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CAnKe MULL/bEHbA UK MULLJbeHE CMKa Mapka Mycosuha

3Hamo fa byceH Tpase, MOCT, LiBMjeT, YNHM]a jabyKa, aKo Cy 3HAK UCTUHE, MOry BUTK 1 jecy CakpasHu.
A UCTOBpPEMEHO 3HaMO Aa ce NPodaHo MOXKe NpMKasaTi XpUCToBo polherbe, U BaCKpCee, Kao LWTO 33 TO
MMa Xusbasie NpUmjepa, MHOLITO NOAJ/IOT U CTPALLHOT KMYepaja LWepT/baHala, ako HMjecy 3HaK UCTUHE.

Bena Xamsaw, Xameawes 6pesujap

CBujeT HMje HeKa NpeAcTaB/beHa, MMarMHapHa ancTpaKkLumja HATKU CKyn NpeacTaBa Koju YMHE OKBMP HEKOM
Jjenosarby, Ma Kojem, Ma KakBom, Beh KOHCTUTYTMBHA OTBOPEHOCT Y KOME je CBaKa MCMOCTaB/bEHOCT U
noctass/beHocT moryha. ApTyp daHTo he cnegehu Xajaerepa nsmjectuti GoKyc ca ymjeTHUYKOT Ajenia Ha nojam
cBujeta ymjeTHocT (artworld) Harnawaeajyhu Tume getepmuHuwyhy yaory oHora y 4emy je HeKo ajesno
XunocTtaszoBaHo*. A To je CBUjeT, U TO CBETOBaHE NMPUCYTHOCTM YMjETHMKA KPO3 Ajes10 jaBHOCTM Ajena, WTo je n
K/bYYHa KapuKa y UlWYMTaBary yMmjeTHUYKe naatdopme Mapka Mycosuha y ,ieroBum” HoBum ,,pafoBuma‘“
OBpaje NpucBoOjHAa 3amjeHunLa ,kerosu” (anu u ,,pagosn”) durypuie Kao n3pas TemesbHor UCKycTea v Buherba
CTBApPHOCTM YMjETHUMKA KOja OApaXKaBa yHYTpallkbM ogHOC M3melhy BuUheHor 1 NpeacTaB/beHON, @ He Kao AN0
PYKOTBOPHOT KOHLLENTa YMjETHUYKOT Ajena, Koje Tume emaHuunyjyhuce og npoussogeher npeameTta canKe Kako
Makc Umpan 3anucyje ,,ocnobaha Kao OHO WITO je 3aucTa opruHanHo, To he pehu — 0HO opriHanHo ce
anconyTu1syje Kao HELWTO YNCTO MUCAOHO". A Npes MUCAIMMA-cIMKama Mapka Mycosuha, Kao U npef cBakum
YMJjETHUYKM ,,ayTEHTUYHUM ! 3aXBaTOM, HaNa3nMo ce y GUBCTBOBHOj anoOpMjM CYOUEHM Ca CUTYALLMjOM Y KOjOj
cnoboaHu objekat ocnoboheH og ceakor ymjeTHUYKOr dopmoBatba, oabuja 4a OTNYCTU CBOj CKpMBeHM 6pyj?,
ocTassbajyhu nocmatpaya 6e3 KOHEKTUBHE CTPYKTYPe eCTeTCKUX KaHOHa. AurutanHe potorpaduje
dbparmeTr3oBaHMX CIMKA ayTo OTNAAa penpeseHTyjy npouec ocnobaharba 1 pasosannohera o4 BNaCTUTOCTH
yMjeTHWKOBOT NpounsBoherba 1 NpeseHTalmje npeameTa, CAUKe ce ,peanusyjy” y OHOM MULL/bEHOM, Y eHepruju
Ajena Koja je HemeTapopuyHa, jep je MmnperHupaHa y CTPYKTypu MmaHeHuumje a He meTadusmke. 3a Mycosuha
BaYKM OHaj reTeoBCKM M3pas Aa ,CBUjeT raju y cebu, cebe y caunjety”, yBnadehu cTBapHOCT y yMjETHOCT CIMKama
MUCao-CcAnKa, andepeHumnpajyhu MyntunamuuteT pparmeHaTa He3aBUCHUX 04 BUN0 KOjUX UHTEPYM]ETHUUKMX
penaumja. M To HKMje TeK ycnyTHM motus y MycosuheBoj ymjeTHMUYKOj npakcu, Beh oHa mobuaunsyjyha HUT Kojom
Ajeno noctas/ba M packpmBa cBujeT, yparajyhu n HaTanajyhu umaHeHLMjy y NpocTOpHOCT cMKe. HapaBHo, oBaje
ce paau o moryhem a He cTBapHOM pactepehery o4 TpaHcLeaeHLMje U TeNleonoruje, o NpoLecyanHocTi 6es
opujeHTuyhe cybjekTMBHOCTU. MuL/berbe ciMka Mapka Mycosuha je moryhe camo HallMm oaroBaparbem, y
—repamem u ,Buaehum suherem”, CylUITUHCKMM 3ajeJHUYKMM 3HakbeM, CTaIHOM YHYTPaLlH0/Cno/bHOM
nponneteHowhy. Mako Ha npBu norneg usrneaa aa y Mycosuhesum ciMkama HemMa HUKaKBUX MeTadbU3UUKNX
ynyTa, HeKe yMmjeTHUUYKe 6uTBe* 3a Kojy 61 ce YKOTBMAA NMUTakba MUCAO0 CAMKa, Beh ce OHO NocebHO ymjeTHUYKOr
Jjena nocTtas/ba y MPE3EHTHOCT, Y OTBOPEHY CamoBUCTBEHOCT Koja nonyT pasbujeHor 6poaa nayTa no nyvynHw,
MNak HapaTUB TPaHCLeAeHLMje ce NoOMasba Kao CYHYEB 3pakK nocanje onyje. To ce YAHU KPO3 NUTakse HyXKae u
ycyaa, Kpo3 6UBCTOBHY Y/ABOjeHOCT i HELITO jecTe anu Aa He Mopa Tako BUTK, Aa cy AUMMTaNU30BaHe C/IMKe
MOr/1e 1 NOCTOjaTu ann HUjecy Mopane, aau fa npuMpoaa camor npegmeTta U3BaH C/MKe, ain CamMo Kpo3 CNMUKY je
HeLwTo WTO ce HensbjexkHo, fakne u 6e3ycNoBHO MOPano NojasuTU. To He 3HaYM OACYCTBO CTBAPHOCTU CTBapH
M3BaH YMjETHUKOBOT ,ayTeHTUYHOr” n3bopa — oanyKe Aa Hall Ta CMKa XaBapuUCaHUX U C/IMjensbeHUX Ajenosa
jepHor ynoTpebHor npegmeta Kakas je 61o aytomobun, gonasu y ,,KoHkpetusyjyhe suherbe”, Beh aa je cteapHocT
ctBapu Beh u yBujek Ty y bankehem pykoxsaTy, Ma KakBy MW SEKAPTOBCKY NO3MLMjy 3ay3esn. Hema Ty HUKaKBOT
3/10T AyXa Kao Y KapTe3njaHCKMM mMmeauTalmjama, Koju Hac Bapa na ce YMHM Aa HELWTO jecTe WTo Hujed, jep CnKyY He
MOTy NPUCBOjUTU, OHA HMje MOja UK HKje CamOo MOja, NN YNPaBO HUje Moja jep cam je pa30Ban/I0TUO O, CBaKor
npoussoaeher UnHa, TMMe ocTaB/bajyhu Buaehn npeamer y camo3aTBOpeHOCTH nocTojarba. Cinka he u game



MOCTOjaTV Kao MOTEHLMjaHOCT, KAa0 OHO HEBWA/bUBO LUTO HWje NOCTaso BUA/BMBO, @ MO0 je, Kao wTo he
npeAmeT NoCTojaTh Kao XxaoTM4YHa dopma, ayTo oTnag, Kpw, cmehe Koje he 6UTK nLWweHO , ToTasnpeseHumje”,
jep he y cBOjoj camoBUA/LMBOCTU NOCTATU HEBUA/LMBO, NPekUaajyhm u knaajyhu naHay, yHyTpawrUX CANKa Y
3anpeTeHnM yHyTpaLW MM aHasornjama camor 6uha npegmeta. Peknn bucmo aa ce Mycosuh kpehe y oHum
6e36pOjHMM KOHLENTYaIMCTUUYKMUM pa3BpLujuma® canyHo pagosuma Pobepta Bepuja, umnja je cHara notpolueHa

y nocnefrum geLeHujama npoLwwor BUjeKa, aiin Takas BUA NPOMULL/bakba Y O4HOCY Ha OBe ,pasoBe” je
HefocTaTaH U Heogrosapahu. OBo TMM Npuje LWTO ce OBAje PagMu O YMjETHUYKOj MPaKcK Koja npobiemaTtunsyje

He CaMo KOHKPEeTHM ,pag” y ogpeheHom NpocTopy M KOHTEKCTY Beh ce Kao ypreHTHO UCMOoCTaB/ba NUTakbe came
YyMjeTHOCTH, tbeHe Mohu 1 Hemohu Aa je ymjeTHOCT, MOryhHOCTM Aa YMjETHOCT UMa [jeI0TBOPHY
KOMYHMKaTUBHOCT TO/IMKO HapyLUeHy Nocierbunx negeceTak rogMHa npeko npoleca gemokpatmsaumje
ymjeTHuuKe npakce. CylWTUHCKA TpaHCcPopMaLmja APYLITBEHOr Na TUME M YMjETHUYKOT NPOCTopa, MCMYHEHOT Mac
MeaMnjuMa, AUTUTaSTHUM TEXHOOTW]a, PasINYUTUM 0BIMLMMA KOMYHUKALIMOHKX CTpaTernja, HOBUM
MHEeMOTeXHMKaMa nojayaBa noTpeby Aa ce ca CBakUM ,,paloM” OATOBOPU Ha NUTakbE LUTA je TO YMjeTHOCT Y CBaKOj
»YMjETHUKOBO]“ NpaKcK, KOHLENTY, MHCTanaumju, pagy uta. Mycosuh Ha To NUTarbe oArosapa C jegHe cTpaHe
KOaXKHOM MHCLLeHaLMjoM CaMUX PafoBa, AUTUTAIHOM ,PEMUKCALMJOM” UMEeMjaTU3aLMjOM YMjEeTHUYKOT,

a c Apyre cTpaHe NponUTUBakbeM MjecTa M yiore ymjeTHMKA CTBapaoLa. Y KOHTEKCTY yMjeTHUKOBe cTpaTernje
€CcTeTCKOr NaIMMMNCECTa, PasIMunTUX UAEHTUTETA, MULL/bEHE CIMKE NPey3nMa KoHLenTyanHa nepcoHa’, 3anpaso
YMjETHMK Kao IMYHOCT KOjU MUCAIN Ko APYTY, U YKja je MHTepnpeTaTUBHa cTpaTermja ocnoboheHa ceake
AeTepmuHuumje 610 Aa je NCTopujcKa, ymjeTHUYKa, dunocodceka nam 6uno Koja apyra Teopujcka
KOHTeKCTyanusaumja. MHTepnpeTaumja He camo Aa KOHCTUTyULe YMjeTHUYKO Ajeno, Beh ra cTasiHO M HAaHOBO
LEeKOHCTpyMLe, jep ce CBUjeT YMjeTHOCTU Y APYroj, M CBAKOj HapeHO]j jaBHOCTU CaMor Ajena KaHaauwe y
METaKOMYHWKATUBHM NPOCTOP, U3MjeLUTEH U3BaH CBaKe KaHOHU3aLuje. Y TOM Tpoyray usmehy ymjeTHuKa,
HEroBOr Kao Apyru, Apyror Kao ApyrocTu U camor gjena goraha ce 0611MKoBakbe CTBAPHOCTU U CBUjETA YM]jETHOCTH
KPO3 NUKTOPa/IHO NOJbe Kafap-CEKBEHLM C/IMKe, UCToBPeMeHO Hyaehu jegHo cacBum ogpeheHo Tymaderba
YMjeTHWUYKOT y ymjeTHocTU. OHO je 6anCKO HeoaBarapaHoj ,,ecteTuum MHAMGEPEHTHOCTM camo Y TOM CMUCAY LITO
YMjETHUYKO yNaja y MULLI/beHE, Y YMCKM pe3epBaT av U pasininTo y TOM CMUCAY LUTO Ce CaMO YMjETHUYKO
Hanasw y CTaJIHOM YKUAaky 1 Npenaxkery rpaHnLa, y MOAeny yKpLiTaka 1 npenauntama, y cnojesmma u
HacTaBuuma. MycosuheBo ,,0TBaparbe npema Kpyxetby eHepruja“, y Tom npecjelarby 1 CTaiHOM OTBapakby
Aoraharba, c/iM4Ho je (cajbep) nepdopmaHcy Koju MHayrypuLLe NPUHLKUA KOMAXKHOCTU U CUMYITAHOCTH,
YyCMjepeHoCTH Ha ,npoHaheHe” npeameTe U matepujane, OTBOPEHOCTU U HECKOHAYHOCTU YMjETHUYKNX HOPMMU.
KoHuenuuja KonpucyTHOCTU U PasanUUTUX MAEHTUTETCKUX Cl0jeBa Hajbosbe ce n3unTasa 3 camor 6uha nojasHor
npeameTa CUKe, U3 Pas/IMKoBakba HeroBornpuemnaa U cywtuHe. Cavke (NPecoBaHn U yCUTHEHN MeTasHU
KOMagM) Hoce HEBMA/bUBY CIMKY (ayTomobuna), oHora WTo cy 6Mau CBU TM AUjenoBm AOK HUjecy nocTanu To WTo
Cy cafa, Kao LITO U ayTomobua Hocu y cebu CnKy, HeBUA/bMBY, OHOTa KOju ra je cTBapao, Taj ayTomobu Kao jedaH
ynotpebHU npeameT, NPOU3BOA je HEKe nAeje, HEKOT KOHLEerMTa, HeKe I0FOCHE MpakKce, esbe, Mohu, Bu3unje,

a OMeT M OHaj Koju je cTBapao ayTomMobuM/ HOCK Y cebu CANKY HEKe Apyre IMYHOCTU, nAeje, KOHLenTa 1 Tako ce
cBaKa HapeaHa c/vKa ynofobsbyje 1 y3rnobsbyje y HEKy Apyry CAnKy. TUMe WTo NpeaMET Huje NOCTao CANKa,
HEeBWA/bUBO OCTaje HEBMA/bUBO, @ BUA/LUBO NpecTaje 6UTU BUA/LUBO jep HUje BULLE UCMYHEHO HEBUA/BUBUM.
#AYTEHTUYHOM" 04 NIYKOM - M360POM YMjeTHUKA Aa HELWTO, HEKM NpeaMET, G110 Koju NpeaMET, Haw npeamet
NoCTaHe C/IMKa OTBOPEH je MPOCTOP UMaHeHUMjU, npeameTHoj meTamopdosu y Kojoj he npeamet 6uTn
npeobanKoBaH U3 jeaHe popme y Apyry, HUKAZ y NOTNYHOCTU He HanywTajyhu oHo WTo je 6o npuje Hero WTo je
NnocTao HewTo Apyro, anv he 6UTU OTBOPEH TUM XMBPUCOM CIMKE U NPOCTOP TPaHCLeAeHLMje, OHUX HAaBUA/bUBUX
C/IMKa W3 NaHUa aHanoruje cteapu u 6uha. MyaTURAMLMTET CANKA Y CIMLM je HYXKHOCT YMjeTHUKOBOT M3bopa,

OH je Ha TO HaTjepaH jep je oTBOpMO MaHAOPWHY KYTHjy BUA/BUBOCTU HEBUA/BUBOT KPO3 AUTUTANN30BAHE CNKE
n3abpaHux npegmeta. OHe cafia NocToje Kao gepusaTueHe Gopme MULL/bEHA 3aNPaBo AnjanekToowke dpase y
CK/I0MY TPaH3MLMje UMaHeHUMja - TpaHcLeaeHUMja, BUA/bUBO - HEBUA/LUBO, CaMonpeseHLmja - ToTannpeseHLUmja,
03HauymnTes/b - 03HAYEHO, NPUCYCTBO - OACYCTBO. A/IM TO HUje YMjETHUKOB AMjaniekaT U CIMKa Huje Herosa,

He NpUNaza HemMy, OH je HeKO APYru y OAHOCY Ha C/IMKY, CKKa je nepdopmatnsHu nckas Noli me legere 3a
YMjeTHMKA. YMjeTHMKOBA je camo 04/1yKa, YMH Aa AO0NYCTU Aa CMKa NpeaMmeTa NocTaHe CnKa, Kao uspas
adupmaumje ,4pYyrocT CONcTea“, ann n Apyroctu Apyrora, KOMe HMjecy HaMeTHYTU BUNO KaKBU ECTETCKU KaHOHM
Kao PYKOBOAHM 3HALM Y ULWYMTaBakby NpeacTaB/beHe cavke. Cauke cy ,cend objeKTU” y Kojem je capkaHa a He



MCK/byYeHa MHTepCybjeKTUBHOCT OAHOCA, jep ApyrocT concTea ynyhyje n HasHavyje ApyrocT ApyrocTy, ynpaso
3aTO LUTO je UCK/by4eHa CBaKa NPUCKUAHA HAMETHYTOCT CBOjCTBEHOCTM CaMUM cOBoM. Y TOMe Ham NoMaKe U cam
MycoBuh, jep canKe wux TpUAECETaK 0CTajy ocnoboheHe oHomaTogdocuje*, oHe onpecnBHe MOhK ymjeTHUKa
KOjOM OH 3aprKaBa NPaBO MMEHOBaka, a 3aNpaBo OKynauuje n KonoHusauuje cavka. Canke octajy 6esumeHe
C/IMKey NPOCTOPY UHCLLEHNPAHE CIMKOBHOCTM Koje Tek Tpeba Aa foKMBe CBOjy anoKanunTuky. OHo WTo
Mycosuh ycnujesa je 3anpaBo Aa OBaKBUM KOHCTUTYMLLE 3ajeiHULY Tymaya Koju he KpuTuky/uHTepnpetauujy
YMjeTHWYKOT Ajena oABOjUTU 04 aHaTeMe caBpeMeHe YMjeTHOCTH, OHora WTo bogpujap BuAM Kao ,,NpoKaeTcTBO
ypabarba y CTBapHO M 6aHaNHOCT, Te MPOKNETCTBO KOHLLENTYanHe ancopnumje y naejy ymetHoctn”. Mapko
MycoBuh Ham 0BOM M3/10XK60M HyAM peBUTanu3oBaHe Gopme YMjETHUUKOT YNHA, UCTUHCKE YMjEeTHUYKe
MMMyJce, Y KojuMa O4HOCK TEOPUje 1 TEXHOOIMje Y heroBoj NPoAyKLMju He banaHcmpajy penaumje nusmehy
C/IMKe 0BUYHOr, HeYMjeTHUYKOT NpeameTa U nocebHOr ymjeTHUYKOr ajena, Beh cyLUTUHCKM NpobaemaTusyjy
CTaTyC M jefHora u Apyrora y NpoCTopy C/IMKOBHOCTM Ko NUTakbe NOAUTUYKOT CTaTyca YMJETHOCTM Koja MoXKe
OATOBOPUTU Ha TO NUTakbE.

1 U3pas “ayTeHTUYHOCT" oBaje durypuiue camo Kao cybjeKT1BHa 04 1yKa, Kao anodpaHTUYKM CTaB A4a HeLWTo jecTe, 04 Yera He
nountbe Beh ce HacTas/ba TO WTO jecTe, BUANO Aa je HEKM NpeAMET, CTaB, UCKa3, CNKA, INHKjA, YWH, MOKpPET.

2 Hasus jegHor OuwaHoBor paga, A bruit secret” u3 1916. roavHe.

3 A 1 cam oTal, moAepHor Ayxa [leKkapT, ynpaBo To M YMHU oAycTajyhu of CBOT K/bYYHOT CONMMNCUCTUYKOT NPUHLMNA
xunepbonnuHe cymroe, npusHajyhu kpos Tpehy meautaumjy, Aa CYLUITUHCKM TaKO Masio MMa penesaHLmje eNUCTUMUYKU MeTos,
Kojum cam cebu npuaajem v Np1sHajem nocTojarbe He3aBUCHO Of, APYror, KOjUu jeAUHN MOXKe BUTK rapaHT Aa ja NoCTojuM.
Mwucnnum gakne NocTojum, MOXKe CamMo OMNCTaTU KAa0 MUCAULL, AaKae NocTojul. MpumjereHo Ha Hall Cy4vaj, MojaBHa CTBApPHOCT
HeKora npeAmeTa, Haller npeameTa, Be3aHa je CyA6MHCKM 33 HeroBo ONpUCYTB/beE HEKOM ja, 33 CIMKY NpeAmeTa Kojum ce
ocnobaha Heroso noctojarbe o HenocTojaka. Buajetv camky sHaum 6utm yxsaheH y norneay.

4 U3pas [enesa v MaTapuja

® M3pa3 npunaga PonaHy bapty

* XMNocTasoBaHo - onpeameheHo, NocTaTm BUA/bUBO, YNOTPe6/bMBO

* 6UTBA - YMjETHWUKO ynopuwTe (6UTBA je UBPCT KameH Ha 06a/n 33 Koje ce Bexe 6pog, Uan Yamall)

* pasBpLja - packpwha

* oHomaTofocHja - U3 Bajatbe U3 Hevera UK pasgBajatbe of Hevera

MAPKO MYCOBUHR

markomusovic@gmail.com

1958. PoheH y Hukwwuhy, LipHa lopa

1983. 3aBpLlumo AKagemUjy IMKOBHUX YMjEeTHOCTHM Yy 3arpeby, XpBaTcKka

1987/88. NMposeo Kao cTuneHamMcTa wnaHcke Bnage y Magpuay (Akagemuja CaH PepHaHzo)
1992. YnaH Yapyxerba ymjeTHuKa LipHe Tope

Mpupeano 35 camocTanHmx U3noKbu cnuka, Konaxka u objekata (beorpaa, 3arpeb, Hosu Cag, Hukwuh,
Moaropuua, Mapus, Magpua,...) Pagosu cy my 3aCTyn/beHW y BULLIE jaBHUX M NPUBATHMX KONEKLMja Y 3eM/bU

M MHOCTPaHCTBY. 33 CTBApanaluTBO BMLLE NyTa HarpahueaH. BaBu ce CAMKAPCTBOM, KONaXKOM, 06jeKTOM 1
doTorpadujom. Pagu Ha yHuBep3uTtety y UctouHom Capajesy y 3Barby pegosHor npodecopa (Akagemuja IMKOBHUX
ymjeTHocTn Tpeburbe) Ha CIMKaPCKOj rpynu npeamera



Csu pagosu cy 6e3 Hasmea, 2015, poTorpaduja, popmat ncedka 17,5x12,5cm

All works are without title, 2015, photography, 17,5x12,5cm each part












Boris B. Brajovi¢

Marko Musovi¢ — Images of Reflection or Reflection of Images

We know that a turf of grass, a bridge, a bowel of apples if they are a sign of truth, can be and are sacral.
However, we also know, as there are numerous examples, that Christ’s birth and resurrection can be
depicted as mean and terrible kitsch if they are not a sign of truth.

Bela Hamvas, Hamvas’ Breviary

The world is not a represented imaginary abstraction nor a set of images that constitute a framework for some
activity, mo mater what kind, but a constitutive Openness in which every presentation and positioning is possible.
Arthur Danto, following Heidegger, shifted the focus from the work of art to the concept of the artworld, thus
underlining the determinating role of the context in which the artwork becomes hypostasised. That being the
world, that worldly presence of the artist through his work, through the public showcasing of the artwork is the
key link in reading the artistic platform of Marko Musovi¢ in “his” new “pieces”. Here the possessive pronoun “his”
(but also “pieces”) figures as a phrase that express the artist’s profound experience and perception of reality that
reflects the inner relationship between the seen and the represented not as part of the manually rendered
concept of a work of art that thus emancipates itself from the producing object of the image as Max Imdahl wrote:
“liberating that which is really original, that is to say, the original is absolutised as something purely thoughtful”.

In front of Marko Musovic¢’s reflections-images, as in front of any artistically “authentic”* endeavor, we find
ourselves in an aporia of being faced with a situation in which the emancipated object freed from any artistic
formation, rejects to loosen its hidden noise? leaving the observer without the connective structure of aesthetic
canons. Digitalized photographs depicting fragmented images of a car junkyard represent a process of liberation
from the artist’s own artistic production and presentation of the objects, images are “produced” in the reflected,
within the energy of the artwork which is not metaphorical because it is impregnated in the structure of
immanence and not metaphysics. Goethe’s maxim applies to Musovi¢ “cultivate the world in oneself and oneself in
the world” infiltrating reality into the art of pictures by his reflection-images, differentiating the multiciplicisity of
the fragments independent of any kind of interartistic relations. That is not just a side motif in Musovi¢’s artistic
practice but the mobilizing thread by which the work of art establishes and reveals the world, immersing and
absorbing immanence into the spatiality of the image. Of course, we are dealing with the possible and not real
disburdening from transcendence and theology, it is about the processuality lacking oriented subjectivity. The
reflection of Marko Musovi¢’s images is only possible if we respond with looking and “with a seeing vision” with
essential common knowledge, with a constant inner/outer intertwining of both. Although at first glance, there are
no metaphysical directions, no artistic stronghold to which questions dealing with image reflection can be directed,
yet the exceptionality of the work of art is positioned into the present, into an open authentic self-essentiality that
like a wrecked ship drifts upon the open sea. However, the narrative of transcendence emerges like a ray of
sunlight after a storm. It takes place through the issues of necessity and fate, through the existing duplicity that
something is but that it does not need to be, that the digitalized picture could have existed but need not have but
that the very nature of the object outside the image, but only through the imagery, is something inevitable, thus
that it unquestionably had to appear. That does not mean that there is a lack of reality of things outside the artist’s
“authentic” choice — his decision that a particular image of wrecked and stuck together parts of a utilitarian object
as was a car is brought to a point of “materialized vision” but that the reality of things is already and always near
our grasp no matter what Descartian view we take. There is no evil spirit as in the Cartesian meditations that
deceives us into thinking that something is present which is not® because | cannot appropriate the image, it is not
mine or it is not only mine, but it is not just mine because | have deprived it from any producing act, thus leaving
the remaining object that can be seen in the self-closed existence. The image will still exist as a potentiality, as that
which is invisible, that did not become visible but could have, as the object will exist as a chaotic form,



a car junkyard, litter, rubbish that will be deprived of a “total presentation” because it will become invisible in its
self-visibility, breaking and tearing the chain of inner images in the closed inner analogies of the very being of the
object. We could say that Musovic is following numerous conceptual crossroads similar to the works of Robert
Barry, whose creative force was spent in the last decades of the last century, however such a reflection on these
“artworks” would be and is insufficient and unsuitable. All the more, as we are dealing with an artistic practice that
is problemetized not only as a concrete “work” in a defined space and context but the question that is urgently
raised refers to art itself, the strength and weakness of it being art, the possibility that art could have a effective
communicativity so undermined in the last fifty years by the process of democratizing artistic practice.

The essential transformation of the social and the artistic space, filled with mass media, digital technology,
different forms of communicative strategies, new mnemonic techniques, underlines the need to answer with every
new “work” the question what art is in every artist’s “artistic” practice, concept, installation, work, etc. Musovi¢
answers this question with a collage incenation of the works themselves, digital “remixing” and mediatization of
the artistic on one hand and on the other he questions the place and role of the artist. In the context of the artist’s
strategy of aesthetic palimpsest, different identities, image reflection is assumed by a conceptual persona®,
actually the artist as a person who thinks as the other and whose interpretative strategy is emancipated from any
determination whether it be historical, artistic, philosophical or any other kind of theoretical contextualization.
The interpretation not only constructs a work of art but it constantly and newly deconstructs it because the
artworld in the second and every other publicisity of the work itself is channeled into a meta-communicative space
dislocated outside any canonization. In that triangle of the artist, his other as the other, the other as the otherness
and the work itself the shaping of reality takes place and the artworld through the pictorial field of the frame-
sequence of the picture, simultaneously offering a very defined interpretation of the artistic in art. It is close to the
neo avant-garde “aesthetics of indifference” only in the sense that artistic falls into thought, into the intellectual
reserve but also differs in the sense that only the artistic is in the position to constantly abolish and cross
boundaries in a model of intersecting and overlapping, in joints and extensions. Musovi¢’s “opening towards the
circulation of energy”” in the constant intersecting and constant opening of occurrences, is similar to a (cyber)
performance that inaugurates the principle of collaging and simultaneous focusing on the “discovered” objects and
material, openness and infinity of artistic forms. The concept of co-presence and different identity layers are best
read from the very being of the represented object of the image differentiating between its illusion and essence.
Pictures (of pressed and crushed metal pieces) carry invisible images (of cars), of what all those parts used to be
before they became what they are now. In the same way as a car carries an invisible image of the person who
made it, as the car as a utility object is a product of an idea, a certain concept, a practice of logos, desire, power,
vision. Then again, the person who made the car has inside him/herself an image of some other personality, idea,
concept and thus every other image bonds with another image in the chain. Thereby, since the object has not
become an image, the invisible remains invisible, and the visible stops being visible because it is no longer filled
with the invisible. Due to the artist’s “authentic” decision — choice that something, some object, any object, our
object becomes an image, the space has been opened for immanence, object metamorphosis in which the object
will be reshaped from one form to another, never completely abandoning what it used to be before it became
something else, but it will be open by the hubris of the image and the space of transcendence of the invisible
images from the chain of analogy of things and beings. The multiplicity of images in pictures is the necessity of the
artist’s choice, he has been forced to do so because he opened Pandora’s box of the visibility of the invisible by
digitalized pictures of selected objects. They now exist as derivative forms of reflection, actually as dialectical
phrases within the framework of immanence of transition—transcendence, visible—invisible, self-presentation—total
presentation, signified—signifier, presence—absence. However, it is not the artist’s dialect and the image is not his,
does not belong to him, he is someone else in regards to the image, the image is a performative statement, the
Noli me legere of artist. It is only up to artist to decide, it is his/her act to allow the image of an object to become a
picture as a form of affirmation of the “otherness of being” and the otherness of the other who was not forced to
accept any cannon which would be directions for reading the representation of the image. Images are “self
objects” which contain and not reject the inter-subjectivity of relations because the otherness of being refers and
indicates the otherness of otherness because every enforced distinctive imposition is excluded by itself. Musovié
himself helps us with this, because the pictures, thirty of them, remain freed from onomatodoxy, the oppressive
power of the artist by which he retains the power to name pictures, that actually means an occupation and



colonization of pictures. They remain nameless images in a space of staged imagery that yet have to experience
their revelation. By doing so, Musovi¢ manages to constitute a community of interpreters who will separate the
critical evaluation/interpretation of a work of art from the anathema of contemporary art, from what Baudrillard
sees as “ the curse of immersing into the real and banal, and the curse of conceptual absorption into the idea of
art”. With this exhibition Marko Musovi¢ offers revitalized forms of the artistic act, true artistic impulses in which
the relationship between theory and technology in their production do not balance the relationship between the
image of an ordinary, non artistic object and a particular work of art but essentially problematize the status of both
in a space of imagery as an issue referring to the political status of art that can answer that question.

1 The term “authentic” figures here only as a subjective decision, as an apophanatic assertion that something is, it does not begin
but continues being what it is whether it is an object, an assertion, statement, picture, line, act, movement.

2 Title of Duchamp’s installation A Bruit Secret/With Hidden Noise (1916).

3 The father of the modern spirit Descartes does just that by abandoning his key solipistic principle of hyperbolic doubt, ac-
knowledging through his Third Meditation that essentially there is so little relevance in the epistemic method by which | myself
acknowledge my existence which is independent from the other who can be the only guarantor that | am. I think, therefore | am
can only describe how you think, therefore you exist. Applied to our case, the represented reality of an object, our subject, is
linked by destiny to someone making it exist, to the picture of the object that liberates its existence from nonexistence. Seeing a
picture means being caught in a gaze.

* Deleuze and Guattari’s term.

® Roland Barthes’ term.
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