
ili samo djelo s nazivom Laz — ostaje otvoreno pitanje. Niz sliénih provokativnih radova Bucan
je izloZzio na svojoj samostalnoj izlozbi u Galeriji suvremene umjetnosti 1975, Uvijek je u pitanju
znacenje i smisao nekog djela i njegove poruke.

Julije Knifer 1975. dokumentira videom radni proces postavljanja njegova golemog meandra u ka-
menolomu u Tiibingenu. Procesualnost postupka pri izvedbi djela i procesualnost ponasanja me-
andra kad je bio zavrSen i izvjeSen na stijene daje dokumentarni karakter nastanku meandra i
dramatske vrijednosti ovom inace do tada staticno prezentiranom radu.

Boris Demur 1976. snima video Work koji je u podrugju njegova interesa za istraZivanje odnosa
materijala, procesa | zavrdenog djela. Osnovna je zamisao pokazali, ispisivanjem rijeci »works
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¢ t\;an‘em radnje bltnost jzvrsenog Iﬂdﬂﬂg proce:

i ip i | e, ” O

]ﬂll gl p 5

i i irelevaninost materijalnog
> T etnickog djela | ire Sheiisnd nog
; S kao konstitucije umi i daovrpce«. Ta] |e video zasno-
vantnost samog "'amr"’;ljr;?n%glzzgad]elovania_ unutar upopr?]gat :&?ﬁ?,prgces« (i enitan -
traga k?".pﬂs”edlf%kli]m premisama kao | njedovi oy Koii pokazuje njegov stav prema pro.
il Isuml':l?:;z: Stilinovié snima video CEIHZHF” E'g’vfgeo?\ilrpgu snimio tekst koiji nijedna sluz-
|ste godine ovic je najprije n P blematiénih« djelova sasta-
blemu cenzure | a;t_oggjr;zvl.;ir:; f tz]la!n;:rikazi\.ranle je nakon brisanja »Pro 4 i
vizija ne Bi i i izhrisao.
Ef::n?:;ﬁ,lzi‘;iralnu yrpeu, dok je original IZb"::‘II’anE o na bdr
Feljko Kipke primjenjuie video za qok\tjrr;ge i biljezile odnos fizickod ‘zamuradl Sviesne
7 imio e 3 i i je ovisno o duZini nje-
materijalima, Godine 1979. enim nlih uz autorove intervenciie. vigaol el Sradenam Ll
koncentracije ili sliénih radnji veza samora ruke, moguénosti ostajanja U OCGTECe polozaju

bnosti interveniran|a, npr.
gove sposo e Daily Maila 20, decembra 1979,

i i »Gitanj Sl 5
ilt‘ct:!l.r'nislau Gotovac snimio |@ 1979, u Amsterdamu \r‘;fi?deu, i ey drug njegovi il

Taj je rad dokumentacija procesa Eitan!?ﬂ;ﬁ;"gz i
_slusanje radija, Gitanje novina —;sr_lr:a ali je pokazala svu Sirind moguéih pristupa mediju,

ij i ij ro . o . . 'F .
Video-produkelia ”rgr::tt\?:ﬁé S:Eiino o osobnim problemskim okvirima dielovanja samih autora,
2o |e najvaznije, P

(djelo) na razligitim materi

ojih intervencija na zidu, papiru i drugim

Performanse 4 ]
ih godina bilo je u hrvatsko] umjetnosti niz é}kcuadpfogezgﬁlgﬁﬁqkz;aekéﬁir;iﬂ|
U toku sedamdeseti .kg “wodio pred publikom, ali cema & ovdje zadrzati i .
djﬁl’avimlatilgauiggﬁ?rlma;nse koji podrazumijevaju istup”ulrnjtiatglgfué;dj gg?vrgra-nja blasliiggmgjnjz
e ivanj ici i terijala istit
su odraz gm;etniko\.'?aloci{ﬁaiwizrg:ntrgglcrljoar;:lr?jflameul Skll.gpu p‘erformlanse, odrnosn'o 7elije da se
u ‘?kfp,[E;A\rg}e];gafe”;awmi U statiéan objekt. Umjetnici se ségzengénlljlk‘?zmpgt;_lroocrmufaréstiogatﬁ;}:(t
umjetnic . ekl L = Bk e ‘ ‘
é.en!je svojih poruka koﬁen:ki{;oiilzfggmugl?rind?saft%gm ol shpub!ikom_k 0 Drocesieli
e prqstorpo—vrgamg umjetnik goveri »u prvom licus, Sto znaci da su e sl[pon!'ram mﬁgw
perf_orm_anskllm Sl-ttulac”sihcloéki pa | bioloski momenti potrebni za prenodenje In |_mn|:1 poruka u
Ja | svi supJektlvnl |Eama‘u i veoma relevantne drustveno-kriticke gpaske_. Razotkravgn,e ili traze-
k‘?hma se QSStOt'LpEe kao; lidnosti ili pojedinca U sklopu drustva ces_ia je t+em?“ra \?'\.r.'% nals{ta‘m!
E}epri\?egsialinmI;gdijima, u videu i performansama. No problem identiteta licnosti | pokusaj

njegova sagledavanja unutar cjelovitoga Zivotnogd sistema svoga vremena imao je svoju najavu
u statiznom obliku izlozbom Zelika Borgi¢a, Psihoki

berneticki superautoportret odrzanom 1973,
u Galeriji Studentskog cent

im i i trana na Motovunskim susreti-
ra, a zatim je 1976. ta tema blla razma a | ! i
ma i posebno u nizu radova Sanje vekovié na samostalnoj izlozbi potkraj iste godine pod nazi
vom Dokumenti 1949—1976.

lzlozba Zeljka Bor€ica Psifokiberneticki superautoportret, odrzana 1973, oznatuje u tom trenutku

A ija i iju i ijalno angaziranih intervencionisti¢kih akcija
g?: et;ﬁri:sstri?g]gIigﬁgiir‘:”iap!r?::tfg:ﬂ ;Trti?gﬁf alz?gib?gé sastoja?a od najsire r{}bu:waéene dokuypetn-

h i PG izitki ihigkim i g im bicem. Ukljuéivala je njegove foto-
taciie u vezi s Borgidem kao fizigkim, pls,mlcl'umll drugtvenim . ] i
graf]ije s odjecom | bez n]_e,qutograﬂlje iz obs;eljsvkog kruga | Svet"étl% ssoggn?gﬁijﬂa igjél%%\:(;riz
vatni i drustveni zivot ukljucujuci primjerke izlugevina njegova ijela, kose, ' !
dietinjstva, knjiga, oscbnih iskaznica itd. Zelio je dati totalitet egzistencije I;fad'ne osobe sviesne
e a'to' ]ga i svoje liénosti, Bila je to ekspresija na nivou body-artistickih gesta koja nije
s»br(n]:_gawgac;z JErlglctz;sualnc prezentiranje ili zbivanje pred publikom u odredenom vremenu nego
goij(ﬂﬁ;entac?ju fizicke prisutnosti tijela autora u stvarnosti, ali tijela kao moguéel materije umjet-
nicke interpretacije svoje osobe. Godine 1974. Borélié organi_mra Iakcuu Pos‘hedn;fa tprmkfg da ,l?i:i
ove godine postanete poznata licnost koja se sastojala U snimanju prolazr]!ka s fotogra lj_amEL ;
ca slavnih osoba &to su ih sami odabrali, stavljenih u obliku maske pred njihovo lice. Ta je akei-
ja takoder u slijedu misli o viastitom identitetu. N ;
Na izlozbi Dokumenti 1949—1976. Sanja lvekovié je izloZila niz rad?v\{g_!(ujlma pgkazw_e:_ kak_o se
njezin identitet sudeljava s antiidentitetom koji jo] nameéu rjajralzllclltm masovni mgdlu. Prihva-
¢anje kliiranih tipova licnosti sugeriranih reklamom postavlja pitanje pravog Ildentdeta njezine
lignosti. Sanja lvekovié odabire fotografije, pravi kolaZe iz privainog zivota i iz Stampe te me-
todom jukstaponiranja materijala navodi gledaoca na zakljutke. Ona :_‘teprestano {znosi svoj t_den-
titet — identitet svoga fizickog izgleda, svoje okoline | svoga tipa iwct_a_l-—‘ngasuprot identitetu
(ill antiidentitetu) osoba &ijim se Zivotnim situacijama bave Stampa, televizija i _f!_lm. H_z?d Dvostru-
ki Zivot trazenje je podudarnosti lika Zene u svijetu reklame s njezinim vlastitim svijetom. Ona
razotkriva »lazne mitove i ideale« i utvrduje kolika je bila njihova uloga u formiranju njeziné
licnosti | stvaranju identiteta. !
Problem identiteta i sukob identiteta lignosti umjetnika s okolinom i dru$tvom, u kojemu umjet
nik kao slobodna lignost »u prvom licu« iznosi svoj kriticki stav, predmet je niza pojedmaémh_
radova drugih umjetnika, ali je bio centralne pitanje upravo performansi i akcija u kojima se i
najpotpunlije ocitavao.
Jedna od najranijih procesualnih akcija zabiliezenih u nas, vrsta mjesavine happeninga i fluxu-
sa, izvedena je 1967. godine pod nazivom »HAPP NAS«. Autor je bio Tomislav Gotovac. 'rjapj
pening je odrzan u »Podrumsko] sceni« u podrumu llice 12, a prema scenariju (koji su napisall
Hrvoje Sercar, Ivo Lukas | Tomislav Gotovac) prostorija je bila aranzirana dimom tamjana, na
stolcima su bile prazne puZeve kuéice a na zid su bile projicirane fotografije golih Zena 1z
»Playboya«. Na pozornici je bio kredenc s mlijekom i kruhom, dva bata od po deset kila, lopte
od novinskog papira, nekoliko koko3i u krletki, gitara, violina i harmonika. Uz te predmete sjedila
je Zena s rizom i bombonima u Sustavim omotima, koja je imala zadatak da baca rizu na publiki.
Trojica perfcrmerg bila su__od_jeven_a_L u crna odijela i bijele kosulje s kravatama. Happening se
sastojao od tr dijela — pijenje mlijeka, jedenja kruha i razbijanje kredenca; sviranje na instri:

mentima koje nisu poznavali; bacanja papirnatih lopti i koko$i na publiku koja je jednako uzvra-
¢ala. Happening nije dovrsen prema zamisli (izostalo je unistavanje Zivotinja)®® To je ostao je-
dini happening koji je bio zamislien s eslementima destrukcije, i ostao | ini . J
: - : | ukcije, | ostao je [edini happening uopée
izveden kod nas. On |e veé tada nosio u sebi karakteristike daljnjih Gotovéevih akeija, koje su
diverzija na sociokulturnu situaciju gradanske sredine. Zbog takve osnove njegovih radova mo-
gli bismo ih smatrati anarhoidnima, ali Gotovac nije defetist ni asocijalno orijentiran: na njegovoj
su meti odredena ponasanja proiziSla iz malogradanskog mentaliteta, koja se pokaiu]u kao pre-
preka normalnom razvoju ponaSanja i drustva. Gotovac, takoder, svojim radovima signalizira
rubne situacije frustracije, koje mogu dovesti do eksplozije ogoréenja ili nezadovoljstva® To-
mislav Gotovac dJelLu‘e i} paéoi umjetnosti od pocetka Sezdesetih godina, kada nastaju njegovi
prvi fotogrgfski rad{?w_. zaltm'filmski, kolazi i niz akcija, a u posljednje se vrijeme bavi [;gragiito
procesualnim radovima. Posebno znadenje U njegovu opusu ima strukturalistidki film.
Njegovi radovi krecu se od krajnje intimnih akcija, u kojima se privatni svijet sukobljava s Javnim
i u kojima se umjetnicki senzibilitet ocituje u nadinu zivota, stavu i ponasanju. Gotoviev izrazito
subjektivan i donekle rezignirani stav prema Zivotu dovodi ga u situaciju da pojedine periode
svoga Zivota sagledava kao svoju umjetnicku akeiju, kao &n umjetniGkog opredjeljenja. Zapo-
slenje, 1956_—195_57. smalra on svojom Zivotnom akcijom; slijede 1957. Pilule, 1962. Udisanje
zraka, Pokazivanje Ella, 1970. Siganfe, 1971. Tréanje gol u centru grada (prvi stricking u Evropi)
1972—1976. Kazalisni glumac itd. Ve¢ ti rani radovi, kao Pokazivanje Ella i Udisanje zraka c;
kojima postoji I{otogr'afska dokumentacija, imaju oznake akcije s tautolo3kim pristupom — régi—
striranje su obicnog ¢ina ili prizora s izrazitim siromastvom vizuelnih informacija ili dodatnih po-
dataka koji bi objasnjavali motive i razloge izvodenja akcije.
Gotovac za svoje akcije | performanse ne upotrebljava rekvizite nego sebe stavlja u situacije
koje provociraju napetost izmedu gledaoca i njega zbog konteksta koji je odabrao za izvodenije.
Za vrijeme Urbofesta u sklopu 10. muzickog bijenala 1979. Gotovac je na Trgu Republike u
Zagrebu realizirao Projekt 700 koji se u prvom dijelu sastojao od stotine studenata 3to su zvizda-
i na Gotovéev znak prema =parliturama« ucrtanim u kvadrate na mjestu gdje su stajali, i
tako su oblikovali »zvukovni objekt«; u drugom dijelu Gotovac se svukao i nag zvizdeci poceo
po odredenom redoslijedu obilaziti na tlu ucrtane kvadrate. Ta je akcija izazvala reakcije publike,
ali i sudske konzekvence.” Zelim »slvoriti jednu neobiénu situaciju za sebe i druge, drastican
spoj intime | javnosti«, objaSnjava Gotovac akcije u kojima se pojavijuje neodjeven.
U toku 1980. i 19_81, Gotovac izvodi akcije Slusanje radija, Gledanje televizije, Citanje novina, Pro-
senje, Ciscenje javnih prostora, SiSanje [ brijanje u javnom prostoru i Kolportiranje Studentskog
fista, koje su se sastojale od javnog ponavljanja tih svakodnevnih banalnih radnji, dakle golih
egzistencijalnih &injenica ili svakodnevnih E&injenica izvedenih u normalnom vremenskom procesu
trajanja.
Gotovac je i svojom pojavom (visok, krupan, dugacke kose i brade) i svojim akcijama provocirao
gradanski mentalitet na reagiranje, ruseci stereotipe i kréeci labilne zakone morala sredine koja
se suprotstavija svemu $to nagoni na razmisljanje | revaloriziranje &injenica Zivota. »Ja zapravo
jako volim ljude i volim Zivot, i volim sve, ali ne volim tu jednoobraznost, to me smeta, i ukaluplje-
nost me smeta, i smetaju me sve te stvari koje su Kanonizirane, premda nemaju svrhe da budu
Egnonizirane«, kaze Gotovac.
Performansama smatra Braco Dimitrijevié svoje interviewe u Walraf-Richartz Museumu u Kdélnu
1874. i Salonu Muzeja savremene umetnosti u Beogradu 1975, u kojima je pred publikom odgo-
varao na pitanja vezana uz konvencije djelovanja umjetnika. Isto tako performansom mozZemo sma-
trati Koklele u ¢ast slucajnog prolaznika iz 1975. u Galeriji Studentskog kulturnog centra u Beogradu
i u Richard Demarco Gallery u Edinburghu, a zatim 1976. u povodu 5. aprilskog susreta u Stu-
dentskom kulturnom centru u Beogradu priredeni Ruéak u cast sludajnog prolaznika. Kokteli i
rutkovi uobi¢ajeni su oblici kolektivnog dogadanja kejima je Dimitrijevi¢ samo inicijator, a po-
zivnicom obavjestava uzvanike da je prijem uprilien u povodu sluéajno odabrane osobe.
Sanja lvekovié podinje se baviti performansama 1976. Na Arte Fiera u Bologni izvedi te godine
pred publikem performansu Un jour violente, a na otvorenju samostalne izlozbe u GSU perfor-
mansu Olvorenje. | performansa u Bologni | izloZba u Zagrebu vezane su za istu tematiku — pro-
blem identiteta Zene u okruzju masovnih medija i persuasivnih reklamnih poruka kojima se nje-
zina _|n_dividuafnost pokusava modificirati prema ponudenim uzorcima. U srediStu su uvijek njezin
senzibilitet | zapaZanja koja proizlaze iz njezine Zenstvenosti i Zenskih reakcija. Performansa
Otvorenje ukljugivala je publiku koju je autorica docekivala na ulazu ustiju zalijepljenih flasterom
i s mikrofonom spojenim sa slusalicama za pracenje otkucaja srca. Njezine reakcije i brzina otku-
caja srca ovisile su o osobi s kojom se susrela i rukovala. Sliéno na otvorenju izlozbe u Galeriji
Tommaseo u Trstu naredne godine izvodi performansu /naugurazzione alla Tommaseo koja je
ukljucivala bliskije kontakie, kao dodir s posjetiocima u posebnom prostoru. Reakcije na osobe
koje se nalaze u njezinoj blizini kao i reakcije osoba na njezinu blizinu, ali u media-situaciji koja
ne dopusta direktan kontakt nego samo prijenos lika i zvuka, pokazala je na video-performansi
Inter nos u Studentskom centru 1978. Taj tip performanse, vezan za komunikaciju autora s poje-
dincima ili osobama unutar konieksta odredenog zbivanja, najbolje je izveden u Beogradskom
performansu u Galeriji Studentskog kulturnog centra na festivalu performansa 1978. godine. U
toku te performanse Sanja Ivekovi¢ je prilazila osobama koje su dosle u galeriju i na nacin uobi-
cajen na prijemima s njima se rukovala obilazeéi prostor nekoliko puta i mijenjajuci svaki put
stupanj prisnosti u kontaktu i rukovanju, da bi na kraju performansa zayrsila plesom sudionika,
Zajedno s Daliborom Martinisom izvodi ona u Amsterdamu 1979. performansu Vrijeme u Amster-
damu: nekoliko dana njih su dvoje poput figura na barometrima stajali naizmjence pred vratima
jedne od zgrada ovisno o vremenu. Radovi Sanje Ivekovi¢ takvog procesualnog karaktera uvijek
bolaze od njezina profinjenog reagiranja na dane situacije. Sebe uzima kao senzor ili mjerilo rea-
giranja u zadanom trenutku jli na odredeno zbivanje. Njezina performansa — izvodenje radnje ili
ponaSanje — ovisi o zadanim parametrima i moguc¢nostima da ih ona kao senzibilno ili uopce
HU_dS’kC? bice svlada i prihvati. | obratno: njezine su reakcije pokazatelji njezinih subjektivnih
osjecaja prema okolini u kojoj se upravo nalazi.
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49. Boris Bucan, iz serije Bucan Art,
acryl na platnu, 1973, (kat. br. 65—E8)

MUSEUM PALMOLIVE

LEUT MAGNETIC

50. SEVC;{LS ﬁ:fﬂg- |-}_E§- 1973 51. Boris Buéan, iz serije Museum Palmolive,
. (kat. br. 72) kombinirana tehnika, 1975.

MUSEUM PALMOLIVE

MOJE IME
JE UMIETNICE)
DOZIVLIA)

MERCEDES BENZ

51, Boris Bucan, iz serije
Museum Paimalive,
kombinirana tennika, 1975,

52. Sanja lvekovié | Dallbor Martinis, 5

TV timer, 1973.

54. Sanja Ivekovié, Inter nos, 1978. S5,

MUSEUM PALMOLIVE

JA.SHI ca

Sanja lvekovié, Make up — Make down, 1976

Sanja lvekovig, Un jour violente, 1976.
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6. Sanja lvekovic, Instrukeije, 1976.

2. Goran Trbuljak, Bez naziva, 1873
23. Goran Trbuljak, Bez naziva, 1973

o

8. Dalibor Martinis, Mriva priroda, 1974, 59. Dalibor Martinis, Portret D. M. od Susovskog,
1976.
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64. Goran Trbuljak, Bez naziva, 1973.

60. Dalibor Martinis, Video in — Video out, 1977. 61. Dalibor Martinis, Hladan poljubac, 1977.
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65, Gaoran Trbuljak, Bez naziva, 1976.

66. Ladislav Galeta, Tv ping-pong, 1976.

67. Ladislav Galeta, Medijska igra, 1979,

performanse

TRl
6. a b, Zeljko Bor&i¢, Prvi svjetski
psihokiberneticki superautoportret,
Galerija Studentskog centra,
Zagreb, 1973, (kat. br. 64)

70. Sanja Ivekovié, Jutarnja slika, vegernja slika,
(kat. br. 115) kombinirana tehnika, 1975—76. (kat. br. 113)

9. Sanja Ivekovi¢, Dvostruki Zivot, 19786.

71. Sanja Ivekovic, Prije-poslije,
kombinirana tehnika, 1976. (kat. br. 112)
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Davor Maticevié
Introduction

{fa, and most importantly in Zagreb, has
Egznage?:fgfnég g‘;o?wo approaches to modern art, two con-
; ] i tional. The
flicting views of the world: the emotional and the ra al.
main purpose of this radical division is to make it easier for
the reader to follow the developments, rather than to Irnﬂke a
rigid categorization — the more so because & considerable
number of works display the characteristics of both approaches.
They can be found as early as the 1950's, at the moment when
artists broke away from socialist realism and when the art scene
in this town saw the emergence of lyrical and geometrical ab-
tiraction, In the 1960's — with the grouping of abstract &x-
pressionists on one side and neo-constructivists on the other
P hese two approaches can be more clearly dlff?rf_‘m'ﬂted-
The former (lvo Gattin, Eugen Feller, Gjuro Seder, Marian .J_evl—
sovar, Josip Vanista, and fo a large extent also Vlado K”Slt-
Juliie Knifer and Ivan Kozaric) usually worked independent Y.
without any declared programmatic principles. However, thﬁf‘
were quite unambiguous about their creative opposition to the
traditional concept of the picture. A less consistent group, but
equally determined in their experiment, includes Bozo Jelinic,
Tomislay Gotovac, Vera Fischer and Miljenka Horvat.
The changes in their procedure began with the physma! des-
truction and burning of the basic components of_ the picture,
the paint and the ground, which they replaced with structures
ihat were more suited to their individual artistic expression.
Most of these artists and a number of theorsticians f'ealchecl Ehe
peak in free expression within the group “Gorgon’, in w!uc_h
they organized joint exhibitions and published a qurnal. Their
discussion groups created a sort of intellectual refuge open o
artists outside their circle.
They also explored the possibilities of group work and de-
veloped an awareness of the artist's personality. Many of their
ideas could not be carried out and some of them looked like
a total illusion: according to interpretations prevailing at that
time, they were based on the absurd and neo-dadaism, but
they are in fact more related to land art, arte povera nad con-
ceptual art. The anti-journal they published already contained
tautalogy as the basic principle of work. Artists who contributed
to the journal include Manzoni, Rauchenberg and Duchamp.
After 1983 the group gradually disintegrated. Some of its former
members continued working on their own, while others left the
country for good ot for a couple of years (Kristl, Horvat, Feller
and Gattin). In the early seventies, KoZaric and Knifer es-
tablished contact with & new generation of artists; in the mean-
time they produced some neoconstructivist work. Knifer par-
ticipated in a number of exhibitions with his system of mean-
dres, while Kozaric developed an individual approach to
minimal art in & number of works.
In the 1960°s the emotional approach was in a way continued
— though the strict structuring of their works also has by two
artists: some characteristics of the second approach: Josip
Stosié developed his spatial systems within topographic poetry,
and applied them to real-life situations, thus producing some
of the best conceptualist works produced in Zagreb. Tomislay
Gotovac, with his experience in experimental film, produced
the first happenings and events for Zagreb audiences. He con-
tinued along similar lines in the 1970°s, when his work was
even maore determined by his personality in conflict with the
local socio-cultural context. The second line of work, which
has been called rational and which is linked to neo-construc-
tivist forms, can be seen in Vjenceslav Richter, Ivan Picel,
flsksar]dar Srnec, Juraj Dobrovic and, to a certain extent, Vo-
Jin Bakic and Vlado Kristl. They were more coherant as a group
lin the early fifties some of them wers adherents of the pro-
gramme of the then radiacal group EXAT 51). In the early
sixties they participated in the biennial event "New Tendencies”
and produced significant work, in op-art and kinstic art in
America and in Europe. Their works were a coniribution to
minimalization and their attitudes supported the dematerializa-
tion of art objects, democratizatization and even the anonymity
of the artist. Starting from simply programmed npictures, they
produced graphics and multiples; their fallowers continued with
the production of environments and urban interventions; They
uhsec! new, mostly machinemade materials, thus emphasising
the irrelevance of the practical realization versus the relevance
of ideas. At international meetings held in Zagreb i
these idea i : : greb at that time
s were widely discussed, co-ordinated or
the result of which opposed,
Ich Wwere a more rigorously researched appro-
ach and an awareness of the need for the artist to be sociall
ﬁg?;?;tctsd,ufT?ﬁre als;g developed an awareness of the sigs:
“ e work and the dangers of the market The
second generation” of artists (Miroslav’ Sutej, Ljerka Sibenik,

Mladen Gali¢, Anie Kuduz) started from much
principles and only partly continued along the ||
malist structures and interventions. Turning their |nt
cancrete space, they were the first o involve the aud?fest to
their work, offering & chance for greater participatio IENGe in
transformable structures. fin their
Thus they prepared the ground for the “thi =
though that generation refused to be identif'?ularg ﬁﬁﬁe{ﬁg"” Ty
trends. That new generation (Boris Bucan, Sanja luekarh%r
Dalibor Martinis, Gorki Zuvela, Jagoda Kaloper, DEVD(BTU“?'
¢i¢) is characterized by sudden “nomadic” chan'geS of _m‘om\.
and field of work, especially in their mature stage in rheaTaSt
seventies, However, at the beginning that generation ooy at?
in the footsteps of the previous one, working within th o
-called rational framework, though in a new and more re?aso:
mannar, with a growing awareness of the ephemeral na:ﬁeru
and social relevance of the work of art. They worked \;vitﬁ
plastic materials and used strong colours, producing waork:
af large dimensions and powerful effects, 2
Getting, closer to mental processes and works of a dema-
terialized type in the late sixties and early seventies, they .ra-
tained their first emotional approach; however, they did nat
reject rational processes of cognition. Only some of them us;ec'
radically conceplualistic forms (Braco Dimitrijevié and Gorzn
Trbuljak), but later they too turned to plastic forms of .
pression. The same applies to Martinis and Ivekovié, who used
the picture and video, while Bucan and Zuvela never lost that
link. Without asbandoning surprise and experience, thev were
much less radical in their procedurss than artists elsewharo,

mare liberaj
nes of mipj-

Their work shows descriptive, ephemeral, decorative ang
imaginalive elements — alongside a sensitivity bordering on
sensuality.

In their commenls and explanations, these arlists defined their
works as post-conceptualist. So from a relatively rational appre-
ach we have a turn to the imaginative one; imaginary spaces
and relations replaced real ones — though the rational compo-
nents were retainad in the declarative titles, additional 8-
planations and starting points. Younger generations of artists
also began to explore the problem of transition, of the reali-
stically possible merging into the unreal, of the rational turning
into the emotional. Their major theme was the artisl’s con-
sciousness, which determines the production and understand-
ing of the art work. This characteristic can be recognized in
the activity of the members of the group Gorgon, in Tomislay
Gotovac and other artists who used their own person in per-
formances and video actions as well as in artists belonging
to the “Artists’ Association”, who appeared before the audi-
ence as performers of their own work. Al these artists included
social and ethical questions in the shaping of their work, unlike
the followers of “MNew Tendencies”, who tackled them only in
their theoretical comments.

The generation that started work in the mid-70's grew up sur-
rounded by this type of work. Their reaction was a nead to use
traditional materials and procedures of painting and sculpture
in their search for specific characteristics — passing the read
of analytical and primaty relations.

With a general return to the painting of ironies, as the most
obvious characteristic of the young generation, former sbstract
expressionists and members of the Gorgon show in their work
a disappointment in life and a loss of illusions.

It should be noted that the generation of artists who belong to
the so-called New Practice of Art show an authentic and
original blend of characteristics of plastic expression and the
concept of the work as a mental message. In this respect their
work is unequalled both in Creatia and in Yugoslavia. What is
more, they combine the characteristics of both the early 1860's
and the late 1970's. Though their work looks restrained, their
range of interests is wide and their individual characteristics
produced results that transcend regional boundaries. Neither
of the two approaches of that period can be sald fo the anly
right one, because they both offered the public the illusion of
enthusiasm — though one based on optimism and the other
on pessimism. The two principles, the emotional and the ra-
tional, that interact here are united in one characteristic: the
awareness of the artistic act and the intention and clarity of
the individual artistic programme. Individual achievements and
attitudes are probably the exception that makes this enviran-
ment so differant from others. And here | must stress the term
“different” and not “bstter’ — in order not to fall prey fo the
danger of glorification which always threatens the art historian
or chranicler when he writes about his national art soens.

Davor Matidevic

acian Susovski
e geventies in Croatia

forms of art characteristic of the 1970's in Croatia
' ag immediately after 1968, which is considered a turning
;,l s the world af art in general. 1969 saw the first Environ-
114l Art, & dematerialization of the art object and a preoccu-
on with ethical problems. Groups of artists whose interest
ﬁ.dlrected to ecological problems, new forms of exhibiting
;‘,d o alternative artistic activity all made their appearance in
]';,'1 and 1973, Several artist who had hitherto been involved in
—onmental Art turned in 1972 lo new media, such as video,
o Jater on to performances, a form of expression that was
fing the intarest of an increasing number of artisis, Con-
<t analyses and semantic problems also entered the art
New alternative groups appeared in 1975, Primary Paint-
other analytical approaches to materials in 1976 and
. Atier 1977 artists became inlcrfaasing‘uy interested in paint-
g and the construction of materialized art objects. Conceptual
% =0d its interpretation of the idea and status of the arlwork

ad up an infinite range of media; it initiated a strictly analy-
il treatment of the art object and opened the door to meta-
qfial explorations, whose scope in the post-conceptualist
jge was extended fo tradilional media. In this context we
quld bear in mind that the developments in Croatia form
ur of that broader notion of Conceptua Art which is characte-
«d by the use of a wide variety of media and not only by the
yictly finguistic concerns of the early Conceptualists. Thus an
ve fiand we find works that operate on the mental level of
smsage transmission and on the ather a number of individual
gproeches that depend on the artist's selection of problem,
apject and meduim and require an understadning of the ariist's
m art language. However, the most important heritage of
sual Art In that period is its analytical aspect and iis
il concerns, both of which are the most salient features of
[aatian visual art in the 1870°s.

e nEW
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(hizets and Environments

Te Inferest in the construction of environments lasted from
50 until 1975, The search for new materials, an idea shared
i Ihe then young generation of artists (Boris Bucan, Dalibor
Hiitinis, Sanja |vekovic, Braco Dimitrijevic, Goran Trbuljak, Gorki
lnela, Jagoda Kaloper and Davor Tomicic) went hand in hand
il thelr application outside the conventional gallery system and
=vish to change the appearance of the environment. The artist
w:fo have a social role. Because of the cbjectives they set
':-91595995. thase artists were named “the new generation of
Iyeb plastic artists”. Other groups and individual actions
ép“lared on the scene. Their works, which can be categorised
=hinimal Art, Poor Art or Ambient Arl, represent a break with
g aesthetics and ethics of the preceding decade.

fe Ethical Attitude — A Guiding Principle

‘etout that time two artists, Goran Trbuljak and Braco Dimi-
1iic, were trying to show that an artist can work with nan-
‘ia| elements in an activity that centers on the sthical rather
f{dnl_tlhe aestetic. Their objective was to demystify the system of
J};“'EIC-BI and irresponsible art production which is irrelevant for
£ development of art and culture. In their view, the artist's
aliity must reflect his social responsibility. While their approach
i mohlems may be defined as conceptualistic, their works
Ainat be defined within any single medium.

lissemiotic Exploration of Reality

e early seventies, and to a lesser degree throughout that
“ale. several artists explored the links between the visual
;a’“ents of the object, its attributed meaning and the possible
[u"T“a“J"Q it acquires through the work of the artist The
hfggéta of such activity s to lead to a new understanding of art,
e 10y the signs established by convention and thus lead fo
e undarata_ndmg of art. The artist’s message is usually not
m—-};;ted by visual means but takes shape durinng the cognitive
:grr‘ucular phenomenan is singled out from reality by means of
“\fftete‘oh]em that is most characteristic of it and a physical
i sl" al Intervention proposed. The content and expression of
e ?g [object) become the content of a new expression or &
!JTa:liE nllent. that is, they become the expression af a new
: in';at'F{XDresswe-BvaJuaﬁve content. This approach is most
i g In the works of Josip Stosi¢, VIadimIrIGudac, Boris
0 e h"fkl Zuvela, Ladislav Galeta and Vladimir Trokut, and
U8 observed to a |esser degree in some other artists.

Video

Croatian artists were quick to accept the new i
first wdeo-tape; were produced as ep;rly as 19??%32%?11::2
;lr:je_o was gaining recognition as a medium of artistic expression.
eir equipment being rather limited, artists turned out mostly
smallscale works, in which they recorded their own artistic pro-
cedure such as performances or other process actions. A fre-
quent Lhemel is the problem of identity (Sanja Ivekovié and
Dalibor Martinis). Some artists explored the possibilities and
limits determined by the technical characteristics of video. Go-
ran Trbul_jak was especlally interested in its analytical side
v_.l.r_nle Ladislav Galeta turned his interest to its linguistic possibi:
lities, trying to use the specific features of the video picture that
cannot be produced by any other medium.

Performances

F‘erformances form part of the Croatian art scene during the
s:eventles_l‘ljhe works of Tomislav Gofovac, Sanja Ivekovié, Da-
libor Martinis, Viasta Delimar and Zeljko Jerman are all aimed at
c_hallengmg the petit-bourgeois mentality and provoke a reac-
tion, to deslroying stereotypes and guestioning established mo-
ral principles. Sanja lvekovié's performances often deal with the
problem of identity in women. Her great sensibility and her
accu@te observations are the result of her femininity and her
reactions as a woman. Tomislav Golovac's performances con-
sist of the most intimate actions in which the private world cla-
shes with the public and in which the artist's sensibility is reflect-
ed in the way of life, attitude and behaviour. Delimar and Jerman
produca performances based on an analysis of their ego in the
context of the environment in which they live — the action and
reaction established in the behaviour of both sides when they
confront each other.

Alternative Forms of Art

A number of artists and groups of artists in the seventies chose
to present their works outside the gallery system. They did it for
two reasons: firstly, they believed that the language and media
of communication they had chosen were not suited for Galleries
and were more effective in unconventional places where contact
could be established with viewers who were not burdened with
conventional criteria in evaluating works of art. Secondly, they
a priori rejected the museurmn and gallery system which, being
dependent on the broader cultural and socio-political context,
tends restrict artistic freedom, imposes its own restrictions and
bureaucracy on art and manipulates artists. In 1969 Braco Dimi-
trijevic and Goran Trbuljak founded the “Pensioner Tihomir Sim-
&ié Group” with the purpose of making the public a participant
in the creation and evaluation of art, They mounted the first
axhibition of Conceptual Art in Zagreb in a lobby in 1870. TOK,
another group of artists, became an exponent of Ecological Art,
while the Red Peristile, who presented their work in ihe streets
and squares of Split, postulated that every-day objecis are
works of arl. The critic |da Biard started in 1972 the French
Window | Galerie des Locataires in Parls, in which she exhibited
works sent to her by mail. Mladen Stilinovi¢, Zeliko Jerman,
Sven Stilinovié, Boris Demur, Vlado Martek and Fedor Vugemi-
Jovié, known as the Six Ariists, started work as a group in 1875
and organized open-air exhibitions in Zagreb. In 1978 they
founded an artists' working community in Sanja Ivekovic's
and Dalibor Martinis's cellar studio. Naming it Podroom, they
used is for exhibitions of their own work as well as that
of other artists. Thelr production is characterised by a search
for elementary procedures in making art, a rejection of cliches,
an emphasis of tautological principles and procedural aspecis,
as well as a strong social note. Jerman was interested in
alementary photography. Stilinovié in the decoding of visual and
varbal clichés, Demur in tautology in work, Martek in elementary
processes in poetry, Art critics considered their production
marginal. The group poblished a journal, Maj 75, every number
of which was an art object because it contained the original
works of the artists.

Primary and Analytical Painting and Sculpture

The secand half of the seventies brought along a new interest
in painting and sculpiure resulting from & careful consideration
of the material and spiritual presuppositions of the realization
of art objects, L e. the relations artist — medium — procedure
__ reason — result. The concern with the formulation of art
works in traditional materials or the creation with @ material
result in general as opposed to the beginning of the decade,
when dematerialization was the object of art production, started
with primary painting and then spread on to all forms of analy-
tical exploration of other media. Demur is the most obvious
example of Primary Painting. Others, for instance Goran Per-
col, Marijan Molnar, Antun Maracic, Zeljko Kipke and Dean
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{& Toumin use primary procedures in handling materials,
;]r?e:(‘l?ng:amise being that art should be treated as wotr'I: M:tl'c'-tl
implies concrete operative procedures carried out by [e a :
in or with a given matar;ﬁl‘ The q‘;ate;:ltsﬁtphe;ciie T}rﬁ] sr.;] as;;:im_

ormat A4, pencils, = ok , paint,
g?c?elﬁ tﬁuacl::)&r;e of 1977 aﬁd 1878 a new generation of 1arhs:s-f.
emerged, whose interest centered on the physical propert e::,n::
a material used to make the work in this elementary form. g
basic colours and elementary materials — wood, stone, iron an
plaster — were used in their stlructural §rmp|1cuty with the' pur';
pose of stressing them as possible plastic facts. This El_pp;OilI:'
can be observed in Milivoj Bijeli¢, Ante Rasic and Damir Sokie.
A renewed interest in the painting is characteristics of Nina
|vandié and Zvonimir Santrag, for whom the canvas becomes a
field for the exploration of brush strcks_zs, traces and ICO|¢IUF
patterns. In sculpture, artists also engage in & basic examination
of materials and their properties, which are dllscuvered by bend-
ing it etc. Mass, volume, space and tectonic elements again
assume a prominent role (Slavomir Drinkovi¢). Darivaj Cadgs
metal sculptures should establish a psychophysical relatuoﬂ with
the viewer. A new sensuality and sensibility for the properiles of
the material characterises the work of Edita Schubert, Vesna
Poprzan and Zlatan Vrkljan. In the work of the last mentioned
artists we can see the return of the figural world in a subjective
interpretation, a crossroads between the art of the past decade
and a development towards new forms still in the making.

Dimitrije Basicevic

The Conseguences of Pholography

The art of the 1970's is still so close to ys i
Inseparable from the present. And yet, we ¢
various movements and ideas, some of wh
late 1960's. In the meantime eritical opinig
of that period in art have ranged from views that it was re|at
insignificant to_claims that it was the most important pore}
modern art and art in general including prehistoric lar'? Tht')-
astonishing variety of reactions is probably the results ﬁf thIS
fact that in the seventies there still exists an BNOMMous num 7
of painting models, derived, each in its own way, from mo;fr
of the entire past. This fact, in turn, indicales that thrnu.gh:?us'
f 1 a hard s :
iI::;_tory art models have hardly changed all deriving from paini-
It the seventies brought the notion of the avant-
then they are certainly a relevant period in con
they did away with the painting and the “work”
decade is_ of great importance not only for painting madels byt
as a turning point in the history of world culture, i
A parallel process that has to be mentioned in this context is the
discovery of the photograph both as a picture and as a technp-
logy whose properties are a novelty for a civilization dominated
by painting.
The author discusses the emergence of photegraphy from a some-
what unorthodax aspect, treating it not so much as a phenome-
non of artistic origin than as a result of extra-artistic technology;
the product and result of a new technology of wark {mechanized
work) and a new mode of thinking, photography and its-con_
sequences will prepare the ground for the development of 2
new working mode and especially a mode of new (instrumental
thinking. !
The author first discusses a striking social phenomenan that ma-
nifested itself as conflict between art and society and became
known as the theme of two centuries, Of course, such an in-
terpretation could arise only under the assumption that art is
autonomous. A sociological approach which does not separate
art from other social phenomena cannot accept such an assump-
tlan_ and therefore rejects the idea of conflict batween art and
society as an unthinkable constellation of two different catego-
ries: society cannot be in conflict with its own produect, pro-
vided art is treated as a social product; neither can it ba in
C_anhct with its culture — if art treated as culture — because
that would be nonsensical,
The Isociologl’cal approach interprets the problem as that of
conflict within society itself, which disintegrates under the pres-
sure of the instruments of the new civilization: of the mechanisad
technology and a mechanical mode of thinking.
Thus the new civilization jeopardizes the very sxistence of the
age-long culture, which is no longer regarded as culture but as
a certain type of culture, a historical stage, i. e. as civilization.
The predominance of the intellect among the values of the
old civilization is certainly one of its relevant characteristics, In
other words, that culture developed as a culture of the mind.
Accepting the fact that it was a product of the intellect, it failed
to defipe the entity which it recognized as Its creator and thus
found itself in a weaker position wis-a-vis the new type of cul-
ture, which showed no symptoms of doubt as to its origins or
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- contradictions that could stem from such an uncertainty. The

contradictions within the model of spiritual culture were augmen-
ted by a neglect of the obvious values of material values, i. &
by a reduction of the model to spiritual values only. The pre-
-Spenglerian theories made no distinction between culture and
civilization and Spengler was the first to try to differentiate bet-
ween the two: civilization, says Spengler, is the last stage of 2
culture that is withering away, while the term culture refers to
closed and separate segments of human history. Spengler, then,
contended that there exist several separate cultures of human
communities; according to that view, Europe and America of
our time belong to the Western culture or the culture of the
“West", which has entered the stage of withering away, I e. of
decadence.

Basicevié then presents his own concept of culture as an un-
divided progressive-linear process of the species; the evolution
line contains many different patterns: work, social behaviour,
religion, art, communication systems, ete, all of which can be
reduced to two basic patterns — work and thinking. A diffe-
rentiation of technologles in the two patterns points to two stages
of cultural development: the civilization of manual work teoh:
nology with a parailel technology of metaphorical thinking and
the ecivilization of mechanical work technology with a parallel
technology of instrumentalized thinking. In other words, §per19;
ler's withering away of the Western culture is here the IP',"“T
of an entirely different type of culture; both are called civili-
zation".

Jler's system, photooraphy is one of the discoveries of
5 dgnT spirit which, while trying to halt the process of the
4 fecat geclina of the Western culture, only accelerate it, acting
fml jvents” of culture. In the evolutionary system, photo-
d:s?: seen as one of the constitutive elements of the new
Y ion: its mechanical technology of producing pictures s a
:‘ﬂ"zsbslénﬁe to the concept of spirit, the only producer of
,.;-,n19fs until the advent of photography. By producing new
JollEs S tography has become the producer of a new
xmu@;bslfess for which the notions of spiritual values and the
..Gnlmh:In of spirit have become useless relics of an archived
I,;!L The emergence of photography, then, marks the boundary

g two civilizations and that is the basic significance of
i

jum. =
;l;a’rk'ian”g' away from tradition, the picture ceased 1o be the

iuct of manual labour. It underwent a process identical to the
'mhnafogy of work in general: having become mechanized, it
;r,l #he properties it had in the former civilization,

mlcll raphy as & techneological procedure and its consequences
Phgamge the focal paint of the new technology of work and
|t‘einri-1g which were regarded by the old civilization, . e. its
mje o'! thinking, as a negligible fact of the development of
peanology; however, technology is on_ly a p_ﬂr} of the changgs
'lr|j-|g process of the civilizational diferentiation of culture in
werel. Therefore the instruments of the old civilization did not
ﬁfs‘.er the real dimensions of the cultural process and regarded
ihnology as some Kind of social “evil”. The basic dimension
l}me new cultural process, became obvious with the advent
il ghotography: it is the re-evaluation of all cultural values.

Zelimir Koséevié

Art Criticism in Croatia 1970—1980

In his retrospect of art criticism in the 1870's the author in-
troduces the nader to the many interesting developments on the
art scene that tock place during that period.
In the early 1970's some art critics in Croatia rejected the legi-
timacy of value judgement when talking about pictures. They
identified themselves with the life of art, their criticism becoming
in a sense “acritical” (G. Celant), This Is especially typical of
those critics who followed experimental art developments. By
adopting the “eye in action” principle, first established by
critic Zvonko Makovié, they inaugurated new processes and
applauded innovations, but at the same time they showed a
profound understanding of the historical development of art
Makovic's "eye in action" therefore identified in the works of
the younger generation of artists qualities that transcended the
traditions of Exat and of the New Tendencies. Zvonko Makovic
and Zeljka Corak characterized works and environments of the
arlists active in Zagreb's Student Centre Gallery (1968—1970)
as “piclures settled in the memory”.
The different views on the socialization of art held by concep-
tual artists and the artists whose work was later defined as
“social expressionism™ divided the crilics too. Some of them
accepted the expressionism of the group “Biafra” as a serious
counter-balance to all abstract and conceptual tendencies; they
presented the whole problem, however, as the traditional dilem-
ma of figurative versus non-figurative art. This interpretation
resulted in an off-hand dismissal of conceptual art in a lan-
guage smacking of the already forgotten texts from the time of
socialist realism.
It is certainly surprising that the basic approach to the socializa-
tion of art did not raise a more heated controversy despite the
critics’ differing attitudes to the meaning and direction of social
commitment in art. A part of the critics made a sharp distinc-
tion between arlistic commitment and any kind of political
pragmatism. Those who advocated the new figurative art
started to use with increasing frequency the already forgotten
phrases such as “the human meaning”, “the human dimensiop"
or “deeply humane art", pointing unambiguously to the m_ulra_luz—
ing function of art. In short: the art production and criticism
of the early seventies was a reproduction of the classical hi-
starical schism between the so-called "committed art” and “art
for art's sake”. To the problem that had produced the most
heated discussions in modern art a whole generation of Croa-
tian art critics remained almost indifferent. Viewed as a whale,
the art criticism maintained a “balance of power™ until 1972,
which was not particularly stimulative. i
Some critics, however, expanded considerably their devices for
art interpretation. The principles of normative Iacsthe‘tl_cs proved
to be antiguated. They re-examined their criteria and |nimduce_d
process and action aesthetics. The evaluatian of the aesthetic
elements of the work graduall became irrelevant. Younger eri-
tics showed a growing interest In avant-garde movements oOf
the mare recent past: in Exat (1951—1953), the early forms of
Abstract Expressionism (1958—80), the Gorgon (1959—86) and
the New Tendencies of the early sixties, Although Viadimir G-
dac, who sees in the new figuration a revival of the mimetic
function of the picture, is an example a more rigorous agprgach.
critics agaln failed to engage in a _cunfrontaﬂnn of prmc:p]les.
Other critics saw in the new figuration s_lrguments for thel‘vuey\r
that the time had come to get even with the socalled “anti-
-ariistic” tendencies. Viadimir Malekevic, Zdenko Rus, Vlado E.i;"
sandié and Zrnka Novak, among others, again began fo descnd e
avant-garde art as a symptom of spiritual confusion, sado-
-masochism, destruction, pathulogicallt_ﬂrwes and dehumaniza-
tion, A much more moderate and ;rmca'll mare profound ar?-
proach to Conceptualism and experimental forms of art in 1 Ei
past decade came from Igor Zidic. He CO!‘[TFOI’PS the trad_ltlontr?
European avant-garde with the “new tradition which unites the
whole metaphysical and meétier tradition of European art. L0
In conclusion the author tries to give a general Bvaluat]'T a hazt
criticism in Croatia in the past decade and states that alil '?lfjg'led
followed closely all the developments on the art scene.l i ?dlen-
to engage in & polemic dialogue. Extreme situations on_;;hm Aene
ed the gap between antagonistic eritical approaches. ﬁe o
picture that appeared at the end of the decade"took.c;l S0 L
of its edge, althougn In its essence it lacked me'tt:r-‘ or caess
expression (and was) ... merely a fact that affirms the p;u L
of painting”. It would require a greater distance :jn ‘tf|mem: Sad
the extent to which the new picture marked the end of a ten-y
period in art and the beginning of a new one.
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Jadranka Rakocl
266. »Ow, 1978,
film, S-8, 3 min.
Miaden Stilinovic
267. Vrifeme, 1977.
film, 16 mm, 7 min.
Sven Stilinovié
268. Podetak, 1972,
film, 8 mm, 6 min.
Fedor Vuemilovié

269. »Grupa Sestorices, 1980,
film, 16 mm, 18 min.

Video-vrpce/televizijski projekii

Borls Buéan
LaZ
Graz 1973, c/b, 30 min., 3/4 inch, PAL, zvuk

Boris Demur

Work
Brda kraj Buja 1976, c/b, 8 min., 3/4 inch, PAL, zvuk

Siobodan Brace Dimitrijevié

Metabolizam kao ijelesna skulptura [Stilske vjeZbe)
London 1971, /b, 5 min., 1/2 inch, PAL

Proces mi&ljenja kao tjelesna skulptura (Stilske vjeibe)
London 1971, ¢/b, 5min., 1/2 inch, PAL

Interview

K&lin, ¢/b, 1/2 inch, PAL

Potpis kao umjetnicko djelo

Beograd 1973, c/b, 1/2 inch, PAL

Predavanje o geograliji umjetnosti

Zagreb, c/b, 1/2 inch, PAL

Ivan Ladislav Galeta

Video 1: TV ping-pong

1975—1979; c/b, 2 min., 3/4 inch, PAL, zvuk
Intervencija na ekranu, televizijska izvedba-izioZba 1976
TV snajper, televizijska izvedba 19786.

TV konture, televizijska izvedba 1976.

Video radovi

19771978, 20 min., VCR PAL, neozvudeni

Video 2: Media Game

1978, boja, 45 sek., 3/4 inch, PAL, neozvugen
Video 3: Drop

1979, c/b, 10 min., 3/4 inch, PAL, zvuk

Video 4: Five Drops

1979, c/b, 2 min., 3/4 inch, PAL, zvuk

Video 5: Railway Station Amsterdam 25. 8. 1879
Amsterdam 1978, c/b, 3 min,, 3/4 inch, PAL, zvuk
Video 6: Lijnbaangracht Centrum — Amsterdam 29.9.1978.
Amsterdam 1979, /b, 3 min., 3/4 inch, PAL, zvuk
Video 7: No. 1

1979, c/b, 3min., 3/4 inch, PAL, neozvuten
Video 8: No. 2

1979, ¢/b, 3 min,, 34 inch, PAL, neozvuéen
Video 8: No. 3

1979, ¢/b, 2 min., 3/4 inch, PAL, neozvuden
Video 10; No. 4

1878, c/b, 2 min., 3/4 inch, PAL, neozvuen

Tomislav Golovac

Citanje Daily Maila 20. decembra 1979.
Amsterdam 1979, ¢/b, 2 % 1 h, 3/4 inch, PAL, zvuk

Julije Knifer

Radni proces
Tiibingen 1975, c/b, 20 min,, 3/4 inch, PAL, zvuk

Sanja Ivekovic

TV timer realizirano s Daliborom Martinisom)
Graz 1973, c/b, 20 min., 34 inch, PAL, zvuk
Svitanje

Zagreb 1974, c/b, 25 min., 3/4 inch, PAL, zvuk
Slatko nasilje

Zagreb 1974, c/b, 12 min., 3/4 inch, PAL, zvuk
GLEDANJE U...

Zagreb 1974, ¢/b, 14 min., 3/4 inch, PAL, zvuk
Rekonstrukcije 1952—1976.

Matovun 1976, c/b, 10 min., 3/4 inch, PAL, zvuk
Monument

Motovun 1976, c/b, 6 min., 3/4 inch, PAL, zvuk
Make Up — Make Down

Motovun 1976, c/b, @ min,. 3/4 inch, PAL, zvuk
Instrukcije br. 1

Motovun 1976, c/b, & min., 3/4 inch, PAL, zvuk

Jour Violent
zia 1976, /b, 13 min., 3/4 inch, PAL, zvuk

ifar Nos ./ Bl

b 4977, /b, 80 min., 8/4 inch, PAL, zvuk
.l.-mg;-adski performance

.ograd 1978, ¢/b, 30 min., 1/2 inch, PAL, zvuk

\gefing. Foint ; o

anezia 1978, c/b, Bmin., 3/4 inch, PAL, zvuk

ke Up — Make Down (I verzija)

|anezia 1978, boja, 8 min., 8/4 inch, PAL, zvuk

{sgting. Points : 2

Jancouver 1978, boja, 23 min., 34 inch, NTSC, zvuk .
18

\ancouver 1978, boja, 3 min., 3/4 inch, NTSC, zvuk
olting Pot

jgnireal 1979, c/b, 20 min., 3/4 inch, NTSC, zvuk

Gaflery Guide

Jertreal 1978, boja, 10 min., 3/4 inch, NTSC, zvuk

WADE IN PRISON (realizirano s Daliborom Martinisom)
imsterdam 1979, c/b, 13 min., 3/4 inch, NTSC, zvuk
Tagreb video (realizirano s Daliborom Martinisem)

jlew York 1880, boja, 2 X 28 min., 3/4 inch, NTSC, zvuk

palibor Martinis

Ty fimer {realizirano sa Sanjom Ivekovig)

fraz 1973, c/b, 20 min., 3/4 inch, PAL, zvuk

Uriva priroda

674, /b, 20 min., 3/4 inch, PAL, zvuk

foriral Dalibora Martinisa od Susovskog

Zagreb 1976, c/b, 10 min., 3/4 inch, PAL, zvuk
Triptych

Wotovun 1976, /b, 12 min., 3/4 inch, PAL, zvuk
Vidao-imunitet

Matovun 1976, /b, 9 min., 3/4 inch, PAL, zvuk
(roreni kolut

yolovun 1976, c/b, 5min., 3/4 inch, PAL, zvuk
foriret Dalibora Martinisa od Sanje Ivekovic

sepgrad 1977, boja, 5min., 3/4 Inch, PAL, zvuk
Hanual

lenezia 1978, c/b, 5 min., 34 inch, PAL, zvuk

figd Tape

lenezia 1978, boja, 4 min., 3/4 inch, PAL, zvuk

Work for Pumps Gallery

yancouver 1978, boja, 25 min,, 3/4 inch, NTSC, zvuk
limbo Joke/Diagram

Yancouver 1978, boja, 4 min., 3/4 inch, NTSC, zvuk
Walking Together

Montreal 1979, c/b, 25 min., 3/4 inch, NTSC, zvuk
Vgde in Prison (realizirano sa Sanjom |vekovic)
tmsterdam 1979, c/b, 13 min,, 3/4 inch, NTSG, zvuk
Zagreb Video (realizirano sa Sanjom Ivekovic)

New York 1980, boja, 2 % 28 min., 3/4 inch, NTSC, zvuk

Wladen Stilinovie

Cenzuriram se
Sido U Istri 1976, c/b, 15 min., 3/4 inch, PAL, zvuk

Goran Trbuljak

Bez paziva

Graz 1873, c/b, 5 min., 1/2 inch, PAL, zvuk
Bez naziva

Graz 1973, ¢/b, 5 min., 1/2 inch, PAL, zvuk
Wall-Canvas

Graz 1973, o/b, 2 min., 1/2 inch, PAL, zvuk
Hot and Cool

Graz 1973, c/b, 5 min., 1/2 inch, PAL, zvuk
852 naziva

Graz 1973, ¢/b, 3 min., 1/2 inch, PAL, zvuk
Bez paziva

Bdanjsk/Zagreb 1975, c/b, 1 min., 1/2 inch, PAL, zvuk
Bez naziva

Zagreb 1976, ¢/b, 1 min., 1/2 inch, PAL, zvuk

85z naziva

Molovun 1976, c/b, 1 min., 1/2 inch - 8/4 inch, PAL, zvuk
Bez naziva

Motovun 1976, c/b, 3 min., 3/4 inch, PAL, zvuk

B8z naziva

Motovun 1976, c/b, 8 min., 3/4 inch, PAL, zvuk

88z naziva

Motoyun 1976, c/b, 2 min., 8/4 inch, PAL, 2vuk

B8z haziva

Bida kraj Buja 1977, of/b, 8 min,, 1/2 inch, PAL, 2vuk

Filmovi umjetnika (autorski | ‘dokumentarni)

Zeljko Bordlé | Viadimir Petek

Prvi svietski psihokiberneticki su ;
24 min., Zagreb 1973. perautoporiret, 16 mm, elb,

Boris Demur

Vrifeme, prostor, svjetlo, B mm, cib, 8 min., 1977.

Braco Dimitrijevié

Film slucajnog pr ika; f & ji

Ll 19?(1}. g prolaznika; Mario Barisi¢, Popodne ljetnog dana,
Ljetni profekti, 8 mm, Zagreb 1970,

N_ekaﬂko promfena (Akfionsraum, Minchen), 8 mm, 1970.
BFJ;nmsF:Jg;i{nog profaznika, Roger Dujardin, Souvenirs de Cannes,

Ivan Faktor

Papirnata gozba, Super 8 mm, boja, 6 min., 1975,

Zlatno tefe, 16 mm, c/b i boja, 8 min., 1975

Kirway Sv. Anfuna Padovanskog. Super 8 mm, boja, 6min., 1977.
| program, 16 mm, boja, 12 min., 1978,

Svodiéi od grilaza, Super 8 mm, boja, 2,5 min., 1878,

Ivan Faktor, Vlastimir Kusik, Marijan Sufac, Josip Alebic,
Super 8mm, ¢/b, 3 min., 1979.

RavnoteZa na tavanu 0Z-a, Super 8 mm, c/b, 25 min., 1972,
Juke-box, Super 8 mm, ¢'b, 12,5 min., 1979

Lopte, Super 8 mm, c/b 13,5 min., 1879

Aufoporfret, Super 8 mm, boja, 10 min., 1980.

Eumig S-905, Super 8 mm, boja, 18 min., 1980,

Ivan Ladislay Galeta

Prat, Super 8 mm, c'b, zvuk, 8 min, 1968,

Sjecanje na Odiseju v svemiru 2001, 16 mm, ¢'b, 5min, 1971.
Dva toka u projekeifl, 16 mm, c/b, 10 min., 1975. {filmska izvedba)
Lijevo-desno: pjesaci, 16 mm, boja, 10 min., 1975—1978.

Filmowi 1—10, Super 8 mm, boja, 25 min., 1975—1980.

Kut, 16 mm, boja, 10 min., 1876—1978.

Dva vremena u fednom prostory, 16 mm, c/b, zvuk, 12 min., 19786.
(filmska izvedba)

Tradimenzionalni ekran, 16 mm, c/b, zvuk, 10 min. 1976,
(filmska izvedba)

Projekcija u svemir, 16mm, ¢/b, 10 min., 1876—1979. (filmska
izvedba)

Maprijed-nafrag: klavir, 16 mm, boja, zvuk, 18 min,, 1977
Fokus, bez filma, 10 min., 1980 (filmska lzvedba)

Tomislav Gotovac

T, 8mm, c/b, 20 min., 1968.

Alamo, Bmm, boja, 10 min., 1969.

Wilem 1I, c/b, 15 min., 1989,

Zdrav podmladak, 35 mm, ¢/b, 10 min., 1969

M, 8 mm, c/b, 8min, 1970,

Happening, 16 mm, boja 20 min., 1970.

No. 1, 16 mm, c/b, 45 min., 1970.

Nr. 187, & mm, boja, 12 min,, 1970.

Obiteljski film [, 8 mm, ¢/b, 8 min., 1971

Slani kikiriki, 16 mm, /b, 28 min., 1971,

Ohiteljski film 11, 16 mm, c/b, 25 min., 1973,

Presuda, 16 mm, boja, 20 min., 1976. ;
Glenn Miller | (SrednjoSkolsko igraliste [}, 16 mm, c'b, 45 min.

1977.

Grupa Sestorice autora

Jozuitskf trg, 8 mm, c/b, Zagreb 1975.

Trg Republike, 16 mm, c'b, Zagreb 1975.
Zetnja, &8 mm, clb, Zagreb 1976.
Mosdenicka Draga, 8 mm, cib, 1976.
Studentski centar, 8 mm, o/b, Zagreb 1977,

Zeljko Kipke
Ritam, Super 8 mm, boja, 12 min., 1980.




