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romistav corovac SVE JE PODREDENO DISANJU

ORAMN BLAGUS

SHIMIC KR0R MARTINGWVIC

Performance s aivorenia izlaibe - instalacije “Point Blank”, Franklin Furnace Archive, 112 franklin Street, Mew York, & sijednja 1994, (na 17, redendan kieri Sarah)

| (T priruénim anlologijoma whkuliumeg Eive-
i Eeslo istican koo nojzanimijiviji zogrebacki mar-
ginaloe, Tomislay Golovac, prije svege jest umjenik
s pracizng izgradenim stavom prema onome Sto
radi, uvijek svjeston nufnosh svog djelovanjo. Vise
od frideset godina bovi se uglavnom performan:
ceom, i.:ja je polrebitos! ﬁzlfgng prisisha somog
l..tml::'k.-."n-i'ml koo abgﬁ[ﬂru»r;;! alkemnije strarnash osnov
svake sedrZgjnoshi diela. lspiujud moguenosti apso-
lutne siobade pajedinca uTﬂu’Dnm vrameny | pros-
foru, je Tomislov Gotovac, cesto “Ertvujuci” sebe,
namjemo izazivao mehanizme zobrane [film “Plas-
tiéni lsus”, stricking “Tréanje gol u centru grada™ itd”)
Film jee znaine utjacoo na njega. Diplomirani fe film-
ski reditel], ali mu sama kamero nije osnowni alat 20
upuilanie v reziranje Zivola shvacenog kao koinci-
EEI}:U Zilaveg niza speklakolo. Monhiranje doiv-
ljanih sluéajnosti po viastilom izbary, stolna potra-
go zo mogucim postojanjem logicke fronscenden-
cije i zakonilosti u p anjuﬁga&uffmu rezuli
ralg o konkrednim ¢ vrlo ronim *cbrubhuralistickim hl-
mowma®, keji go pridrufujy pantenonu svﬁhkl
paznatih avlora eksperimentalnog filme (Kubelki,
Snowu, Fromplonu).

Neprestano osporavan v vlaslilo] sredini, uspio s
napakon potvrdili u inozemstvu, u New Yorku, gdje
i, horisteci éetveromjesecnu stipendiju, v ekskluzivm-
om prostoru Marthe Willian “Franklin Furnace Ar-
chive” na Manhatiany, svojom izlozbom “Muza] rev-

elucije noroda Temislave Golovea®, uspio zainbere-
sirsli amaricky publiku. Ona, poput i ranijih njegovin
projekota, nastoji raskrinkali uvjets Zivlienja u folal-
ilarnim sistamima, ta iznova se prisjedajuci razdohl-
ig komunizma, upozorova ne ironican nain kolike
se ppmsnosh krijy 2o éovjeka kada ga druiive prefeor
v psa. Toma Japowitz v svom fikniziranom roman
*fobovi New Yarka® briljantno detekling frushrirajucy
i dekadeniny sitvaciju postkapilolizme. Hoce i |ITum
dobiti priliky do pnveﬁﬂ'-&'ﬁ;u u revoluciju?

Govarime i o wmjetnosti kao protoku in-
formaciju, vise-manfe jusno determini-
ranik, dakle, prostornoe { vremenski pove-
zanih, tada je kontekstualizacija Vaieg
dielovanja znatne oteZona, fer Vi ste u
neprestanom sukobu sa stvarnoidu. Su-
vremeni Don (Quifote, recima,

O Ne vidim nikakve razlike izmedu onoga
Sto nam se dopadalo ranije i ovoy sada. Sve
j& to jedan surovi kontinuitet, A mi,
stanovnici ove zemlje, naprosto ne Zelimo
sebi prizanti da nam se dogada o Sto nam
se dogada, Uvijek su nas uvjeravali da nam
se dogada nedto drugo, a prava je istina da
svakodnevno idemo k sve velem oOsiro-
madenju, | umyesto da dobivamo. mi stalno

pubimo. Udaljavamo se od onih ideja koji-
ma smo tezili Sitajudi lijepe knjige, sh-
vacamo da su vokolo nas kulise 1 da je
vedina stvari ik,

E sada, fovjek kao pojedinac moZe, ako
#oli, komunicirati direkino sa Sveviinjim
i 10 je onda za njega sreca, jer pri tome
nema nikakvih posrednika. Medutim, u
ovakvim zemljama poput nade uvijek se
nalaze posrednici koji vam  tumade
Sveviinjera i koji vam nastoje objasniti
tko smo mi zapravo. Moja se romantiéar-
ska duznost sastoji u tome da pokusam de-
mistificirati ulogu posrednika izmedu
mene kao pojedinca i kretena s jedne
strane i Sveviinjeg s druge. Ja u svom
Fivotu ne dozvoljavam nikome da za mene
posreduje, osim onih koje sam osobno pro-
vario na intiman nacin, kao $o su recimo:
John Ford, Ivan Ko#arié, Howard Hawks,
Tristan Tzara i neki drugi 5 kojima sam
vremenom postao Familijaran, Te ljude
priznajem za svoje informatore, ali sve one
koji mene silom pokuSavaju, na jedan di-
vljacki nadin, uvjeriti u neku stvar...otkud
sam dodao ...ne jebem. Do toga ne drZim
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Atelje Michaela Kekchana, [ am my own dog./
Ja sam svof viastiti pas, Mew York, 9, veljade
1994, (na 57. redendan Tomislava Gotovea)

apsolutno nidta. S tim u vezi, ne priznajem
ni provinciju ni centar. Za mene je centar
u nefem mozgy, ane u fizickom obimu, To
znadi da fovjek moZe biti slobodan i u
Zatvoru, jer (o se naprosto radi o nagem
odnosu prema zabranama. [sto tako,
Govjek mode biti u centru ako se nalazi i u
zadnjoj selendri, jer mene nitko ne moze
natjerati da mislim provincijalno. Ako
imamm dostupnu informaciju, ja sam ap-
solutno slobodan,

Dajam je da fe Vas Zivet “kopija’ umjei-
nosti, a sama wnjeinost stalna inspiraci-
Ja. No bez obzira ma Vasu radikalnost,
kako je ved ranije ustvrdio Hrveje Turk-
ovic, Vi ste izuretno protradicionalan
umjfentik?

O S onim pravim avangardnim postavka-
ma nemam nita zajednifkog. Ja sam gro-
zan tradicionalist, Samo me smeta da mno-
gi ljudi nemaju pojma $to je umjemost, a
za to su krive pojmovne izmiSljotine
kriticara. Umjetnost je JEDNA i avangar-
da i tradicija jedan su isti problem. Stvar je
i o tome da ja ne mogu razlikovati Zivol od
umjetnosti. £Za mene je sve 1o isto, mozdai
mi je to i najveci problem.. $to i bio Fiv-
ot? Vjeéna borba da imag gdje spavati, Sto
pojesti...

Nema li sada disproporcije u ovome ito
govaerite? Potencirate sukob sa Zivelom u
smisly ca ga fak ne Zelite razumjeli, a
opet svejim  akeijoma  velo  uxpieino
raskrintkavate neke svakodnevme lose
pojave. Hodu redi, kako ipak dobra og-
Jedate svofu stvarnost...
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SEMI

00 Meni je ovaj trenutni prostor i vrijeme
neka vrsta déja vu sitaacije koju sam ja ved
emotivno profivio kroz mnoga umjetnicka
djela, Naprosto mi se sada sve to ponavija,
ali u stvarnom obliku i meni je., ito se toga
tife, sve to kao poruka posve neinteresani-
no. Za mene je najveéa stvir da éovjek
moke koristitl svo) dar izrazavanja kroz
neke umjernicke oblike, kroz vizualije,
rijedi, zvuk, odnosno da izrdava svoju
slobodu onim trenutnim Sto mu padne na
pamet. Ponovit ¢u, postoji sukob izmedu
prisile totalitarizma, tj. ljudi koji su od-
léili da se vguraju izmedu nas i Sve-
vidmjeg, i koji ce nam tumaditi koje smo mi
budale i kakva smo  stoka, $to rebamo
misliti...Oni su isto nekakvi um jentici koji
mas ostale lude retiraju ko svoju mate-
riju. Maoja je pobuna upravo u tome da ne
dozvoljavam svakome da se postavlja kao
posrednik, Mogu to dozvoliti nekome za
koga osjetim da je, recimo, dobar redatelj,
Sve sam vide uvjeren da vise nitko ne zna
Sto je zapravo umjetnost, a 3o 2ivot, Moz-
da je to uvijek tako i bilo, Mislim da je slo-
boda sreca vedini ljudi, samo se srame.
Srame se skinuti goli i prodi tako Ilicom,
STME % javno opsovati, ko to u mislima
tele. Sve je velika predsiavi u kojoj svi
sudjelujemo...

Vas, dakle, nikada nije bilo seam?

O Maprotiv, mene je bilo stam, Stvar je u
tome Sto umjetnik  uvijek mora pokuSati
ono o mnagi ljudi Zele, a za to nemaju
hrabrosti. Ja se, mode se redi, Zrtvujem i za
te ljude i za sebe, Zelim vidjeti i druge koji
¢e mi svojim nastupom. pomodi da
preiivim sljedecih 24 sata, jer 24 sam
Jedan su dan, a onda je to i tiedan, | mjesec,
i godina, i &tay jedan Zivor, Nije sluéajno
Joyee napisao svog Uliksa koji se dogada
samo v jednom danu. Radi se o tome disu
problemi koje eiava jedno ljudsko bice
univrerzalnog kamakter i kao takve ih
uvijek trebamo rjefavati kako za sebe tako
i za droge.

Jexte N ovae projekciju da su 24 safa
zaprave Eitay Zivd primijenili u Vafim
dielima, vdnosna, je i madda fedan vas
performance projekefjo Zivota?

O Ako bih Zelio biti malo prepotentan, re-
kao bih da su oni bili nesto kompletno i
opée. Medutim, kada umjetnik napravi
svoje djelo ono mora 2ivjeti i dalje. Dak-
le, kada se svakodnevno stvirn umjetnié-
ko djelo nuino dolazi do ponavljanja, te
eventualno imamo sad fazu plavu, pa fazu
Zuto, pa smedo itd. Mi znaéi uglavnom
Stancamo neoriginale. Za mene je to naj-
vedi problem. Raditi svakodnevno jest Ziv-
Jeti ponavljanga, jer uvijek iznova imamo
jutroe, bodenje,  posno, podne, ruéak,

odmor, pa dolazi vede, “Eadica” razgovo-
ri. noc, pa mozda seks, moZda ne...onda
opet tako..,

Kako izaci na kraj sa svim tim stvarima i
zadovoljno gledati na buduénost? Kako
prezivieli ta) monotoni protok vremena?
Nema tu évrstih stvari za koje se moZemo
uhvatiti, Ovaj je rat, v kojem kude i si-
gurnost nestaju, sve to pokazao, Dakle, vr-
ijednosti ne znace apsolutno nidta.

Uvijek ste izraZuvali svoju pobunu profiv
konvenciju, o sada govorite i o relativeos-
i postufunfa vrijednosti. Kako se ipak
mora Zivjeli dalje, gdje onda naci potre-
Bban oxlonae?

0O Konvencije za mene jasno postoje i nji-
mi odredujem svoj odnos prema bliznji-
mit, To znagi ne maltretirati Tude time da
ih uniztavate 1 da im divlja®ki namedete
svoju volju. Treba sudjelovati u opéim ra-

Vierojatno 20 nekoga ono sto ja radim
predstavlja zogadivanje,
ali ja tako ne mislim jer nikoga
ninasta ne prisiliavam.
dostima, jer noramino je da je lijep. sundan
dan lijep svima nama. Treba podtivati
svoje sugradang i ne zagadivati im okolis,
Vierojatno za nekoga ono $to ja radim
predstavljn  zagadivanje, ali ja tako ne
mislin jer nikoga ninasta ne prisiljavam,
Treba proiti moguénost opéinstvo da sve
shvati ironiéno, 4 ne obavezujode. Sve ito
sam radio na ulicama bio je moj sukob sa
stvirnoicu na jedan pasivan naéin, jer ni-
koga nisam silio da Eini to isto. Na kraju
krajeva mislim da me je bilo i zabavno
gledati. Stavljao sam sebe u jedan na-
ugodan pologaj da bi drugima moZda bilo
ugodnije. To je, dakle, bio blagi vid protes-
ta, ali ne protiv svih konvencija,
A fto se tice umfetnickih konvencija?
L Podtujem ih, Na mzli¢ite vrste umjet-
nosti gledam kao na izloge koje je mogude
razgledati i o njima donositi svoj stav, je li
to OLK. ili me, ali da bih ja neito unitavao,
sacuvaj boZe, Ovo govorim zbog miadih
ljudi koji mozda jof nemaju definirani
odnos prema umjeinickim vrijednostima.
Njima bi trebalo sve, od akademizma do
avangardizma, jednakopravno stajati na
raspolaganju. Uvijek ¢u se zalagati za to da
miadi ljudi dobiju informaciju o svemu,
kao hranu,
Govorite o duhovaaf hramni?
[ Starost se sastoji od disanja. Sve je tome
podredenc. Dok mladi jodi waZe jof nedto
VISE,
Osfecate i se Vi to moZda starim?
(1 Me govorim ja o tome prvi put, Nije bad



da starost osjecam, ali se protiv nje necn
modi buniti,

Kukv se osobno doZivijuvaie kao umjei-
nik?

[ Tomislav Gotovac sebe zamilja kao re-
datelja koji bi Zelio refirati u mnogim
oblastima umjetnosti 1 Zivota,

Dakle, redatelja kofi ne promatra samo
kroz epriku kino kamere?

O Veéina filmskih redatelja kojima se ja
divim bili su vrio kompletne Zivoine
litnosti. Njihovi su filmovi bili samo
vrhovi ledenih bregova. Redirati u filmu
nije znacilo samo stari iza kamere, znadi-
lo je i Zivjeti s ljudima, poznavati pejzaZ,
uZivati u muzici... Recimo Matissov je &.
tav Zivol izlazio na povriinu kroz njegovu
baju.

Vi neobicne cifenile wmjeiniéku person-
alnost, pa st mnogi Vasi radovi, filmovi
i performancel, napravijeni kao hom-
muagei velikim pojedincima, naprimjer
Glenny Milleru. Jesu Ii to doeista samo
posvele, ili pri fome Koristite | njihove
umjetnicke fezike, sada reciklirane kroz
druge medije?

[J Ne koristim njihov jezik, ve¢ njihovu
umjetnifku moé koja je od ranije resorbi-
rana u meni. Ja Zivim o tom umjetnickom
svijetu, To je nepodeljno izgovarati i ne ide
mi u prilog jer svi Zele biti originalni, ali
Zelim uvijek jasno dati do znanja pdje se
koja stvar nalazi. Radi se 0 mom podtenju,
Kada sam 6o-ih radio kolaZe, priznao sam
da sam bio opsjednut Kurtom Schwitter-
som. Sva kretanja u umjetnosti ravna so
otkrivanju tople vode i drvenog Zeljeza. Je-
dino se Covjek mora osjecati vaznim,
Kakav je onda Vai odnos prema novem?
O Usvim tim tzv, “novim stvarima”, pos-
tojale su lidnost koje su skupljale, svakau
svoje vrijeme, med s drugih polja, Tako i
jaradim. Glenn Miller bio je odubran svo-
jom muzikom stvarati zadovoljstvo ve-
likom broju Ljudi. On je, ustvari, bio samo
upotrebljen i kada mu je rok upotrebe
istekao, on je nestao na jedan vrlo Gudan
nafin, Njegova mi sudbina simbolizira
sudbinu mnogih umjetnika koji su radedi
svoje stvari bili iskoridteni, a potom bade-
ni. Da bih mu iskazao &ast kao umjetniku,
posvedujem mu performance. [ u doba re-
nesanse, naprimjer, crkva je koristila um-
jetnike i bez, obzira koliko bilo veliko nji-
hovo djelo, glavno je uvijek bilo neto
drugo.

Smatrate li se { Vi upotrebljavanim umje-
inikom?

O Pato je moj najveci problem, Zelio bih
da me upotrijebe, ali kada postanem svje-
stan te moguénost, uvijek sve zabrljam,

INTERVIEW S TOMISLAVOM GOTOVCEM

Kako biste Zeljeli da Vas upotrifebe?

O Kada bih ja to znao, sigurno bih onda
imao jako puno novaca (smijeh), Nema
umjetnika koji se ne moze upotrijebit,
Ocigledno je da umejtnici nisu bad tako
pametni, jer oni modda uspiju izvudi ka-
matw, ali glavnicu nikada.

Nedavno ste se, nakon cetveromjesecnog
boravka, vratili iz New Yorka. Sio ste
tamae uspieli napravie?

O Ne bih to nazvao boravkom u New
Yorku, nego na Manhattanu, ili jos ufe, na
East Villageu, Schou i Tribeci. Tako da
prave Ameriku, osim nekih dijelova, poto-
vo da i nisam vidio. Imao sam graniove
Arts Linka i Fondacije Mercy Pavelic, Sto
mi je sve sredila  pda. Martha Wilson iz
Franklin Furnace Archiven, Gospoda je
vouditelj spomenutog prostors nekih 20-ak
goding, a i sama je performer, Ona je po-
stala ansttocija za @y, uen-commercial
avarigard art. Svoju, jednu od najboljih
arhiva za i vrstu umejtnosti, ona je Krajem
prodle godine prodala MOMA-i,

Kako je dosle do kontakia s gdom. Wil-
son?

O Ona je jednostavno proCitala mey inger-
view u katalogu kolektivne izlozbe Retho-
rical Imagea Ciji je kustos bila Milena
Kalinowska, i kaja je odrEana u prosincy
1990, u New Museum of Contemporary
Arnt na Brodwayu.

Bilo je to vrijeme nerijesene politicke
situacije na Balkanu, tako da sim u wom in-
terviewu dao neka svoja predvidanga. Tada
sam u New Yorku boravio mi tjedna,

Amerika se spremala na “Pustinjsku olu-
ju”, a kod nas je izbila “afera éj}egelj",
tako da me je iskreno bilo swrah i jedva sam
¢ekao da se dokopam Zagreba. Tek je kra-
Jem 1993, Marthi Wilson uspjelo osigurati
mi spomenute stipendije i u Franklin Fur-
naceju sam napokon mogao napraviti
izloibu "Muzej revolucije naroda Tomis-
lava Gotovea”, koja je namjerno otvorena
zi rodendan moje kéeri 6. sijeénja ove go-
dine, s naslovom Peimt Blank (brizani
prostor za gadanje, op.a.). U sklopu same
izloEbe po tjednima sam rasporedio i neko-
liko svojih performancea.

Ladovelfni ste publikom?

0 To je pametna publika kojoj nije treba-
lo pung objadnjavati 3o sam ja to napri-
vio, Mislim dia sam naiZao na dobar odjek.
Samo u Americi uspjeh ne dolazi preko
nodi, izuzev ako nisi senzacionalan. Za
ong Sto ja radim moglo bi se redi; “Tiha
voda brege rudi”. Karakter je moje izlozbe
ic tipiéno earopski, ali Zelio bih napraviti
Cisto amerifke stvari, s onim tamoSnjin
nabojem.

Viijfeste uvijek goverili da ste “ameriéki
wnefinik”...

O Ma. govorio sam ljudima da sam
Amerikanac samo zato da ih 3o vide nerv-
iran..,

Kakva bi bila Vaia prava americka izlo3-
bu?

[J Nisu neke tajne, ali kada bih unaprijed
o tome govorio, 1o nije onda vise to. Al
mislim da bih bio v stanju napravit veliki
dar-mar u United Statesu! | |

Pogled na idleiby instalacija “Point Blank™ u Franklin Furnace Archive-u, Mew Yark,
629 sijeénja 1994,
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TOMISLAV
GOTOVAC

O SEE PAGE 27

Though in the reference anthologies of sub-
cultural life Tomislav Gotovae has been point-
ed out as the most imporiant marginal person
in Zagreb he is above all an artist with the pre-
cisely built attitude towarnds his work, always
aware of the necessity of acting. For more than
thirty years he has been engaged in perfor-
mances, where the neceessity of the artist’s
physical presence as a catalyst of the alchem-
ical reality is the basis of any substantiality of
the work. Examining the possibilities of abso-
lute freedom of the individual ina given time
and space Tomislav Gotovac has intentional-
Iy provored the mechnisms of prohibition of-
ten sacrificing himself (the film Plastic Tesus,
striking Running MNaked In The Downlown,
etc.). The film had great influence on him. He
has graduated film directing, but the camera
only is not his basie ool w get invalved in di-
recting life understood as o coincidence of the
whole range of spectacles, Cutting and editing
the experienced accidents according to his
own choice, the constant search for the possi-
ble existance of the logical transcendency and
regularities in preceding events resulted in
concrete and very early “strocturalist [ilms’
that join him to the Pantheon of the world fa-
mous authors of the experimental film {Kubel-
ka, Snow, Frampton). After having been con-
stantly disputed at home he managed toestab-
lish himsell abroad. During his four-month
grant he managed to inferest American andi-
ence by his exhibition *Muaseum of the Revo-
lution of the People of Tomislay Gotovac® on
the exclusive premises of Martha Willson's
*Franklin Furnace Archives' on Manhattan in
Mew York City. As his former projects this ex-
hibtiomn tried to expose conditions of life in to-
talitarian systems and then remembering the
communism again he ironically warned of
dangers that threaten a man when the socien-
ty tums him into 3 dog. In ber flmed novel
“Slaves of Mew York” Tama Janowitz hril-
liantly detects the frustrating and decadent
post-capitalist situation. Will Tom get a
chance to lead America into a revolution?

If we consider urt us a Tow of informa-
tion, more or fess clearly determined, thas
connected in time and space, then the confex-
tualization of your activities is made much
more difficall, because you dare in the con-
stant conflict with reality. A modern [on
Quijote, lei's say.

O 1 don't see any difference between what
happend to us before and this now, All that is
a harsh continuity, and we the inhabitants of
this country simply don”t want to admit whiat
happens to us is what really happens. They
have alwayz convinced us that something else
has been going on, and the real truth is that we
are getting poorer amd poorer every day amd
instead of gainging we keep on losing, We are
drifting away from the ideas we longed for
reading beautiful books, we realize that stage
seltings are around us and that most things aré
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tricks. Well now, if 2 man as an individual
wishes to communicate directly with the Al-
mighty, he can do it and he is lucky then, be-
cause there is no middleman. However, in a
couniry as ours there are always middlemen
who are interproting the Almighty to you and
who are always rying to explain who we re-
aly are. My romantic duty is to demystify the
role of the middleman between me as an indi-
vidual and idisd on one side and the Almighty
on the other. I don’t allow anyone in my life
to mediate for me, except for those [ person-
ally digested in an intimate way os for in-
stapce: John Ford, Ivan Kofard, Howosnd
Hawks, Tristan Tzara and some other people
I became familiar with. 1 accept these people
as my informers, but I don't give a damn for
those who are trying to comvince me in a sav-
age way of a certain thing ... where I come
from. This is absolutly irrelevant for me.
Refering (o that, T don't aceept e provinees
unid the center. In my opinion the center is in
ourr brain, not in a physical extent. This means
that a man can be free even in 2 jail. because
it 1% the question of our relation o prohibi-
tions. In the same way a man can be in the
cenler even if he 1= in the most remaoted vil-
lage, hecouse nobody can force me to think
provincially. I T have information at hand, 1
am absolutly free.

Your life seems to be o copy of art and art

itself vour permaneni inspirafion. Regardless
of your radicality you are anexceptivnafly
pro-traditfenal artisd, as Hrevoje Turkovié
stnted before?
[ T have nothing in common with the real
avant-garde principles. [ am a terrible tradito-
malist. It just hothers me that people don't have
the faintest idea what art really is, and this is
the fault of critics and their conceptual fabri-
catons. The art is onky one and the avant-garde
und the traslition are the same problem. I con™t
really differentiate Life and art. It is all the
anme for me, maybe because it is my big prob-
lem ... what would life be? It 15 an ¢ternal
strggle tiv find a place to sleep in and some-
thing o eat..,

Isn't there o disproportivn in your words
now? You are intensifing the conflict with
life in the sence that you don’t even wani jo
understand it, and then again you demask
some everyday evil occurences in your ac-
tien s very successfully, I weont o sy el you
still fecl vour reality well,

[0 This momentary space and time is for me
o kimd of dejo vu situation T have emotionally
been through in many works of art. It s sim-
ply & repetition for me, bt in a real shape, and
o4 Far o L am concerned, this s all completelly
uninteresting as o message. In my opinion the
mcst important thing is that o man can vse his
talent to express himsell through artistic
forms, theough the visual, through words,
souncd, or in other wards 1 express his free-
dom through whutever comes to his mind at
the moment, Il repeat that there is o conflict
hetween the compulsion of the totalitarism,
i, penple who decided to squeeze in between
s aned the Allmighty and who are going toex-
plain t us that we ore fools and stupid cattle,
what we have to think... They are olso q kind

of artists that treat the rest of us as their mate-
rial. My revolt consists exactly in not letting
anyone take a role of a middleman for me.

1 can allow it to somebody that T can feel as
a good film director, say. I am more and more
convinced that nobody knows what life real-
Iy is and what art is. It might have always been
that way. [ think feedom 15 happiness to most
people, they are just ashamed. They ane
ashamed to take off their clothes and toke a
wilk down Tlica like that, they are ashamed 1o
swear in public, even though they want it in
their thoughts. Everything is a big show amd
we all take o part.

You have never been ushamed then?

O On the contrary, I have been ashamed. An
arlist must always iry to do what many people
want to but they lack courage to do it. Itcan be
said that 1 sacrifice myself for those people
and for myself, T want to see the others, too,
who are going to help me make it through the
mext 24 howrs, because 24 hours are a doy, and
then it is a week and a month and a year and a
whole life, Joyee did not accidently write his
Ulysses that takes place only in a day. The
problems that o human being deals with have
imiversal character and we always have o
salve them as such for ourselves as well as for
the others,

Have you applied thir projection that the

24 howrs are @ whole life in your works, that
ix fo suy, is perhaps one of vour performances
a projection of life?
[ 111 liked to be a little overbearing, 1 would
say that they were something complete and
general, However, when an artist finishes his
work it has 1o go on living. Therefore, when
one creates works of art on a daily basis it nec-
essarily comes 1o a repetition, 5o it could mean
a blue phase now, then the vellow one and the
brown one ond 50 on. This means we don't
mastly produce originals. That's a big prob.
lem for me. To work every day means to live
o repetition, because there is always again
maorming, waking up, work, noon, lunch, rest,
then evening. a *cup’ of conversation, night,
then maybe sex, maybe not.., then again that
way... How to deal with all these things and to
ook at futore satisfied? How to make it
through the monotonous flow of time? There
are no solid points of support. This war, in
which houses and security disappear, has
shown all this. Therefore, values mean abao-
lutely nothing.

You were always expressing your revoll
against conventions and now you are speak-
ing about the relativity of the exizstance of
vitluwes, How should one go on living, where
should one find the points of support?

[ Tt is clear for me thal conventions exist and
I determine my relationship to fellow creatures
according to them. That means you don't tor-
iure peopls by destroving them and you don®t
impose your will savagely on them. Cne
should take part in the general joy, because it
is normeal that a nice, sunny day is nice to all
of us. One should respect his fellow citizans
angd shouldn't pollute the environment. What
I do might be polluting the environment for
somehmdy, but [ don’t agree with it, hecanse |



don't foree anyone to do anything. Cne shou el
give a chance 1o the public to concieve every-
thing ironicaley, not boundingly. Everything
1 did in the streets was my conflict with real-
ity in a passive manner, because [ did not force
anyone to do the same. After all. [ guess it was
fun to watch me. I put myself in an embarass-
ing position, so the others might mot be so
embarassed. So that was a kind of a mild pro-
test, not the protest against all conventions,

And what about arfistic conventions?

[0 1 respect them. I look upon various arts as
upon shop-windows that you can view at and
form your own opinion about them, if they are
OF or not, but God forbid that T would destroy
something. | am saying this becanse of young
peaple who might not have a defined relation
towards artistic value. Everything should be
equaly st their disposal: from acodemism o
avant-garde. [ shall alwoys plead thot young
people get infermation about everything, as
fiosond .

Are you talking aboul spirituul frod?

[ Geiting old consists of breathing, Every-
thing is subordinated to that. But young peo-
ple still want something else.

Do you maybe feel old?

[ 1 am no talking abaut this for the first time.
I don't feel exactly old, but [ won't be able o
complain about that.

How do you personaly experience your-
self as an artist?

O Tomislav Golovac alweys imagines him-
self os o film dircctor who would like to direct
in many fields of art and life.

That is fo say, az a director who doés not

observe things through the lens of o film
cameru only?
OO0 Maost film directors that T admire wene com-
plete vital personalities. Their films were just
tops of icebergs. To direct a film did not mean
just to stand behind a camera, it meant living
with people, being familiar with landscape,
enjoying music... Say Matiss® whole life came
1o surface through his color,

You unusually appreciate an artist’s per-
sonality, so lots of your works were creaied v
puy hosiage to the great individuals, e.g.
Glenn Miller. Are these really just dedica-
tions or do you use also their arlistic expres-
sions, now recycled through other media?
O 1 don't use their expressions, but their artis-
tic power which was resorhed in me previous-
ly. I live in such an artistic world. It is not
desirable to say that, because it is not benefi-
cial to me, because everybady wanls o be
original, but T always like to put things in their
places, Tis my honesty. When Imade collages
in the ‘60 1 admitted that I was possessed by
Kurt Schwitters. All trends in art are equal to
discovering warm water and wosden iron, A
man should only feel important.

Then, what is your relation to the new
like?

[ In all this so called “new stafT there were
personalities who, each in his time, picked the
honey from other fields. I do so, ton, Glenn
Miller was chosen by his music o create ples-
sure for a large number of people. In fact, he
was jist used, and when he was out of use, he
disappeared in a very stange way. His destiny
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symbolizes the destiny of many artists whoge
creating was wied up ond they were thrown
awuy. To honor him as an artist | dedicated a
performance 1o him. In the Renaisance times
the Church vsed anists, and po matier how
important their work was, something else was
essential.

Do you consider yourself o used arlist?
[0 Well, that's my big problem. I would like
to be used, but when I become aware of it, T
miess up everything.

How would you like te be nsed?

O 16T knew it, T would be very rich, (laugh)
There is no artist that cannot be used. It is
obwious that artisls are nod very smart, because
they sormetimes get the interest but never the
principul.

Short time age you refurned from New

York after four months there. What did you
mernage fo do there?
[ 1 wouldn't say it was a stay in New York,
it wos cather Manhattan or more precisely East
Willage. Soho and Tribeca. So [ haven't almost
seen the real America except for a few ports.
[ had grants by the Arts Link and the Fonda-
tion Mercy Pavelic what wos arranged by Mrs.
Martha Wilson of the Franklin Furnace Ar-
chives. That lady has been in charge of the
stated premises for about 200 years, and she is
u performer herself. She has become a kind of
institution for the so called pon-commercial
avant-garde art. By the end of the last year she
wolel e of the best archives for that kind of art
fo the MOMA.

Hew dlid your get in touch with Mrs. Wil
£een P
[0 She simply remd an interview with me in
the catalog of the collective axhibition * Retho-
rical Image” that ook place in December 1990
in the Contemporary Art Museum on Broad-
way. The curator was Milena Kalinowska. It
was the time of the unsolved situation in the
Balkans, so @ stated some predictions in that
interview, That time T spent three weeks in
Mew York City. America was getting ready for
the Desert Storm, ‘sp«.,,_;LIJ affuir broke out
here, so 1 was frankly afreaid and 1 could hard-
ly wait to reach Zogreb. Only at the end of
1993 Martha Wilson manged to arrange the
mentioned grants for me and T eould make the
exhibition The Museum af the Revolution of
the People of Tomislav Gotovac  that was
purposly opened on my daughters bisthday on
the January 6 this year under the title Point
Blank. As a part of the exhibition [ organized
a couple of my parfromances over the weeks.

Are you satisfied with the audience?

[0 That's a bright awlience, there was no need
to explain much what did. I think T had good
repercussions. Bul success in America can't
b reached over night, unless you dre sensa-
tional. For whot 1 do it coold be said: Still
waters run deep. The character of my exhibi-
ton was tipically European, but i would like o
do something clearly American, with the
American loml,

You have always been saying that you are
an “American arlisi”...

[ Well, T was telling people I was American
in order to upset them more...

Whai would your a real American exhibi-
fivn be like?
[0 That is not much of a sacret, but if T tald
people about it in advance, that wouldn't be it
any more. But I think I could make a big mess
in the United States!
GORAN BLAGUS

THE FORMS
OF THOUGHT

O SEEPAGE 20
“An image gives a more complex formation
than a sentence,”

(Tibor Hajas)

What I am wriling about - fine ans - is not
speculation but personal experience: it is no
other than clear “empiria”. Of course, it might
seem strange that this empiria virtually imme-
diately points back to itself: the experienced
totality of art is, in fact, indivisible and enex-
plicable, As Miklés Erdély put it it is the
empiria of the “intellectually unatizined.”
What puzzles us is that the intellectually un-
attained, that is there intangibly, is bound to an
object before us, that i to the work; “the
waorks, just like all other things, are naturally
near at hand in the same way"(Heidegger).
And it is exactly this where we witness the
basic conflict concerning the modem problem
of the image, which could not bi evaded since
Duchamp,. on the one hand, the work is a
thing “near 8t hand”, on the other hand, it si
infinitely more than a thing “near at hand™: it
is a spintual enlity. Or, more precisely, it is
koth at the same time, nevertheless, it can
emerge from the circle of the things “near ot
hund® through the latter of the two,
Duchamp said to Pierre Cabanne about the Big
Ciloss that “everything in it became conceptu-
al, notional, and so, everything depended on
something else other than the retina.”

His raising the problem of the image and con-
sciously shifting the emphasis to the concep-
twal side in the arts, his legendary non-con-
formist behaviour, his scepticism concerning
art life and ot trade made Duchamp an aes-
thetic “point of reference™ and a personal ex-
ample, an “archetype” for the representatives
of concept art at the turn of the sixties and the
seventies.

By rejecting the traditional notion of the art-
work being a fatish, by reducing the impor-
tance of the material and tangible objectivity
aspect, and by documenting the thought, the
fulea of art as an existing self-contained enti-
ty, concept art realised the conceptual and in-
tellectual self-examination of art. As a resull,
texts, signs, writings on walls snd photos were
born, causing some - temporary - confusion in
art trade. Yet, even Joseph Kosuth admitted
that, however complex and highly elaborate it
might have been, thinking of the “principles of
how the work of arl works™ as an art in itsalf
hod lost a great deal of its original impetus,
and became less attractive by the eighties. And
this fuct is due only to the machinations of the
art markel, but also o the {act that the progres-



