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bojaHa

BupekaHuk Lito 61 pekon flenes?

U3Bepbute Ha
Tawa OCTOjUK U
NOCTMAEHTUTETCKATA MUCNA

W u37UIIHO ¥ HEOIXOAHO € /a 300pyBaMe 3a WU/I€HTHU-
TETOT BO epaTa Ha Iobanusarujara, Ouaejku uaeH-
TUTETOT 3a3eMa KJIyYHO MECTO BO KOHBEHI[MOHAJIHATA
KyJITypa U MOJIUTUKA. MerfyToa, 3a pa3juka of OUTKUTe
3a UJIEHTUTET O] IBAECETTHOT BEK Ha 3aIaji0T, UJIH eIh-
I[EHTapOT Ha KyJITYDHUTE BOjHU, UJIEHTUTETHUTE JIEHEC CEe
BO TIPe/IeH IJIaH Ha OHA IITO MHOTYMHHA TBPZAT JIeKa €
caMo eJTHO PAINKAJTHO OTIPEIMETYBahe Ha KATETOPUUTE,
IIPENBAKyBakhe U Bpakambe BO MAaTUIIATa HA UJIEHTUTETOT
¥ YyTHETYBAKETO 3 JIa CO3/a/IaT HOBH CIEIHjaTU3UPAHU
MapKETHHIIIKY TPYIIN — KaKO CIICAHMja HAMEHETH 32 Tej
WY 3a [PHEYKaTa MOIMyJalija — Co IeJI Jja TH CBPTaT
UZIEHTUTETUTE €/IeH MPOTHUB JIPYT, WIN MPUBPEMEHO Ja
UM TU 3aMeHaT YJIOTUTE BO UCTHOT CHUCTEM MeTaHapa-
uu. HeomamHa, aMepukaHcKuTe U300pu HU MOKaXkaa
KOJIKaBO € BJIMjaHUETO Ha TaKaHApeuyeHaTa UIEHTHUTET-
CKa MOJIUTHKA, KAKO M BO KOJIKaBa Mepa 3Hae /ia € Ipo-
OsiemaTHuHa WK oBeke3HauHa. Kaze 1a ro cmectume
MpallamkeTo 3a UIEHTUTETOT U KAaKOo JIa TO pasrjefame
0e3 ma ce BpaTHMe BO CcTapaTa AyayIlCTUYKa paMKa Ha
cyojexT u 00jexT? Kako ga ru mzberneme mpobJsieMuTe
Ha KaTeropusanuja U YTBPAYBal€ Ha IMOEAMHEYHUTE
uneratureru? [Iyqur Pyd (Judith Roof), Bo TekcToT k0j
ro o6paboTyBa MOMMOT IOCT-UJIEHTHTET, ja 00jacHyBa
moTpebaTa oJ1 e/IeH TAKOB TEOPETCKU HA3HB:
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Talking about identity in the age of globalization seems
both redundant and necessary since identity has taken
on such a prominent position in mainstream culture
and politics. However, far from identity battles of the
twentieth-century in the West, or ground zero of culture
wars, nowadays identities are at the forefront of what
many argue is nothing more than radical reification
of categories, of recirculation and brining back to the
master-fold of identity and oppression by using identity
to create new niche marketing groups (such as gay or
Black-oriented magazines,) to pit one identity against
another, or create temporary reversals of roles within
the same system of master-narratives. Most recently,
it is the American elections that have show us, on a
daily basis, how widely influential are the so-called
politics of identity, and how highly problematic and
ambiguous they can become. Where can we place the
issue of identity, and how can we talk about it without
relegating our thinking to the old dualist, subject-object
problematic of being? How can we avoid the problems of
categorization and solidification of singular identities?
In her text which examines the notion of post identity
Judith Roof elaborates on the need for the existence of
such a theoretical nomen:
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[TouMoOT ,,TOCT-UAEHTUTET" ja TIPOJOJIKYBAa HU3ATa ,,ITOCT -
OBH: IIOCTMOJEPHM3aM, IIOCT-CTPYKTypa/M3aM, IIOCT-
KaluTaJn3aM, KOM IIo[pasdupaar eaHa HaJAMeHa Heo-
npeneroct. On egHa crpaHa, KakO I[OMMOT aBaHTrap/a,
moApa3bupaaT CKOK HaHAIIPe/, OTCTAIIKA O] IIOCTAPUTE Ha-
YWHHU Ha Pa3MHUC/IyBalbe BO HACOKA HA [TOPAAMKAIHHI TIOUMU
KO TH IMOOMBAaT MPETIIOCTABKUTE U T OCIIOPYBAaT BOCIIO-
cTaBeHUTE ,BUCTHHU. ON Apyra cTpaHa, IaK, CUTE ,ITOCT -
OBH 3aBHCAT Of ¥ C€ MPOHUKHYBAAT CO IIOMMUTE O] KOH II0-
TeKHyBaaT. 3HAUYEHETO HAa ,IIOCT‘-TEPMHUHOT IOApa3dupa
J1a00KO MO3HABakhe€ Ha IIOCTAPHOT IIOMM, a IIPeTCTaBKaTa
03HAYyBa €lHa aMOUIIMO3HA HOBA IIEPCIEKTHBA."

[Mopanu cokeHOCTa Ha IpallamaTa U morpedaTa of
HaAMHUHYBab€ Ha IIOUMOT IIPDOCBETJIEHA HHAWBHUAYAJI-
HOCT 3aCHOBAaHA HA BHATPEIIHOCTA HA COIICTBEHOTO jac
N Ha YUCTO COOHUOKOHCTPYKTUBUCTHUYKUOT TPETMAH Ha
HUAEHTUTETOT, CE€ IIOCTaByBa U IIpAIIAIbETO IITO IIPET-
CTaByBa UJACHTUTET BO ABAa€CE€T U IIPBUOT BEK. Cnope,u
Pyd, upentuTeTHTE CE MPAaBOCHIEH U3pa3 HA MOTpedaTa
o1 6opba co mpobieMaTUYHHUTE U KECTOKU APYTOCTH BO
ommrectBaTta. Mefyroa, HE MOTCeTyBa JieKa IMpoOseM
Ce jaByByBa JIOKOJIKY CO3JaJIeHUTE WJIEHTUTETH CE
pe3ysTaT Ha yTHETYBAaUKH CHCTEMH, Kora OOHWYHO ce
»,WIN IOTBPZAA Ha CIPOTUBHATA WU OCIODYyBame Ha
camaTta karteropuja.“> OcBeH TOa, KOra HJEHTUTETHUTE
Ke ce yTBpJIaT BO 3ace0HU KAaTeropuu, KAKO Ha IIPHUMEDP
MawKu v sceHeku, 6e3 J1a ce 3eMart MpeABU/ IOCTOjaHHTE
IIpecraiu Kou CeKOj Ol HAaC ' IIpAaBU KOra € UICHTUTETOT
BO IIpaliame, Toram M caMUuTe€ CTaHyBaaT O6.TII/IK Ha
JKEeCTOKa JPYTrOoCT U UCKIIy4dyBame. lIpamiamaBa yiire
MIOBEKe Ce YCI0KHYBaaT MOpajy IJI00THUTEe eKOHOMU]ja
U KyJITypa 3aCHOBAHM Ha IIOMMHUTE OTKpHBAIbE H
ynoTpeba Ha 3aceOHUTE UIAEHTUTETH, CO IeJT ITpoaaKkoa
U cO3/laBame Ha c€ IoBeke HOBHW maszapu. CeBo OBa,
TaK, CcO IeJT BpaKame Ha UJEHTUTETUTE BO MaTHIlaTa HA
I‘JIO68.)IHI/IOT KaIiyuTasyl, BO BUOPOT Ha TaKaHApE€YEHUTE
IPOTOIM: TPOTOK HA Mapu, Jyle, ma3apw, CTOKa U

The term “post-identity” reflects the impetus of other “posts”-
postmodernism, post-structuralism, post-capitalism-all of
which imply a cocky ambivalence. On the one hand, like the
concept of the avant-garde, they suggest a leap ahead, a de-
parture from older ways of thinking into more radical con-
cepts that overturn assumptions and question established
“truths.” On the other hand, all “posts” are dependent upon
and entwined inextricably with the concepts implied by their
root words. The very significance of the “post”-ing gesture
depends upon large-scale familiarity with an older concept,
the prefix signaling a hopeful shift in perspective.’

Given the complexity of issues, and the need to go
beyond the notion of Enlightenment individuality based
on interiority of one’s Self, and beyond purely social-
constructivist engagement with identity, the question is
what is identity in the twenty-first century? According
to Roof identities are valid expressions of the need to
combat problematic and violent otherings created in our
societies. However, she reminds us that the problem is
that if identities produced are as a result of oppressive
systems then they usually result in “either a reaffirmation
of the opposition or a challenge to the category itself.”
Furthermore, when identities are solidified into discrete
categories of for example “female” or “male” without
acknowledging constant transgressions that each of
us goes through when identities are concerned, then
they themselves become a form of violent othering and
exclusion. All of these questions/problems are further
compounded by the global economy and culture which
is built upon the notions of excavation and usage of
discrete identities in order to sell and create an ever-
increasing number of new markets. All that is done to, in
the end, bring identities back into the fold of the global
capital, pull them into the vortex of the so-called flows:
flows of money, people, markets, goods, and many other
“things” subsumed under the multinational corporate
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Cé IITO BJIETYBa IIOJ MYJITUHAI[MOHATHATA JIeJIOBHA
kama. Merfyroa, OuAEjkH IMOCTOjaHO HE IOTCETYBaaT
JleKa BaKBHUTE IMPOTOIM II€JIOCHO Ce 3aCHOBAaT Ha CBET
Mo/ieJIeH Ha OHHME KOU Ce BKJIyYyBaaT BO IIPOTOILIUTE
U OHHE KOU WTAIHJAaHCKHUOT YMETHUUYKU KOJIEKTHB
MHowiiligo TO HApEKOJI ,,IIBPCTO MOpe®: Jyre 3apobeHu
BO 33/IHUHATA Ha TJI00QTHATa KyJITypa, 3arjlaBeHd Ha
aepoipOMH, MPUCTAHUINTA WJIN KOU HEUYYjHO poOyBaat
BO JIOMOBUTE Ha ITOBUCOKUTE KjIacu. BakBuTre mpumepu
Ha I[BPCTHHA, HEITPOOOjHOCT ¥ MUHJIUBOCT C€ ¥ IPUMEPH
KOM YKa)KyBaaT Ha IMapa/IOKCOT BO HIEHTUTETCKATA
MOJIUTHKA, KOja YECTOIIATH I'M 3aHEMAaPyBa WJIH He yCIIeBa
Jla T HQ/IMUHE COTICTBEHUTE HEJIOCTATOLH U YKECTHHA.

KareropujaTta ujleHTUTET BO COBpEMEHaTa TeopHja TH
mospa3bupa U MOUMUTE IpecTat, GQIyHAHOCT, HEKae-
momery, TIOCPETHOCT U pa3jinKa. BakBOTO mouMame Ha
UJIECHTUTETOT Ce HapeKyBa ,IOMHAKBO Pa3MHC/IyBambe"
U HCTPaKyBa KAaKO TIOEJUHIINTE He BJIETYBAaaT BO
KATerOpUHTE OIpeZIeJIeHN O/ 3aceOHUTE WJIEHTUTETH.
OcBeH TOa, BAaKBOTO DPa3MUCIyBame IPHU3HABA JleKa
KYJITYDHUTE BOJHU U WJIEHTUTETCKATA TOJIUTHKA KaKBU
IITO Cce jaByBaaT Ha 3amazor, ocobeHo Bo CeBepHa
Amepuka, BO HajMasia paka Tpeba s1la ce obmuciar
O/THOBO, /a ce pasryiobaT 3a Ja ce corjeAyBa Ha
CJIOKEHOCTA U UNOCUHKPETUIHOCTA HA OUTHUCYBAHETO
Bo cBeroT JeHec. JKum [leme3 (Gilles Deleuze) Bepo-
jaTHO WMallle HajrojieM YCIeX BO PAacTypameTo Ha
KATErOPUHTE UJIEHTUTET KAKO U BO IOCOYYBAKHETO HA
TOUKHUTE KaJie IBPCTUHATA HAa UJEHTUTETOT € IIpoOueHa
(TpaHCPO/IOBOCT, TPAHCHAIIMOHAIIHOCT, KaKO U TOJIEM
Opoj MOjaBM BO HOBUTE MEJNYMH, KaKO Ha IPHUMEP
demunucTHukata kubepmopHorpadwuja). [enes HE
MIOBUKYBa /1a My oOOpHEMe BHUMaHUE HA , KUBOTOT" BO
CUTE HETOBU OOJIMIIH, JKUBOT KOj € He3aIUPJIUB U KOj CO
cBOjaTa HEMHUHOBHOCT MeHyBa ce OkoJy cebe. Criopen
Jlene3, Hajmobap mpuMep 3a ,KHBOT X Ha JejI0, 3a
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flag. However, as we are being constantly reminded these
so-called flows are based entirely on the world separated
into those who can engage in flows and those who are
forever stuck in what Italian artistic collective Multiplicity
has called “the solid sea”; people who are trapped in the
back doors of global culture, who are stuck in airports,
sea ports and anonymously slaving in upper-class
homes. These instances of solidity, impenetrability, and
transience are also instances which point to the paradox
of identity politics, the fact that in many cases identity
politics ignores or cannot see past its own shortcomings
and violence.

The category of identity as understood by contemporary
theory acknowledges the notion of transgression, fluidity,
in-between-ness, and difference. Such thinking about
identity is termed “thinking otherwise” and investigates
the ways in which individuals do not fit into categories
as assigned by discrete identities. Furthermore, such
modes of thinking also acknowledge that if nothing
else, culture wars and identity politics as experienced
in the West, and especially in North America, need to
be thought about again, turned inside out in order to
understand the complexity and idiosyncratic nature of
being in today’s world. Gilles Deleuze’s work is probably
the most successful in its breaking of the categories of
identity, and his ability to point out the sites at which
solidity of identities is broken by transgression (trans-
gender, trans-nationalism, and various new media and
cyber phenomena such as feminist cyber pornography
for instance.) Deleuze calls our attention to “life” in all its
forms, life which cannot be contained and which through
itsinevitability changes everything around it. An example
of “life” at work, of thinking otherwise for Deleuze can be
most clearly seen in philosophy and art and it is the latter
that I would like to discuss in more detail. Contemporary
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ITIOMHAKBO Pa3MHUCIyBambe, Ke HajaeMe Bo putocodpujaTa
¥ yMETHOCTa, a BTOpaBa OU ja pasrJiesiajia MmomoapooHo.
Bo coBpemeHaTa yMeTHOCT, OU ce coruiacuia co Jlenes, Tu
cpekaBaMe OCHOBHHTE IIPUMEPH Ha MOMHAKBO Pa3MHUC-
JIyBambe 32 UAEHTUTETOT. [IpeKy HEej3BMHUOT €CTETCKU U
CETHJIEH OZTHOC CO CBETOT ¥ OCOOEHUOT IIPOTOK HA KUBOT
HU3 YMETHOCTA, YMETHUIUTE TH M30€rHyBaaT 3aMKHUTE
HA KaTETOPUUTE UJIEHTUTET U Ha AYaJTUCTUIKOTO, TIOUM-
CKO pa3MHCIyBame. [lejle3 yMETHUUKHUOT YHH TO chaka
KaKO YMH HAJIUK Ha GHI0cOPCKUOT, a Ke TH pasTriieZiaMme
¥ HAUMHWUTE Ha KOW ce NpoHUKHyBaar. CeTo oBa Ke
Ouzie TOBP3aHO cO crienupUIHA YMETHUUKA ITPAKTUKA,
3a KOja Kako IpuMep Ke ro 3eMeMe TBOPEIITBOTO Ha
cpuckara usBeayBauka Tama Ocrojuk. Taa peuncu
cekojmaT pabOTH €O TIOWMamara Ha HIAEHTHUTETOT
U Herorata ImpoOJyieMaTHKa oOf] IJIeAHA TOYKa Ha
ymetrHnuka oy Vcrouna EBpoma koja »xuBee Mery
nopo3Hure rpanuny Ha EY u BO paMKu Ha 4ecTomaTu
KOMIUTHKYBaHMOT YMETHHYKHU cBeT. Ke pasriezam je
KOHKDETHH Jies1a, MOCTEPOT/IaHOTO Off 2004 TOAWHA,
ITo Kypbe, noueitioxoiti Ha ceeitioiti (After Courbet,
L'origine du Monde), u Ilogeau (Be My Guest), ox 2001
rogvHa, u3Benba U BUAeo. bu cakana Ja ru moBp3am
YMETHOCTa KaKO BHUJ] HEIOUMCKO pPa3MUCIYBabhe
HaIMK Ha GuiocodCKOTO TBOpemTBO Ha Jleses, Kako
U BJIMjaHUETO HAa YMETHUYKOTO TBOPEIITBO, KAKO IIITO
ro onuirysa /lesie3 Bo ¢BOjoT TekcT 3a PpeHcuc bekon
(Francis Bacon), He caMO Bp3 HAIIIUTE CETHJIa TYKy U
Bp3 HAIIIETO CAMOYYBCTBHE, HA IIITO ke TO HAZIOBP3aM U
ona 1mrro bpajar Macymu (Brian Massumi) ro HapeKyBa
adpekT U coz/aBambe WIEHTUTETH, WIM HACTaH Ha
unentuteT. Kako ahexTHBHOTO BiIMjaHUE HA YMETHOCTA
Bp3 IVIE[aU0T € NPUMEP Ha WJIEHTUTET Kaj KOTOIITO
pasJyiuKara e UCTOBpeMeHO U noTBpa? TpyaoB mpBo ke
TO pasrJjie/ia BIujaHueTo Ha cakameTo 3a UAEHTUTETOT
Ha /lesie3 Bp3 yMETHOCTA ¥ HA yMETHOCTA KaKO KPEaTHBEH
YMH Ha TIOMHAKBO pa3MHUCIyBame. [loToa Ke ja pasriena

art practices are, I argue with Deleuze, primary examples
of thinking otherwise about identity. Through their
aesthetic and sensory engagement with the world, and
the ways in which life flows through art, artists are able
to avoid falling into the pitfalls of identity categories
and dualist, representational thinking. Deleuze’s notion
of the artistic act as the act parallel to the philosophical
event, and the ways in which the two intersect will
also be analyzed. All of this will be related to a specific
artistic practice exemplified in the work of Serbian
performance artist Tanja Ostoji¢. Ostoji¢ almost always
deals with notions of identity from the standpoint of an
Eastern European female artist who lives in-between the
porous borders of EU and within the often-problematic
international art world. I will look at two specific works:
After Courbet, L'origine du Monde poster/billboard
from 2004, and Be My Guest from 2001, a performance
and video work. I seek to make a connection between
art practices as modes of non-representational thinking
parallel to Deleuze’s philosophical work, moreover I seek
to make a connection between the impact of artwork, as
Deleuze describes it in his text on Francis Bacon, not
only on our senses but most importantly on our sense
of self thus also establishing a relationship between
what Brian Massumi would call affect and creation of
identities, or event of identity. How is art’s affective
impact on the viewer also an instance of identity event
in which difference is at the same time affirmation?
Thus, this paper will first analyze the impact of Deleuze’s
thinking about identity on art and his understanding of
artistic practices as creative acts of thinking otherwise.
Further it will look at art vis-a-vis the theory of affect as
postulated by Brian Massumi and several other aesthetic
and artistic theorists. Finally, I argue that by looking
at Ostoji¢’s work in this context we can understand the
ways in which various artistic practices, in this case
performance, embody philosophical notions and thus
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YMETHOCTA BO KOHTEKCT Ha TeopHjaTa Ha adeKTOT Ha
Bpajan Macymu U Ha yIITe HEKOJIKY TeOpeTUYapu Ha
ecTeTHKaTa U yMeTHocTa. /1 Ha Kpaj, IpeKy TBOPEIITBOTO
Ha Ocrojuk, OU cakasa Jja MoKakaM KaKO YMETHUUKUTE
JleJia, BO CJIy4ajoB W3BenOW, TH OIpPeIMeETyBaaT
¢unocodckuTe nonMu U cTaHyBaaT GU3NUKYU HAUYUH HA
Pa3MUCIyBambe, WIN PA3MUCIYBAKE IPEKY TEIOTO.

TBopewTso

Tawa OcTOjUK € MJIajla COBpeMeHa YMETHHUYKA Of
Cp6wuja. [TpobyiemaTKaTa Ha UIEHTUTETOT HE U € Tyra,
a BO CBOETO TBOPEIITBO Cce OOHAyBa Ja I'M OCIIOPH M
IIPEUCIINTa OJJHOCHUTE Ha MOK M HHUBHOTO JIEJIyBarbe BO
IIOJIETO HAa IIOJIUTHKATa, KyJITypaTa W yMeTHOcTa. Bo
CYIITHHA, BO CBOUTE HCTPA)KyBama CEKOjImaT Imoara of
cebe ¥ T OTKPUBA MATPUIUTE HA IMOUIOTO U HUBHUOT
TeK U pacapenenda BO COIUOKYJTypHHUTE cdepH.
TBopemtBoro Ha Ocrojuk omdaka moBeke O JeceT
TOAUHHU U HU3a YMETHUYKN aKTUBHOCTH: Of] U3BEI0H BO
KOH CBOETO T'0JIO TEJIO IO IIPEKPHBA CO MEPMEPEH MPaB 1
CTOH cpejie Tasiepuja, /10 Aesia off THIoT Ha Ke itiu 6udam
anzen (T'll Be Your Angel), Bo Koe TO cjied KypaTOpPOT
Ha 49. buenasne Bo Benenwuja, Xapana 3eman. Bo cute
cBoH Jiesia ja o0paboTyBa BaskHaTa TeMa 3a MECTOTO Ha
»KEHCKOTO T€JIO BO KOHTEKCT Ha jABHUTE U MOKHH MPEKH
Ha pasMeHa (Oupoa 3a IOCeIeHUIH, MelryHapOIHH
YMETHUYKHA OpTaHM3aIluM, WJIA JaBHH IPOCTOPH).
Haxko crBe oBHE MPEXHU Cce, HABOJHO, IIPOCTOPH BO KOU
JKEHUTe ce cJI000/THU U paMHonpaBHU (bapem Ha 3anan),
OcTOojuK cexojmaT MoKaXKyBa Jieka CUTe THE ce HEPEATHU
3aMMCJTH BO KOM KEHCKHUTE TeJIa CEKOjImaT BjIeryBaaT BO
HEKOja KaTeropuja, HajuecTo MpecTalHa, a BO Hej3UHUOT
KOHKpETEH cJIydaj Aypd U mopHorpadcka. 3aroa eaHa
0J1 OCHOBHHTE Ilesii Ha OCTOJUK € MPEUCIUTYBambe Ha
HUJIEHTUTETOT, a HEJ3MHOTO TBOPEIITBO MOKE Ja TO
chaTuMe Kako ouyayBame (queering) Ha KaTeropujara
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become physical forms of thinking, or forms of thinking
through the body.

The Work

Tanja Ostojié is a young contemporary artist from Serbia.
She is no stranger to the problems of identity and through
her work she seeks to challenge and question power
relations and their workings in the realm of politics,
culture, and art. More specifically, she has always used
herself as the starting point for such investigations,
always bringing to light matrices of libidinal desire and
their flows and distribution in the socio/cultural realms.
Ostoji¢’s work spans more than ten years of practice and
encompasses a variety of artistic engagements: from
performance works in which she covered her naked body
with marble dust and stood in the middle of an art gallery,
to works such as I'll Be Your Angel in which she followed
the 49™ Venice Biennale curator Harald Szeemann.
Through all of her works Ostoji¢ touches upon a very
important point and that is the positioning of the female
body within the context of public and quite powerful
exchange networks (immigration bureaus, international
art organizations, public spaces.) Although all of these
networks are supposedly spacesin which women are equal
and free (at least in the West) Ostoji¢ proves time and
time again that these are all illusionary constructs which
show that in fact women’s bodies are always-already in
some kind of a category, usually a transgressional one,
in her case even labeled as pornographic. Therefore,
questioning identity is one of Ostoji¢’s primary goals.
Her work can be understood as queering of the category
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unentuter. CiiOBeHeukaTa TeopeTnuapka MapuHa
I'pxxunank (Marina Grzini¢) cmera jeKka IOUMOT KBHUD,
KOj ce oOuayBaM 7ila TO MOBP3aM CO TBOPEIITBOTO HAa
Octojuk, e ,'oHa’ HEMITO MOMely pOAOT W IOJIOT KOe
HU OBO3MOXKYBa /la peueMe JieKa HEIITO He e coceMa
O/IpeZIeHO, HUTy >KeHa HHUTy Ma)K, a T'd 00eJnHyBa
BO €IHO PaJNKaJIHO IIOCTaByBame HA KUBOTOT U
MeJIMyMOT, yMETHOCTA U Ky ITypara“.® Ha coinueH HauuH,
IIpeKy elHa IMPKOCHA ymoTpeba Ha COICTBEHOTO TeJIO,
Ocrtojuk ro paspaboryBa cdakarmeTro 3a HAEHTHUTETOT
U YCIIEITHO TO U3BPTYBA, WM, IITO OU pekos Jlenes, ro
JIeTEPUTOPHjTU3NPa KaKO KaTeropuja.

MonHaKBO pasMucnyBatbe 3a UAEHTUTETOT

»1€JI0TO ce Hallpera UCKIIYIUTETHO IPENU3HO, JIN YeKa UC-
KJIYYUTEJTHO IIPEIU3HO J1a moberHe of1 cebe. He ce obumyBam
jac a mobersam oJ1 TEJIOBO, TYKY TEJIOBO ce OOMAyBa Ja Mo-
OerHe o7 cebe CO... HAKYCO, TPY: TEJIOTO KAKO CIUIET, U HETO-
BHOT HAIIOp WJIN OYEKyBakbe Ha rpu”.*

OBa e enen npumep kako Kun [lene3 ja omwuirysa
BpCKaTa Mery TeJOTO M YMETHUYKOTO JIeJIO, IIOTOYHO
caukarta Ha @pancuc bekoH. Bo cBoero neno Jloeukaiua
Ha ocettioi (Logique du sens), Jlene3 BHUMATETHO
M3JI03KyBa MPEXKH Off IOIIUPH U CJIyUYKU KOU Ce jaByBaaT
Mery TeJOTO W JAeyoTo. [IpeKy HCTpasKyBameTo Ha
YMETHHYKOTO [I€JI0 BO HENOCPEIHOTO BJIMjaHUE BP3
TEJIOTO W HUBHOTO IIOBp3yBame, [lese3 ro oTKpuBa
U cBoeTo cdakame 3a IOWMHAKBOTO PA3MUCTYBAIbE,
OJTHOCHO Pa3MHUCJIyBame HAJBOP O BOCIIOCTABEHHUTE
pereputopujau3upany  chepu HA  HIEHTHTETOT.
Ponasnz Bor (Ronald Bogue) TBpaiu ieka kora nuiryBa 3a
YMETHOCTA, /{eJie3 jacHO ru ofjpe/iyBa JOMUPHUTE TOUKH
Mery punocodujaTa u yMETHOCTA, CO TBP/IEHE JIeKa obeTe
CO371aBaaT CTENEeH Ha JIOCJIETHOCT HA CBOj 0COOEH HAYUH.
Meryroa, ipogomkyBa bor, Jlene3 u I'arapu (Guatari)
BO CBOjaTa copaboTKa TBPJAT JleKa UAKO YMETHOCTUTE

of identity. Slovenian theorist Marina Grzini¢ argues that
the notion of queer, as I am trying to apply it to Ostoji¢’s
work “is ‘that’ something in-between gender and sex, that
allows us to say that something is not quite right, neither
woman nor man, and that connects both toward a radical
positioning of life and the medium, art and culture.” In
a similar way, Ostoji¢ works through the idea of identity
by using her body in transgressive ways and successfully
inverts, or what Deleuze would claim, deteritorializes it
as a category.

Thinking otherwise about Identity

“The body exerts itself in a very precise manner, or waits to
escape from itself in a very precise manner. It is not I who at-
tempts to escape from my body, it is the body that attempts
to escape from itself by means of... in short, a spasm: the
body as plexus, and its effort or waiting for a spasm.”

This is one instance of how Gilles Deleuze describes the
relationship between the body and the work of art, more
specifically Francis Bacon’s painting. In his book Francis
Bacon: The Logic of Sensation Deleuze carefully lays out
networks of contact and events of becoming between the
body and the work. Through his investigation of the work
of art in its immediate impact on the body, and the event
of connection between the two, Deleuze also reveals
his understanding of thinking otherwise, or thinking
outside of the established re-territorialized domains of
identity. Ronald Bogue states that in his writing on art,
Deleuze clearly establishes the points of contact between
philosophy and art stating that they both construct planes
of consistency in their own particular ways. However,
Bogue argues, in their collaborative work Deleuze and
Guatari state that although philosophy and the arts
operate similarly in the sense of planes of consistency
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u ¢wiocodwujaTa feayBaaT CJIUYHO KOTA Ce CTEIEHUTE
Ha JIOCJEJHOCT BO IMpallame, cenak (PyHKIMOHUpaaT
Ha TTOMHAKBHU HUBOa — (durocodujaTa Ha UMarHHAPHO
HUBO U BP3 OCHOBA HAa HACTaH, a YMETHOCTA JleJIyBa BO
paMKHTe Ha BO3MOXKHOTO U ceTUsara.’

Bo cymtumHata Ha pasmucaute Ha [lene3 okoiy
ymMeTHOCTa U ¢uiaocodujata e HeroBara morpara IO
eZleH TIOMHAKOB ja3WK HA HJEHTHUTETOT, ja3WK KOj He
IpuIiara Bo KaTeropuuTe cy0jeKT 1 00jeKT TYKy yIiaTyBa
Ha cdakarbe Ha HAEHTUTETOT IPEKY ITOETUHOCTHUTE.
Kaxko 1mrro 61 pekoJs1 caMHuOT, HAMECTO J]a Ce Pa3MHUCITyBa
3a CebOHocTa Tpeba zja ce pa3MucCIyBa 3a xcueoil. Bo
€BOjOT BoBe 3a Yucitia umaneHuuja (Pure Immanence),
ITon Pajxman (John Rajchman) TBpju zexka mowMOT
JKUBOT Kaj Jlees ,mo3pa3bupa MOMHAKBA ‘CHHTE3a Ha
CETJIHOTO O OHaa Koja TO OBO3MO’KYBa CBECHOTO jac
unu anaHocra®“.® OBa, mak, ja HaBeCTyBa Ba)KHOCTA Ha
ceTusiaTa BO 00paboTKaTa Ha UIEHTUTETOT O] CTpaHa Ha
Iemnes. OTTyKa, *KUBOT € HEJTUYHOCHA KaTeropuja Koja
JleJiyBa TIpeKy ceTwsiata. Ilocrou mpen cebHocTa U ce
co3/1aBa BO MHTepPaKIlhja Mely eHepruuTe Ha CeThjiara
U MarTepujaTa Ha HAIINOT >KUBOT — OUTHCYBAaHETO BO
MaTpHIlaTa EHEPTUH BO CBETOT. PajxMaH OHATaMy BeJIH
JIeKa ,,MOJKe J]a Ce TIOYYBCTBYBa caMO OUTHETO Ha OCETOT,
3aT0a IIITO HE ITOCTOH IIPETXOTHO KATETOPHUUKO ETUHCTBO,
He IIoCTOW sensus communis 3a Hero“.” Cdakamero
Ha OWUTHCYBalbE€TO-BO-CBETOT IIPEKY CETHJIaTa W KaKoO
MHTepaKIfja Mery ceTHwiaTa U €eHEPTUUTE, U BO PAMKH
Ha CUHTYJIAPHOCTA ¥ BO CBETOT BOOIIIIITE, YKa’KyBa JeKa
He Moke Aa mocrou crabuina CebHocT, ImoeguHedHa
CebHOCT co3mazieHa Of eaHa CcTabWiIHa U MUCIEeYKa
BHaTpemrHocT. Bo UYuciia e6HaitipewHociti (Pure
Immanence) Jlesnes Benu:

Ho, He Tpeba XHUBOTOT Jja TO 3apoOuMe BO MOMEHTOT KOTa
[TOEIMHEYHUOT KUBOT CE COOUYBA CO YHHBEP3aJIHATA CMPT.
)KI/IBOTOT € HaceKaae, BO CUTe MHUI'OBH HU3 KON MI/IHyBa Aaa-
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they function on different levels- philosophy in the virtual
and on the basis of an event and art operates within the
possible and the senses.®

At heart of Deleuze’s thinking about art and philosophy
is his work on finding a different language of identity,
one that does not fall within the subject/object categories
but leads towards understanding of identity in terms of
singularities. In Deleuze’s terms instead of thinking about
the Self, one needs to think of a life. John Rajchman in his
introduction to Pure Immanence argues that the notion
of a life in Deleuze “involves a different ‘synthesis of the
sensible’ than the kind that makes possible the conscious
self or person.”® This of course implies the importance
of sensation in Deleuze’s reworking of identity. A life is
therefore, a non personal category functioning through
sensations. It pre-exists the Self, and is created through
interaction of the forces of the senses and materiality of
our lives- of being in the matrix of forces in the world.
Rajchman writes again that “the being of sensation
is what can only be sensed, since there precisely pre-
exists no categorical unity, no sensus communis for it.””
Understanding being-in-the-world through the senses
and as an interaction of senses and forces both within a
singularity and in the world at large posits that there can
never be a stable Self, an individual Self, created out of
a stable and thinking interiority. Deleuze writes in Pure
Immanence:

But we should not enclose life in the single moment when in-
dividual life confronts universal death. A life is everywhere,
in all moments that a given living subject goes through and
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JIE€H JKUB Cy0jEKT, KO Ce MepaT CO IIOMOIII Ha Ia/[€HU YKUBU
00jeKTH: BHATPEIIEHUOT KUBOT KOj co cebe T HOCU HacTa-
HUTE WM CUHTYJIAPHOCTHUTE KOU CE€ OCTBApyBaaT caMO BO
cyojextuTe U objekTuTe. Taka, caMHOT GecKOHEedeH KUBOT
HEMa MHUTOBH, KOJIKY U /1a ce GJIU3Y e/IeH /10 IPYT, TYKY CaMO
MefyBpeMUmba, MEFYMUTOBH; He Ce jaByBa TYKyTakKa, WU,
TaK, CJIEAYBa, TYKy HyZU OeCcKpaj Mpa3Ho BpeMe OHaMy Kajie
IITO ce 3a0esiesKyBa HACTAHOT Koj Tpeba Jia ce CIIydd HJIN
BeKe ce CJIy4rJI, BO allCOJIyTOT Ha HerocpeHara cBecr.®

3Haum, ceOHOCTa CTaHyBa >KHBOT KOj IIOCTOjaHO Ce
mpeoOJIMKyBa IPEKy /ejCTBOTO Ha BHATPEIIHUTE U
HAJ[BOPEIIHUTE EHEPTUH U Ce MEHYBA BO ZIa/ieH MOMEHT.
[ToToa craHyBa MOOYUIJIEHO JleKa PUYMHATA TTOPAJHU
koja /[lesie3 TOJIKy ja IleHH yYMETHOCTA € HEej3HHHOT
KapakTep KOj IpeAu3BUKyBa IoceOeH BHJ peakiuja
Kaj mybsinKara, peakiyja Koja MpoAupa BO CETHJIHATA
CpK, ¥ BO W HaZBOp oj Tejsioto. Kora /lese3 muirysa,
Ha NpuMep, 3a CJIUKAPCTBOTO Ha bekoH Bo Jloeuka Ha
ocemom, TIOCTOjaHO TIOCOYYBA JieKa JeJ0T0 Ha BekoH
peAN3BUKYyBa HU3a rpueBu. Of eZjHa cTpaHA, CAaMOTO
TBOPEIIITBO BO PaMKH Ha CBOjaTa OCHOBHa/dopMasHa
MaTpHUIATIPEAU3BUKYBAaTPUYEBU, HOTIOTOA OTU U ITOTAJIEKY
¥ My Y IIPDEHeCyBa THe UYyBCTBA U Ha ryiefadoT. OceTure
KaKo Jla MHUHyBaaT HHM3 TeJjiaTa OWIejku MMa IOCTOjaH
IIPOTOK HA €HEepruu Mery JIeJIOTO U TJIEZayoT, KaKO U
Mery 1eJIOTO U YMETHUKOT. 3HAUH, YMETHUIIUTE MOXKAT
Ha MaTepujaTa a ¥ Ja/iaT u3pa3 Kako mTo GUIocopuTe
MOJKaT /1a TO TYpHAT Ha HUBO Ha UMaHeHIHja. bor cmera
JleKa TIopajiv OBaa CJIMYHOCT J]eJie3 TOJIKY ce MHTEpPeCHpa
3a ymeTHocTa. Merfyroa, ymeTHOcTa U (duiocodpujara
HE ce WCTH, caMO CJIUYHU, OUEjKU ceKoja JiejcTByBa
Ha CBOj cTeleH, win HUBO.” OBa 3HAUYU JIeKa HAYUHOT
Ha koj /lene3 ro cdaka aenyBamero Ha dumocodpujara
HACIIPOTU WJIEHTUTETCKOTO Pa3MUCIyBale€ BO PAMKHU
Ha cyOjekT U OOjeKT ce o/pa3yBa U BO HETOBOTO
chakame 3a yMETHOCTA, KOja IaBa CJIMYHO MIPUBPEMEHO
AHTUUJIEHTUTETCKO €UHCTBO Mel'y YMETHUUKOTO JIEJIO,

that are measured by given lived objects: an immanent life
carrying with it the events or singularities that are merely
actualized in subjects and objects. Thus indefinite life does
not itself have moments, close as they may be one to an-
other, but only between-times, between-moments; it doesn’t
just come about or come after but offers the immensity of an
empty time where one sees the event yet to come and already
happened, in the absolute of an immediate consciousness.®

Therefore, self becomes a life which is constantly molded
and shaped through the work of inside and outside
forces, changing within a given moment in time. It then
becomes more apparent that the reason why Deleuze
views art with high regard is its character which produces
a peculiar kind of reaction in the viewers, a reaction that
hits the sensible core which is both inside and outside of
the body. When for example Deleuze writes about Bacon’s
painting in The Logic of Sensation he constantly points
out that Bacon’s work produces a series of spasms. On the
one hand the painting itself, within its own constitutive/
formal matrix produces spasms, but it also goes further
than that and transfers those sensations to the viewer. In
a way the sensations pass through the bodies as there is a
constant flow of forces between the work and the viewer,
and between the work and the artist. Artists are therefore
able to render matter expressive paralleling the ways
in which philosophers are able to push thinking onto a
plane of immanence. Bogue argues that this paralleling
is what made Deleuze so interested in art. However,
art and philosophy cannot be seen as identical, only
parallel as each functions on a different plane, or level.’
This means that the ways in which Deleuze understands
his philosophy to be functioning against traditional
subject/object identitarian thinking, is mirrored in his
understanding of art that at the end produces a similar
anti-identitarian temporary unification between the
artwork, artist and the viewer. In short, as Rajchman
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YMETHUKOT W ryefador. Hakyco, Pajxman TBpau geka
3a ,acCMMeTpUYHATa CHUHTEe3a Ha CETWJIHOTO“ KoOja TO
MIPEIN3BUKYBA IPETBOPAILETO Ha HACTAHOT BO YMETHOCT
MoTpeOHO € ,pa3MHC/IyBalbe KOe, 3a pasjimKa of
CHHTe3aTa Ha ceOHOCTAa WJIM CBecTa, Imoapa3dupa pas-
JIOKyBame Ha eroto“.'’ TpamuinoHasiHaTa UAEHTUTET-
CKa MHCJIa He MOKe Jia T0 chaTh TOKMY OBOj MOMEHT
Ha pas3jioKyBakbe Ha eroTo INTO YMETHUYKHUOT YHH TO
MIpeU3BUKYBa CO CBOETO aeKTUBHO JiejcTBO. ypu 6u
MOKeJIe /1a TBPJIUME M JleKa YMETHOCTa ja OCIIOpyBa
H/IEHTUTETCKaTa MHUCJIa U Ha HUBO Ha popMa — IpeKy
JIEJCTBOTO Ha MaTepHjaJTHOCTAa Ha JeJ0TO, HETOBUTE
TeJIECHU, CETUJIHU BPCKH CO IyOJIMKATa U YMETHUIIUTE
— HO W TIPEKy COAp:KWHATa, MPU IITO OA0HBa Jla TH
OTKpHEe 3HauermaTa, WiH, IIaK, CO3/laBa 3HaUermha IPeKY
ceTwsIaTa KOU Ol myOJIMKara Oapaat Ja My ce IpefajiaT
Ha JIeJIOTO 3a J1la To pasbepat. Ho, /ma ce HaBpatume
Ha MMPo0JIEMOT CO KOj TO 3all0OYHABME €CEJjOT: KaKo Jia
pasmuciyBame nouHaky? Criopen /lese3, TOMHAKBOTO
pasMHUC/IyBarkbe BO €CTETCKa/yMEeTHHYKa CMHUCTIA Ce
OJIBUBa BO MHUTOT Ha NOCMaHyeéare Kora TIefadyoT U
JIeJIOTO CH pa3MeHyBaaT €HEPrHHd, OCeTH U adeKTH.
PajxmaH TBpAu JieKa TPaHCI€HIEHTATHUOT EMITHPHU3aM
Ha [[esie3 ja mpeTcTaByBa ,,eKCIIepUMeEHTaTHATa BPCKa CO
€JIEMEHTOT Ha OCETOT KOj MM IIPeTXOAu Ha ceOHOCTa U
Ha CeKoe ‘HHe’, IPEKyY K0ja, BO MaTePUjaTHOTO JKUBEEHHE,
ce IOCTUTHYBaaT eHepruuTe Ha ‘e/leH KUBOT ."" 3HauH,
IMOMHAKBOTO PaMHUC/IyBakhe BO YMETHHYKA CMHUCIa Gapa
IIpeTBOpame BO CaMOTO JieJIo, MpeTCTaByBa HAYWH Ha
KOj YMETHUUKUTE JIeJIa TO IPUMaaT IJIefavdoT Kaj cebe
HO MCTOBPEMEHO Ce MPEeTBopaaT W BO HEIITO APyro. Bo
Hnajada naaitioa, Jlene3 TBpAU JeKa CEKOj TOEIUHEI]
e ,0eCKOHEeYHO MHOIITBO, a IeJIoKynHata IIpupoaa e
MHOIIITBO Off COBPIIIEHO U3/IBOEHH MHOIITBA. CTEEHOT
Ha JocjeqHOCT Ha IIpuposiaTa e HaJIMK Ha OTPOMHA
ArncTpakTHa MaIlllMHa, allcTpakTHA, a CTBapHa H
noeguHeyHa“.’” BeCKOHEYHOTO MHOIITBO ITOApa3doupa
IIOCTOjaHO IIPEeTBOpAIbe€ Ha jac OJi €JHO BO JIpYTO BO
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argues “asymmetrical synthesis of the sensible” which
produces the event of becoming in art requires “an
exercise in thought, which, unlike the synthesis of the
self or consciousness, involve a sort of dissolution of
the ego.”™ It is precisely this moment of the dissolution
of the ego that the traditional indentitarian thought
cannot imagine, and that art practice produces through
its affective functioning. We can argue even further that
art challenges identitarian thinking both on the level of
its form- through functioning of the materiality of the
work, its bodily, sensual connections to the viewers and
the artists, but it also produces it through its content by
refusing to give away meanings, or by creating meanings
through the senses requiring of the viewer to surrender
herself to the work in order to understand it. So to come
back to the question posted in the introduction to this
essay: How can we think otherwise? In aesthetic/artistic
terms according to Deleuze thinking otherwise happens
in the instance of becoming when the viewer and the work
are engaged in an exchange of forces, sensations, and
affects. Rajchman argues that Deleuze’s transcendental
empiricism is “the experimental relation we have to that
element in sensation that precedes the self as well as any
‘we,” through which is attained, in the materiality if living,
the powers of ‘a life.”””* Thinking otherwise in artistic
terms therefore demands becoming the work itself, it
is the way in which the artworks bring the viewer into
their fold but at the same time also become something
different. In Thousand Plateaus Deleuze argues that
each individual is “an infinite multiplicity, and the whole
of Nature is a multiplicity of perfectly individuated
multiplicities. The plane of consistency of Nature is like
an immense Abstract Machine, abstract yet real and
individual.”* An infinite multiplicity implies a constant
shifting of the ‘T’ from one becoming the next as we live in
the world. The shifting or becoming for art can mean that
each encounter with the work is at the same time also an
event of becoming the work, and becoming Other.
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TEKOT Ha ) KUBOTOT. BaKBOTO npeTBopaH,e BO KOHTEKCT Ha
YMETHOCTA MOJKe /]a 3HAaUH JIEKa CEKoja cpezida co JIeI0TO
€ MCTOBPEMEHO M HACTaH Ha ITOCTaHyBakbe CaMOTO JI€JI0
U OCTaByBame JIpyT.

Co oBa mpeaBu, 6M MOKese 7la TBPUME JIeKa CeKoja
u3BeZi0a € MCTOBPEMEHO U UMH HA IIOCTAHYBAaIbe, BO
HAjKOHKPETHA CMHUCJIA, HO U BO METAaKOMYHUKAIIHCKA
cmucna. Taka, gemoro Ha Tamwa Ocrojuk Be My Guest
0/1 2001 TO/IMHA € TIPUMEP Ha TAKBO €/[HO IIOCTAHYBAbE.
3a mocraBKaTa YMETHHYKATA ja Mpeypeau rajepujara
Palazzo delle esposizioni Bo Pum u Ha cpeauHaTa
ocTaBu Kazfa. Bo mokanuTe 3a um3sioxbaTa croelne
Jleka ucrata ke 6mae HedbopMasieH cOOMp CO XpaHa U
MUjJIalM, HO IIOCETUTEJIUTE TH YeKallle HEIITO coceMa
nmonHakBo. OCTOjUK cefiellie BO KajaTa cO KypaToOpoT.
XpaHara ce CIIyKellle BO KajaTa U OoKosry Hea. OCTOjuk
U KypaTopoT, 00ajuara roju, 3all09Haa /la U3BeAyBaaT
HEIIITO HAINK Ha CeKCyayJHu urpu. MapuHa I'p:KuHHK

Tatba OcTojuK, Be My Guest, cnuka og ussepn6ata, 2001.

Tanja Ostoji¢, Be My Guest, video still of the performance, 2001.

With this in mind we can argue then that each act of
performance art is also an act of becoming in its most
concrete sense, but in a meta-communicative sense as
well. Thus, Tanja Ostoji¢’s work Be My Guest from 2001
is an instance of such a becoming. The work involved an
interesting set-up in which the artist rearranged the floor
of the gallery Pallazo delle Esposioni in Rome by placing
a hot tub in the middle. The invitations sent out for the
show announced that the show will be a casual gathering
with food and drinks. What awaited the invited guests
when they arrived at the gallery, however, was something
very different. Ostoji¢ was sitting in the hot tub with the
curator of the show. The food for the occasion was served
at and around the tub. Ostoji¢ and the curator both being
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BeJIM JleKa BaKBOTO IOUTpPyBame cO cdakamara 3a
CEKCyaJTHOCTAa M YMETHOCTA € BO CYIITHHA IIPpUMeEp Ha
IIPEKYMEPHO IOUCTOBETYBabe WM Ha ,HATMUHYBakhe
Ha paHTasujaTa“ u Ha oTesoTBOpeHue." [Ipexy oHa mto
IpKUHUK TO HapeKyBa MPEKYMEPHO IMMOHMCTOBETYBAaIbE,
Ocrojuk ru 10Besie paHTa3UUTE HA YMETHOCTA JI0 PaboT
IIPEKY EeKCIUIMITUTEH, jaBeH IPUKAa3 HAa CEKCYaTHOCT BO
rajiepujara. YIuTe MOBa*KHO € IIITO BO BAKBOTO OTBOPEHO
CEKCYyaJTHO OJTHECyBame Oellle BKIyYeH M KypaTOpoOT Ha
n3s103k0aTa, Co IITO U BPCKaTa Mely KypaTopoT U yMeT-
HUKOT € IpoztaboyeHa BO MIpUBUAHATAa UTpa. bu pekia
JIEKa cO IOCTaByBame Ha €/lHA KPajHO JIMOWJHA CIIeHa,
OcCTOjUK MOCTaBH U CJIy4aj HA 00eIMHYBAbE CO KyCTOCOT
U cUMOOJIMYKO 00eMHyBame co ImybsimkaTta. YUHOT Ha
CUMYJIUPaH CEKCyaJIeH OJTHOC € YHMH Ha NOCMAaHy8ar-e
/lpye. TesoTo HA UCTOYHOEBPOIICKATA YMETHHYKA KOja
r'O IIOCTaBYBa CBOETO JIEJI0 BO TAKAHAPEUEHHUOT 3amafieH
KOHTEKCT T'0 IPEBPTe BOOOWYAEHUOT ,pel HA HeIl-
tata“? HaBomHaTa cekcyasHoCT Koja OCTOjHK ja U3I0KHU
OBO3MOKH OECKOMIIDOMUCHO TOJUTHYKO ITPEUCIIUTY-
Balkhe HA OJHOCATE HAa MOK — OJIHOCH BO KOU
3alMaJHUOT KypaTop OOWYHO wWMa ,npeaHocT . Bo
caydajotr co Ocrojuk, Taa TO Pa3oTKPH M IIPOJIA00UH
BaKBHUOT OJTHOC Ha MOK W IO MpEypeau HU3JI0KOEHHOT
IIPOCTOP, CO IIITO TO Ipe3efle UCTHOT, a MPEeKy YUH Ha
MIOCTAaHyBal€ TH CMEHU YJIOTUTE U Ha MyOJuKaTta —
KOja HaMecTo Jla Iyiefla U3Jyi0k0a, cTaHa YYEeCHHK BO
TPYIIEH CEeKCyaJieH YMH — W Ha Tajiepujata/KypaTopoT
Koj(a) ce MPeTBOPH BO CIleHa/ajlaTKa co IMTOMOII Ha Koja
YMETHUYKATA ja U3BeAyBa cMeHara Ha ysorure. OcBeH
TOQ, KaKO IIITO TOCOYH ['PIKUHUK, /IeJIOBO UMa YIIITE eZleH
OWTEH eJIEMEHT, a TOA € CTpaTerujaTa Ha OTEJIOTBOPEHUE.
'pKUHUK BeJM JieKa ,[IPEKYMEPHOTO ITOHMCTOBETYBAHE
ce OABHWBA IIpesl HamuTe o4u, ‘Meco (incarne) u
‘Bpena’ kpB“.'* BakBaTa cTpareruja Ha OTEJIOTBOPEHUE,
BOOOMYAaeHa BO M3BeAyBaykKaTa YMETHOCT, BO CJIy4ajoB
IIPEeTCTaByBa HACTaH BO KOj IMyOJIMKAaTa ce IMPETBOpa BO
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naked proceeded to engage in what appeared sexual
games. Marina Grzini¢ argues that this instance of playing
with notions of sexuality and art is in actuality an instance
of over-identification or “of traversing the fantasy” and
of incarnation." By what Grzini¢ calls over-identification
Ostoji¢ has pushed the fantasies of art to their limit by
explicitly engaging in public display of sexuality on the
gallery floor. What is even more important is that this
openly sexual behavior involved the curator of the show
thus pushing the art-curator relationship further into the
fantasmic game. I would argue that by staging the scene
of the ultimate libidinal scene, Ostoji¢ has also staged an
event of becoming one with the curator and a symbolic
becoming one with the audience. The act of simulated
copulation is an act of becoming Other. The body of the
female Eastern European artist staging the work in the
so-called Western context therefore has inverted the
usual “order of things”. The apparent sexuality which
Ostoji¢ has engaged here created an uncompromising
political questioning of power relations-relations in
which it is the male Western curator who usually has the
‘upper’ hand so to speak. In Ostoji¢’s case by exposing
and pushing that power relationship to its limit, and by
re-arranging the gallery space she has overtaken that
space and through an act of becoming has reverted both
the role of the audience - which has instead of watching a
show become participant in a group sex act, - and the role
of the gallery/curator who has become a tool/stage for
the artist to play out the reversal of roles. Furthermore,
as Grzini¢ argues another important element of this
work is Ostoji¢’s strategy of incarnation. Grzini¢ states
that “over-identification is played-out in front of our
eyes in ‘flesh’ (incarne) and ‘hot’ blood.”* The strategy
of incarnation, so common to many of the performance
artworks, in this case is an event in which the audience
becomes the artist’s lover - departing from their usual
peeping Tom position. At one point during the evening
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JbyOOBHUK Ha yMETHWYKaTa — M ja HaIIyIITa cBojaTa
BooOMUaeHa 1oJIokOa Ha Boajep. Bo ezleH MOMeEHT of
BeuepTa, kputuuapor JlymoBuko IIparesu (Ludovico
Pratesi) ckokHa BO KajiaTa M KOHEYHO TI'0 IPEMHHA
CBETHOT IIPar Mery YMETHUKOT U KPUTHYAPOT — BO JKHUBO
— CO IITO YTBP/JM JieKa M3Be/0aBa € 3Ha4ajHa MOPaaH
HACTOjYBaETO J]a He TH nprudaTtu BOOOMYaeHUTE MECTa
Ha WTpayuTe BO yMeTHHUYKara 3aequHuria. OCBeH TOa,
TOKMY €O MPKOCOT OCTOjUK ro co3/1aBa oHa mTo /lesie3 ro
HapekyBa ®urypa Bo cBojoT Tekcr3a bekon. Mako.locuka
HQa 0cemom e TEKCT 3a PeJIATUBHO TPATUITHOHAIEH 00JIUK
Ha YMETHOCT — CJIMKapCTBO — 00paboTyBa HEKOJIKY
YHUBEP3aJIHU METOAU HA JieJyBatbe HAa YMETHUUYKHTE
nerna. Bo ommcor Ha TBOpemTBOTO HAa bekon, /lenes ro
KOPHUCTH TeEPMUHOT Durypa 3a /1a ro Onuile HAUMHOT Ha
KOj /I€JIOTO TO Ha/IMIUHYBA CTPOTHOT IOMMCKU CHCTEM Ha
3aMaJHOTO CJIMKAPCTBO U IO BKJIYYyBa IJIEAAYOT CO TOA
IITO My ja MpeHeCcyBa CETUJIHATA €Hepruja o AeJIOTO.
Besnmu:

Bo 06wz ma ro uckiyuu HabsbymyBauoT, Ourypara Beke Imo-
Kaxkasia efieH 0coO€eH CIIOPTCKU AyX, VIIITe T00CcOo0eH Ou/iejKu
JIBIPKEEHETO He TIOTEKHYBA O Hea. TyKy, ABHKEHETO /joara
o]l MaTepHjayiHaTa Tpajiba, o7 moJieTo, kaj durypara.'s

IIpeky BakBaTta pa3MeHa Ha €HEpPrum TeJoTo (U
MaTepHjaJHOCTa Ha JIeJIOTO, KaKO U TEJIOTO Ha YMETHUKOT
U TJIeZJa’oT) ce Halpera Bo oHa 1To Jlesie3 ro HapeKyBa
r'p4, IPUMeEP Ha MPETBOPame BO HEMITO Apyro. Bo oBoj
MUT He IIOCTOM Moziesiba Ha jac u JIpyr TyKy HellpeueH
IPOTOK Ha eHepruu. Bo Hajada nnamoa, lenes uTatapu
IIUIIYBaaT 3a CTEIIEHOT, OJHOCHO HUBOTO Ha JJOCJIETHOCT
Ha IIpUpozaTa:

OBa HMBO HEMa HUKAaKBa BPCKa cO OOJIMK MU GUTYDPa, CO
nprex win GyHknyja... Toa e HUBO Ha KOe € MOJIOKEHO ce
Y KOe € HaJIMK Ha IIPeceK O7f CUTe OOJINIY, CUCTEM HA CHUTE

art critic Ludovico Pratesi jumped into the tub and finally
crossed that sacred threshold between the artist and
the critic - in the flesh - consequently establishing that
this performance becomes important in its insistence to
refuse the usual positioning of all the players in the artistic
community. Further, it is its transgressional manner
through which Ostoji¢ creates what Deleuze has called
the Figure in his writing on Bacon. Although The Logic of
Sensation is a text written about quite a traditional form
of art — painting - it touches upon some universal modes
in which artworks operate. In his description of Bacon’s
work Deleuze uses the term Figure to describe the ways in
which the artist’s work traverses strict representational
apparatus of Western painting and engages the viewer
through passing of the force of sensation from the work
to the viewer. He writes:

In this attempt to eliminate the spectator, the Figure already
demonstrates a singular athleticism, all the more singular in
that the source of the movement is not in itself. Instead, the
movement goes form the material structure, from the field,
to the Figure.®

Through the instance of exchange of forces between the
two, the body (both the body of the work but also the
body of the artist and the viewer,) exerts itself into what
he calls the spasm, an instance of becoming something
else. In this instance there is no I — Other divide but an
instant flow of forces. In Thousand Plateaus Deleuze and
Guattari write about the plane of consistency of nature:

This plane has nothing to do with a form or a figure, nor with
a design or a function... Instead, it is a plane upon which
everything is laid out, and which is like the intersection of

9
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GyHKINY; HO JUMEH3UUTE MYy pacTaT IIPaBOIPOIOPIUO-
HAJIHO CO OHME Ha MHOIIITBATA IIOeJMHOCTH KOU T cede.'®

YMeTHUYKUTE Jiea, Kako oHue Ha ®paHcuc bekoH, ce
IIPETBOPAAT BO €ZJHO BAKBO HUBO HA KOE CIIETOT EHEPTHU
JlaBa MHOINTBO, a TepMHHOT ®urypa, Bo /eyie30BCKa
CMUCJIA, € OJUIETBOPEHNE HAa BAaKBUOT OIHOC. AKO ce
HaBpaTuMe Ha u3BeabaTa Ha OCTOjUK, Koja BO rosieMa
Mepa ce pasyInKyBa Off IBEINMEH3UOHAIHUTE Jlejia Ha
Bexon, ymerHuukata ja co3gaBa ®durypara co cormcrse-
HOTO TeJI0O — TEeJIOTO ce MpeTBopa Bo durypa — koja,
IIaK, 3paydl eHepruja WiId JBIKEHa KOU HaBJIETyBaaT
JJIa00KO U IO MCKJIydyBaaT HaOJpy/lyBadoT. Bo /menoBo
HeMa MecTO 32 HabJbylyBad, TYKy CaMO 3a COYYECHHUITH,
a yMeTHHYKaTa MHUHYBAa HH3 IIyOJHKaTa Koja ja
10JIa3yBaaT MOPHUIIH.

Adpekr

IToumoT rpy Wi MOpPHHUIIA HE YIIaTyBa Ha ecllieiliukaitia
Ha adgexilioili cO KOja MOXKEMe Jia T HMeHyBaMe
3amucuTe 3a ymeTHocra Ha [lesne3. AdeKToT MoXxe Jia
rO IIOMCTOBETHME CO BpCKa Mery JeJI0TO, YMETHUKOT U
mieaavdoT. Ponany Bor TBpau Aeka adheKTOT KaKOB IITO
ro omuias /eyie3 e MOMEHTOT Ha ,,lIOCTAaHYBakb€ BO JPYT™
MIpeKy KOj YMETHHUIIUTE MOXKAT ,,JIa TH HAaIpaBaT OIUII-
JINBY HEONIUIJINBUTE €HEPIUY O] CBETOT BO YMETHUUKOTO
nesio“.”” BakBOTO monMame Ha YMETHOCTA € OTEJI0TBOpe-
HO ¥ IO HA/IMUHYBA YHUCTO (DEHOMEHOJIOMIKNOT MpUCTa
KOj To crioMeHyBa /lesie3 kora 36opyBa 3a bekoH. Besu:

OceToT e CIPOTUBEH HA JIECHOTO U TOTOBOTO, HA KJIUIIIETO,
HO W Ha ,,CEeH3aIlMOHAJIHOTO", CIIOHTAaHOTO, UTH. OCETOT 0Of,
eZlHa CTpaHa € CBPTeH KOH Cy0jeKTOT (HEPBHHOT CHCTEM,
JKUBOTHUTE JIBUKEHa, ,WUHCTHHKTOT®, ,TeMIIEpaMEHTOT"
— IIeJIOKyITHATa TEPMUHOJIOTHja CBOjCTBEHA W 3a HATypa-
susmort u 3a Ce3aH), a oA ipyrata KoH 00jexTor (,,pakrot”,
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all forms, the machine of all functions; its dimensions, how-
ever, increase with those of the multiplicities of individuali-
ties it cuts across.’

Artworks such as Francis Bacon’sbecomes such a plane on
which a complexity of forces produceds a multiplication,
and the term Figure as Deleuze uses it personifies this
relationship. To come back to Ostoji¢’s performance,
which indeed is a far cry from Bacon’s two dimensional
works, she creates the Figure through her own body -
her body becomes the Figure - and in turn it transmits
a series of forces or movements which traverse thorough
and eliminate the spectator. There can be no spectator in
this work, there can only be accomplices, and the artist
has passed through the audience creating a shudder.

The Affect

Bringing out the notion of spasm or shudder points
towards the aesthetics of affect which is what we could call
Deleuze’s writing on art. The affect could be characterized
as a connecting line between the work, the artist and the
viewer. Ronald Bogue argues that the affect, as described
by Deleuze, is the instance of “becoming other” through
which the artists are able to “render palpable in the
work of art the impalpable forces of the world.”” Such
an understanding of art is embodied and goes beyond
purely phenomenological approach of which Gilles
Deleuze speaks when he writes about Bacon. He says:

Sensation is the opposite of the facile and the ready-made,
the cliché, but also of the “sensational,” the spontaneous,
etc. Sensation has one face turned towards the subject (the
nervous system, vital movement, “instinct,” “temperament”-
a whole vocabulary common to both Naturalism and Ce-
zanne), and one face turned towards the object (the “fact,”
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MeCTOTO, HacTaHOT). BuiyBatmbe-Bo-CBETOT, KAKO IIITO BEJIAT
(beHOMEHOII03UTE: UCTOBPEMEHO TIOCTAHYBAM BO OCETOT U
HEIIITO Ce CIIyYyBa IPeKy HEro, eAHO HU3 APYTO, €IHO BO
ZIIPYTOTO. A Ha KpajoT, TeJIOTO € U cy0jeKT u 00jekT, mpaka
u mpuma ocetu. Kako Habspy/lyBad, OCETOT TO YyBCTByBaM
€aMo JIOKOJIKY HaBjIe3aM BO CJIMKATa, IOKOJIKY TO AodaTtam
€ZIMHCTBOTO Mely CETIJIHOTO U ceTeHOTO. Baka Ce3aH ru nmo-
Y4U IMIIPECUOHUCTHTE: OCETOT HE ce Haora BO ,,co10001HaTa”
wiu GecresylecHa urpa Ha 60ja u cBeTyinHA (MMIIpECHN); TOj,
HAIMpOTHUB, Ce Haora BO TEJIOTO, [yPU U BO MaTepUjaTHOCTa
Ha eiHO jabosiko. BojaTa e Bo TeJI0TO, OCETOT € TEJIOTO, a He
BO BO3/IyXOT.'®

the place, the event) Being-in-the-World, as the phenome-
nologists say: at one and the same time I become in the sen-
sation and something happens through the sensation, one
through the other, one in the other. And at the limit, it is the
body that being both subject and object, gives and receives
sensation. As a spectator, I experience the sensation only by
entering the painting, by reaching the unity of the sensing
and the sensed. This way Cezanne’s lesson against impres-
sionists: sensation is not in the “free” or disembodies play
of light and color (impressions); on the contrary, it is in the
body, even the body of an apple. Color is in the body, sensa-
tion is the body, and not in the air. *®

\.‘._‘.

Tawa OcTojuK, llo Kypbe, noyvemok Ha cgemom,
nocrep/naHo, Buena, 2004.

Tanja Ostoji¢, After Courbet’s, L'origine du Monde,
poster-billboard, Vienna, 2004.

Taka menoro He e camo ocyobozneH objet d’arte, TyKy
co3/laBa HH3a BPCKU IMPEKY KOW JIEJIOTO W IJIEAAYoT,
criopesi /lesie3, ro MOCTUTHYBAaaT ,eJUHCTBOTO IOMETy
oceTyBameTo0 U ocereHOTO“.” TpagummoHaHUTE

Thus, the work is not just a disengaged l'objet d’'art, but
creates a series of connections through which the work
and the viewer, as Deleuze states, reach “the unity of
the sensing and the sensed.” Traditional metaphysical
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MeTa(pU3NIKY IOUMHU Ha UJIEHTUTETOT U Cy0jeKTUBHOCTA
ce pa3buBaaT, a ce BKJIy4yBa €/IeH HOB BHUJ €CTETUKA —
ecrernkaTta Ha adekrtot. [lo JMHUja HaA ecilieiiuxaitia
Ha agexilioil koja ja pasrienysa [lenes, cMeram aeka
Tama OcTOjUK TO BKJIydyBa M aKTUBHPA a(EKTOT KAKO
HAUYMH 34 MOBP3yBame CO IMyOIrMKaTra M pa3ouBame HA
BooOMYaeHaTa BpCKa Cy0jeKT-00jeKT, OIHOCHO JIejIo-
riead. OCBeH TOa, HEJ3UHOTO JIEJI0 T'O aKTUBHUPA AhEKTOT
CO TOA IIITO TEJIOTO € UICTOBPEMEHO MECTO M Ha c030a8arse
U Ha mnpuMmare Ha adekToT. Bpajan Macymu Hyau
JleTajiHa aHaIn3a Ha adeKTOT BO OTHOC HA CO3/IaBAEbETO
civiky. HeroBHOT pucTall Ha TOJIKYBatbe Ha BUBYETTHUTE
IIPETCTAaBH MPEKY eCcTeTUKaTa Ha apeKTOT MOTeKHyBa
oZl TBopemTBOTO Ha [lene3. Adekror, criopen Hero, e
ja30T WU MPOCTOPOT Mery ,,co/Ip>KIHATa U epeKTOT Ha
BU3yeJTHaTa mpercTaBa.>® Kako /lesie3 Koj TeJI0TO To cMeTa
3a ,pabotr” u 3a cybjekT u 00jexkt, Macymu TBpAU JeKa
TEJIOTO Y HETOBUTE PEAKI[UU ce KIYYHU 3a pa3bupare
Ha ja30il BO KOj HacTaHyBa adeKTOoT. Ja30T MOKe /a ce
objacHM Kako HaaBpeMeHCK:d (HO He 00KeCTBEH) MHT
BO KOj ,0HUME (QYHKIHHU KOU TH CMeTaMe ‘CJIOO0IHH
‘BUINM , KaKO CJI000/THATA BOJIja, Ce U3BPIIYBAAT MPEKY
aBTOHOMHHU, TEeJIECHH peaKIid KOU Ce OJBUBAaaT BO
MOBOKOT HaJ[BOP Of CBECTa, a Mel'y MO30KOT U IIPCTOT, HO
IIpeJi IejCTBYBAmETO U n3pa3ot™.”* OHa IITO To HapeKyBa
MOJIyCEKYH/Ia He € Mpa3eH MPOCTOp Mely efHa aKIyja,
¥ HalllaTa WHTeJIEKTyaJHa peakifja, TYKy BUPTyeJIeH
mpocTop Ha adeKTOT BO KOj CAMOTO TEJIO ,Pa3BUTKyBa
KOHTeKCTH“.”> Kako M ocTaHaTUTEe TeopeTUYapu KOH
nuiryBaar 3a adekTot, Macymu adeKTOoT T0 MOUCTOBe-
TyBa CO WHTE3UTETOT KOj ja OAPIKyBa BpcKaTa cO OHa
IIITO T'O TJIeJlaMe BO ITOCTOjaHa coCcToj0a Ha aKI[hja HEen3-
BeCHOT U MOkHOCT. CeBO OBa 3HAuW JieKa MPUEMOT Ha
CIMKaTa He MOXKe Jla ce pasrileZlyBa caMO BO CMHUCJIA
Ha HEj3MHUTE CEMAHTUYKU MOKHOCTH U CTPYKTYPH.
Harrero pa3bupare Ha BOCIIPUEMAHeTO Ha CJIMKATa U Ha
CaMOTO CO3HaHME MOpa /ia BKJIYYH HeJIMHeapHa, CHJIHA
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notions of identity and subjectivity are shattered and
the new aesthetic can thus be engaged - aesthetics of
affect. Following the trajectory of the aesthetics of affect
as discussed in Deleuze, I argue that Tanja Ostojic¢
engages with and mobilizes affect as one of the ways to
connect with the audience and shatter the usual object/
subject (viewer/work) relationship. Moreover her work
mobilizes affect by situating the body as both the site
of affect production, and the site of affect reception.
Brian Massumi offers an in-depth understanding of
affect in relationship to image-production. His approach
to reading visual representation through aesthetics
of affect is firmly rooted in Deleuze’s work. Affect,
according to him, is the gap or a space between “content
and effect” of visual representation.* Like Deleuze who
sees the body being “the limit” and both the subject
and the object, Massumi argues that the body and its
responses are crucial to understanding of the gap in
which affect happens. The gap could be explained as a
supratemporal (but not divine) moment in which “what
we think of as ‘free,” ‘higher’ functions, such as volition,
are apparently being performed by autonomic, bodily
reactions occurring in the brain outside consciousness,
and between brain and finger but prior to action and
expression.” What he calls half-second is not an empty
space between an action and our intellectual reaction,
but a virtual space of affect in which body itself “infolds
contexts.”* Similarly to other theorists who write about
affect, Massumi equates affect with intensity which
keeps our relationship to what we are looking at in the
permanent state of action, suspense and potentiality.
What all of this means is that image reception cannot
be analyzed solely in terms of its semantic possibilities
and structures. Our understanding of image-perception
and of knowledge itself needs to include non-linear,
resonant feedback created through affective states. Such
embodied knowledge establishes, or confirms affect as
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peaxIifja Koja ce co3zaBa mpeky aheKTHUBHUTE COCTOjOH.
TakBOTO OTEJIOTBOPEHO 3HAaelme TO BOCIOCTaBYBA,
WIN TO TOTBPAYBa adeKTOT KAKO ,AaCcOoIUjajieH, HO He
nperconujasien.“*> Opa O6m 3HaUeyI0 Jieka KakBa OMIIO
JACKOHCTPYKTHBHA HCTpara Ha BOCIIpUEMABETO HA CJINKKA
MOpa /1a ja BKJIYYH U ITOJIyCeKyH/iaTa Ha adeKT 3a Koja
30opyBa Macymu.

ITocrepor Ha Tamwa Ocrojuk Ilo Kypbe, nouemox
Ha ceemom O] 2004 TOAUHA € MPHUMeEp 3a TOa KaKo
ecTeTHKaTa Ha apeKTOT MOKe /1a ja T0J13yBa MMOJTUTHKATA
Ha WJIEHTUTET 32 /1a HOHYIM HEUJEHTUTCKA KPUTUKA
Ha mpeaMeToT. /lesoBo ro o6paboTyBa mpoOEMOT Ha
(me)sieraytTHUTE JOCEJIEHUIM W TPrOBHjaTa CO JKEHU
on Hcrouna EBpoma. M mto e HajOUTHO, ZIEJIOTO TO
KPUTHKYBa HAYHMHOT Ha KOj JKEHUBE U HUBHUTE TeJIa Ce
KOZIMPaaT ¥ ETUKETHPAAT BO 3aI1a/THOEBPOTICKU KOHTEKCT.
JlesioTo ja TpeTupa U 3amajHaTa UCTOPUja HA YMETHOCT
[UTHPAjKU MTO3HAT, MPTOB YMeTHHK. MHCcTasanujata Ha
OcTojuK ce cocToelre o] OTPOMEH IIOCTEP BO YHj IPeIeH
IJIAH ce HaoTra IOJTHUOT JeJT O] TOP30TO Ha YMETHUYKATa
W3JI0JKEH Ha rojieM Opoj pekiaMHU IMaHoa Bo BueHa u u
BO TPaJZICKMOT napk Bo I'parl. 3a passinka of caukKara Ha
Kypb0e, Tesioro Ha OCTOjUK HE € T0JIO; HOCH TAKUYKH BO
MpeNo3HaT/INBa CHHA 00ja CO /IBaHAECETTe SBE3TUIKH Ha
EBpomnckara YHuja IonupaHy TOKMY Ha ITyOMYHATA 30HA.
OHa 1ITO € MHTEPeCHO W HpH/ioZiaBa Ha a(eKTUBHOTO
JIEJCTBO € TIPHEMOT Ha KOj Hau/le Kora IIOCTEPOT Oerre
IIOCTaBeH Ha OTPOMHUTE I1aHoa BO ABctpwuja. ITocTepor
BeJ[HAII Oelrle MPOorjaceH 3a MOpHorpaduja U HEKOJIKY
ceIMHITM ja MIOKWpaile 3eMjaTa. Kako mTo camata
Octojuk Torain 3abeseka, HPOHUYHO € IIITO BO JIeJIOTO
HeMa rosioTuja. OCcBeH T0a, He MOKe HHU J1a Ce CIIOPEIH CO
HEKOU JIaJIeKy TTOEKCIUTUIUTHH CJTUKU KOU CEKOjIHEBHO
ce cpekaBaaT Mo MeauymuTe. [I[pUYMHUTE 32 JIOIIMOT
IIpreM BO ABCTpHja ce KpHjaT Bo apeKTUBHATA UTPa Mery
CEeKCyaJTHOCTa Ha YMETHHYKATA ¥ JABHUOT IIPOCTOP KOj TO

“asocial but, but not presocial”.?® This would mean that
any kind of deconstructive investigation of the image-
reception needs to include the half-second of affect which
Massumi talks about.

Tanja Ostoji¢’s poster After Courbet’s, L'origine du
Monde from 2004 is an example of how aesthetics of
affect can engages politics of identity offering a non-
identiterian critique of the issue. This work addresses
the problematic of illegal/legal immigration and sex-
trade of women from Eastern Europe. Most importantly,
the work mounts a critique of the ways in which those
women and their bodies are codified and labeled in the
West European context. The work also addresses the
Western history of art by quoting famous, dead male
artists. Ostoji¢’s installation consisted of a large poster
foregrounding lower portion of artist’s torso exhibited
on a number of billboards in Vienna and in Stadtpark
in Graz. Unlike Courbet’s painting, Ostoji¢’s body is not
nude; she is wearing panties in recognizable blue colour
with twelve stars of the European Union promptly
displayed on her pubic area. What is interesting about
the work, and what adds to its affective functioning is the
reception it got when it was displayed on large billboards
in Austria. The poster was immediately pronounced
pornographic and scandalized the country for several
weeks. As Ostoji¢ herself noticed at the time what is
ironic is that there is absolute no nudity in the work.
Furthermore, it actually does not compare to some, much
more explicit images one would encounter in everyday
media. Reasons for the poster’s infamous reception in
Austria lie in the affective play it created between artist’s
sexuality and the public space the work inhabited. More
than just a representation dealing with the libidinal
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3azeMa 7ies10to. He camo 1ITo € mpuka3 Ha JIMOUJTHUOT
OJTHOC METy ITOJIOT, HIEHTUTETOT U HAITMOHAJTHUOT CTaTYC,
OTPOMHOTO TAHO Ce€ IMPOTera M ro 3a3eMa MPOCTOPOT
OKOJIy cebe cO CBOWTe JMMEH3WH U coApkuHA. Taka,
OBaa OrpOMHA MCTOYHOEBPOIICKA BarMHA I'Ml IPHUCBOjyBa
BeKe MPEOJHUTE, HECUTYPHU IIPOCTOPH BO IPAZIOBUTE U
CH TIOUTPYBA CO MOXKHOCTHUTE 32 MPKOC U U3MECTYBAbE.

bu moxene na pedeme gexka (HOpPMaJHUTE eJIEMEHTH
Ha ecTeTMKaTa Ha adekToT ce OWTHH 3a MOA00pO
pazbupame Ha JsiesoBo. [loyx dopmMasHu eleMeHTH Th
mo/ipa3bupamM OHHE KOU OU TH Hepernpe3eHTAIUCKHU
€CTETCKHU KOJIOBU KaKO Ceuerhe, OCBET/IyBame, WK 0oja.
BakBuTe Hepempe3eHTAIIMCKU 3HAI[/KOJOBH, KaKO
IITO TH HapeKyBa (QWIMCKUOT TeopeTHdap Puuapy
ajep (Richard Dyer), ce BocmpueMaar Ha CTPYKTYPHO,
He Ha 3HA4YEHCKO HHBO.** HepenpeseHTaCKU 3HAK
He B0O30y/yBa, a 4YeCTONaTH HE CMe HHU CUTYPHU 3O0IITO.
Bpajan Macymu ageKToT ro HapeKyBa HACUIAH, WJIA
CIydKa BO KOja, BO KpajHa JIMHUja, cTaHyBa 300p 3a
WHTEH3UTET. 3aToa, OU MOKejle Jla Ka)keMe JieKa
dbopMasiHUTE €JleMEeHTH KOM ja JjaBaaT CTPYKTypaTa
Ha moctepoT Ha OCTOjUK — KPYIHUOT Kajiap, u360poT
Ha /0JIHa O0JIeKa, MMUTHPAIbETO HAa BeKEe IOCTOEUYKO
YMETHUYKO JI€JI0 U JUMEH3UHTEe — CO37[aBaaT HU3A
HATCO3HAJHU HACTAaHU KOW MpPEAN3BUKYBaaT (pu3nyKa
peaxIyja Kaj rieauoT/y4eCHUKOT.

Tenoro He caMO IITO TH BOUBA HUMIIYJICUTE HJIU JUCKPDETHU-
Te CTUMYJIAIIMHI; TOA OTBapa KOHTEKCTH, BMETHYBa CJI000/1-
Ha BOJIja ¥ CO3HAHMja KOU Ce U TOa KaKo JIOIUpaHu. VIHTeH-
3UTETOT € acol[fjajieH, He MPETCONMjaieH — TH BKJIy4yBa
OIIIITECTBEHUTE €JIEMEHTH, HO ' Mella CO €JIEMEHTH KON
mpumaraar Ha ApyTd HUBOA HA JIeJyBalbe U TH KOMOWHUpa
CITOpe/T TOMHAKBA JIOTHKA.*®

Axo ro cieguMe apryMeHTOT Ha Macymu, OCTOjUK ycrieBa
Jla cosnajzie ocobeHu ¢opMasHU ejleMeHTH U 30HU Ha
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relationship between sex, identity, and nationhood, the
larger-than-life billboard also extended itself out, taking
over the space around it by its size and content. Thus,
this enormous Eastern European vagina was usurping
already liminal, insecure spaces the cities thus playing
up the possibilities of transgression and slippage.

We could argue that the formal elements of the aesthetics
of affect are important for better understanding of
this work. What I mean by the formal elements are
those which can be labeled as the non-representational
aesthetic codes such as cropping, lighting, color etc.
These non-representational signs/codes as the cinema
theorist Richard Dyer calls them are perceived on the
level of structuration, and not of signification.** The
non-representational sign moves us, but very often we
are not sure why. Brian Massumi calls affect an event,
or a happening which is ultimately about intensity.
Therefore, we can argue that formal elements which
build the structure of Ostoji¢’s poster - her close cropping
of the body, the choice of underwear, the mimicking of
a previous artwork, and its size build a series of supra-
cognitive events which entice physical responses in the
viewer/participant.

The body doesn’t just absorb pulses or discrete stimulations;
it infolds contexts, it infolds volitions and cognitions that are
nothing if not situated. Intensity is asocial, bit not presocial-
it includes social elements but mixes them with elements
belonging to other levels of functioning and combines them
according to different logic.*

If we follow Massumi’s argument then Ostoji¢ manages
to create specific formal elements to create zones of
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WHTEH3UTET KOW, MaK, JieJIyBaaT BO MeIyIIpOCTOPOT, BO
IIPOCTOPOT BO KOj HAaIlIaTa II03HABATEJIHA CTPAHA CE YIIITE
He ro c¢aTria OHa IITO TEJIOTO BeKe ro OTKpwiio. U mro
e TMIOBaYkKHO, OM/IEjKY CITMKATa € O/ CEKCyasTHa IIPUPO/Ia,
BAaKBOTO Ha HATIIO3HABATEJIHO BOCIIPUEMAhE HA JIEJIOTO
€ YIIITe IMOCHJTHO 3AallITO IJIeJIaY0T BeKe CTaHyBa JIeJl Off
JIpyTHoT — BO CJIy4ajoB, BATUHATA Ha OCTEPOT. Moxkebu
BaKBOTO [TOTCBECHO JIeJIyBathe Ha IOCTEPOT € IPUYNHATA
mTo Gellle Taka JKECTOKO OCYZIEH, 2 BO BECHUIIUTE Ce
Haj7ie 3ae/{HO CO IOPHOTPA(CKUTE BECTHU.

Op nmpyra cTpaHa, mak, ziesioro Ha OcTtojuk cosmaBa U
CBOEBU/IHA aMOWBAJIEHTHOCT OW/IejJKM HE IOBUKYBA
Ja ,HaBje3seMe“ BO [eJI0OTO, HO ¥ HE o[0HhBa CO
CBOHTE JWUMEH3UM U TeMaThka. BakBata ¢opmaiHa
aMOMBAJIEGHTHOCT TO MPaBH IJIeJauOT CUJIHO CBECEH
3a TeKcTypara Ha Jenoto. Puuapz /lajep TBpaum aexa
MpUpo/iaTa Ha HepeIpe3eHTaIlMCKY 3HAITU € HKOHUYKA,
BO TepmuHosiorujata Ha Yapsc IMupe (Charles Pierce).
Meryroa, HaMeCcTO O3HAUyBauOT M O3HAYEHOTO /ia
Jla ce TOBp3aT II0 CJIMYHOCT, HUBHATA BpPCKA Kaj
Hepenpe3eHTallCKN 3HAIld Ce BOCIIOCTaBYBa IPEKY
CJIMYHOCT BO OZHOC HA OCHOBHATA CTPYKTYPUPAHOCT.>®
OBa 3Hauu JleKa TJIeJauuTe ce IpoOMBaaT BO M HU3
JeJI0TO IPEeKy ciipyxkilypaila Ha 4Yysciisoilo 3a AEJI0TO
— UHTYHIHjaTa, Wik adeKTOT Ha JIeJI0TO, a He HEKaKBa
jacHa CJIMYHOCT CO IPENO3HATIUBUTE BU3YEJTHU 3HAIIH.
W Ha Kpaj, ako ce HaBpaTHUMe Ha TEKCTOT 3a BekoH of
JKun Jlenes, oHa ImITO TOj TO HapeKyBa burtucyBame-
BO-CBETOT, WIH IIOCTaHyBalbe€ BO CBETOT, OBZe OU ja
03HauyBaJIO OJIMCKOCTA MJTH HABJIETYBAHETO Ha TJIETa40T
BO buTreTo Ha caMHOT 00jEKT U HUBHO 00ETMHYBAHHE BO
0CeToT.””

Ha kpajor, cero oBa Me [OHece [0 HAYMHHUTE HA
kou geysioro Ha OcTojuk TmocTom BO obJlacrta Ha
TakaHapeuyeHaTa peaayuoH ecidetiuka. Bo TakoB eJieH

intensity which in turn function in the space of in-
between, a space in which the cognitive side of us has
not yet understood what the body has already infolded.
More importantly, the fact that the image is sexual in
nature makes this supra-cognitive reception of the work
even more potent as it always-already makes the viewer
become a part of the Other- the vagina in this work.
Perhaps this subconscious functioning of the poster was
the reason for the work to be publicly denounced in such
a ferocious way, and placed in the newspapers together
with the pornographic news.

On another level Ostoji¢’s poster also creates a kind of
a formal push and pull as we are invited to “enter” the
work but are also overwhelmed by its size and subject-
matter. This formal push and pull of forces makes the
viewer very cognitive of the texture of the work. Richard
Dyer argues that the nature of non representational
signs is iconic, in the sense that Charles Pierce would call
iconic. However, instead of signifier and the signified
being related in terms of resemblance, their relationship
in non representational signs is established through
resemblance in terms of basic structuration. This means
that viewers make their way in and through the work by
relating to the structure of the feeling for the work- its
intuition, or the affect of the work rather than any clear
resemblances to recognizable visual signs. Finally, to go
back to Gilles Deleuze’s text on Bacon, what he refers
to as Being-In-The-World, or becoming in the world,
here would mean the closeness or entering of the viewer
into the Being of the object itself, becoming one in the
sensation.?”

This finally brings me to the ways in which Ostoji¢’s work
exists in the realm of the so-called relational aesthetic.
Through such a practice the viewer is immersed into the




Identities )

Domnersing, 20 Dezember 2008 b

_soll eine lronisierung der EU" bedeuten | [ asis
: & | Meich (e
-Aktion” e
L] ] men L
enihaifior,  Pedalch  Jedenalie sichen . dis | P e
nahm Lorens nicks Sacl-  beaden Macher baoi Aoy  Carade
lung - er il bt seietn scndung ru iheer Kns- Aoy

DIRF- m.ﬂl,ﬂﬂk' acheidung,
Al

Serieaer  wollse Mittwich  wunde  aoch

Selied

[Keinen urtrﬂh-mhhmu.-ids
a1l Indiche Cen D 361 I
Mhﬂ\l'ﬁhﬂd&mmm

-twfwwhmmrmﬁq-

Lehuwe:lungakwmw

Heimlich dem Bruder
eine Niere gespendet

l---m = Eln grodies tm-«mmu-ﬂ»
-u:lu-[nd.lnlllll Beriier Fi
-tle-.}:rmudru |hum wloe sedner Nhﬂ-udlﬂu—

e Jhm s sl Leben, Wer der war, erfubr
Jdder Paileni sber erst nsch der Seoil hiie
cilan womat ikt mgrlassen”, er edie Spendier.

YHH IJIeJaY0T ce HypHYBa BO 00jEKTOT U Ce BKJIy4yBa BO
adeKToT — WIN ce BMETHYBa BO 0cOOEHOCTA HA /IEJIOTO.
OBa yecTomaTu ce HapeKyBa OTEJIOTBOPEHO CO3HAHHE,
WIN HACTaH Ha IOCTAaHyBamke BO JPYTUOT, MOMEHT
HAa [IOMHAKBO pa3MHUC/IyBaibe. TaKOB €/leH HAaCTaH,
criopen Jlese3 v HEKOJIKYTEMUHA JPYTH TEOPETHUYAPHU
CIIOMEHATH BO TEKCTOB, M MPKOCU Ha TPAUITHOHATHATA
€IUCTEMOJIOTHja ¥ Ha UJAEHTUTAPHOTO PAa3MUCIyBAHE
BO PaMKH Ha cyOjeKT u 00jekT. PesanpmonaTa ecreTuka
MMOBHKYBa HAKPUTHKA HA CaMOJIOBOJIHHUOT Cy0jeKT, Ha
pactypaibe Ha cy0Ojek-objektoT. Tepesa bpenaH, BO
cBoeto neno Ilpenoc Ha agexitioii (The Transmission
of Affect), TBpiu neka adekTor MOoxke ga ce cdaru
KaKO KpPUTHKA Ha B3alaJHUTE eINMHUCTEMOJIOIIKU |
MeTadusnuku (Guaocodur KOU BO CBOUTE MHOTY-
OpojHUM TpOjaBHM HHU3 BEKOBHUTE Ce€ KOHI[EHTpHpaa Ha
MMOETUHEUYHUOT, AaBTOHOMEH Cy0jeKT 4YHj €eMOTHUBEH
JKHBOT € CTPOTO caMo/10BoJIeH. CaM0/I0BOJTHOCTA BO OBOj
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Nceyok of Hanuc BO efieH aBCTPUCKM BECHMK 3a AenoTo Ha OcTojuk

An excerpt from an Austrian newspaper article about Ostojic’s
work.

object and she/he becomes involved with the affect- or
is interpellated into the work’s specificity. This has often
been called embodied knowledge, or an event of becoming
the other, a moment of thinking otherwise. Such an event,
as was argued by Deleuze and several other theorists
whom I have mentioned in this text, stands against
traditional epistemology and identitarian subject/object
thinking. Relational aesthetics calls for a critique of
the self-contained subject, a subject-object shattering.
Theresa Brennan argues in her book The Transmission
of Affect that affect can be seen as a critique of the
Western epistemological and metaphysical philosophies
which in their many embodiments throughout the
centuries have focused on the individual, autonomous
subject whose emotional life is strictly self-contained.
Self-containment in this sense presupposes a closed-off
relationship to the world in which an individual is the
only creator of her own identity. However, according
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KOHTEKCT IoApa3bmpa n30JIUpaH OHOC CO CBETOT BO KOj
CaMo MTOeTMHETIOT MOKE /1a TO CO3/1aBa CBOjOT U/IEHTHUTET.
Meryroa, cnopea bpeHaH, BakBaTa 3aMuCJIa aBTOMAaTCKH
HUCKJIydyBa KAaKBO OWJIO OIIITECTBEHO TPYyIHPAIbE.
JlonaBa neka ,cemak HEKaKO O0COOEHO M ce IMPOTUBUME
Ha MjejaTa JeKa HallliuTe eMOIUH He ce coceMa Hamm“, >
A TOKMY TIpH ,,CIIO/IEJTyBabe Ha EMOITUUTE Ce CIIyIyBa
IIPeHOCTOT Ha adeKToT. 3Hauu, IPeHOCOT Ha adeKToT
criopesi BpeHaH BO CyIITHHA € OIIITECTBEH, HO € UCTO
Taka 1 Owosiomku u pusumyku mporec.> ITocrepoT Ha
OcTojuk cu moWrpyBa TOKMY CO BaKBHUOT OJHOC Mery
MOJINTUYKOTO U apeKTUBHOTO OWUTHE U MPETIIOCTAByBa
OTIITECTBEHA BPCKA CO IJIEAAYOT CO KOja TJIEZAuOT €
BOBJIEUEH BO /1es10TO. [IpOCTOPOT HA MOCTEPOT, OPAN
HETOBUTE JUMEH3UH U U300POT /1a Ce U3JI0KH BO JABHOCT
(BO peKJIaMHHUOT IIPOCTOP) Ce IpOoTera BO HAIIHUOT, WU
peaaHuom npocitiop. BakBuOT 00K Ha YMETHHYKA
MIPaKTHKA, KOj 10/Ipa36rpa m3paboTKa Ha TOCTEPH, BUZEO0
U U3Bei0OU, BO CYIITHHA 't n30erHyBa BOOOMYAEHHUTE
CHCTEMH Ha pa3MeHa Ha CTOKY ¥ Ha YMETHUYKHOT I1a3ap.
3aTtoa nenata Ha OCTOJUK, il IPEKYy COApPIKUHATA,
peky adeKTOT KOj To IPeIU3BUKYBAAT, WJIH, TIaK, IIPEKY
13J103k0eHNTe / KypaTOPCKUTE TPAKTHUKH, T aKTUBUPAAT
OIIIITECTBEHOTO M TOJUTUYKOTO, JOKAKYBajKU JIeKa
a(peKTUBHOTO € MCTO TaKa U MOJIMTHYKO — IITO HAKYCO
Ou TO HapeKJIe peaauuoHa ecllietliuka.

3aKknyyok

TpynoB ro 3amo4yHaB co HaBeAyBamwe Ha MpobieMaTuy-
HaTa 110J103k0a Ha H/IEHTUTETOT BO COBpEMEHATa KyJITypa.
ITokakaB /ieKa CJI0KEHHUTE U YEeCTONATH IapaJOKCATHI
CUTyaIlil KOM IIPOU3JIEryBaatr o/ aMOMBaJIEHTHOCTA Ha
UJIEHTUTETCKATa IOJIUTHUKA Ce 3aCHOBAaT HA WJIEHTHU-
TETCKOTO PAa3MUC/IyBalbe Koe He yCIleBa /1a TH Ha/IMUHe
BpCKHUTe cy0jeKT-00jeKT U CO3/JaBarheToO Ha BHATPEIIHATA
Cebnoct. TBopemTBoTOo Ha Kun [lene3 ymatyBa Ha

to Brennan this long-standing notion automatically
excludes any real social formation. She adds that “we
are, nonetheless, peculiarly resistant to the idea that
our emotions are not altogether our own.””® And it is
in the “sharing of emotions” that the transmission of
affect can happen. Therefore, transmission of affect is
a social process in its origin according to Brennan, but
it is also biological and physical.*® Ostoji¢’s poster plays
exactly with this relationship between the political and
the affective being and calls for a social relationship
with the viewer in which the viewer is pulled into the
fold of the work. The space of the poster because of its
size and choice of placement in the public (commercial
space) is extended into our, or real space. This form of
artistic practice, involving poster-making, video works
and performance events, in its very nature eludes regular
systems of commodity exchange and the art market.
Therefore, Ostoji¢’s works, either through their content,
through the production of affect, or through exhibition/
curatorial practices engage the social and the political
proving that affective is also political- this in short can
be called relational aesthetics.

Conclusions

I have started this paper by referring to the problematic
position identity has in today’s culture. As argued, the
complicated and often paradoxical situations that come
outofthe push and pull of the so-called identity politics are
based on identitarian thinking which cannot go beyond
subject/object relationships and the creation of innate
Selthood. The work of Gilles Deleuze points towards
possible thinking outside the identitarian conundrum by
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pasMHucCIIyBambe€ HaABOPp OJ HACHTUTETCKaTa 3araTka
CO TOaA IITO HHU HYAU €JHO IIOMHAKBO pPa3MHUCI/IyBalbe
3a OUAYBAaWmeTO BO CBETOT. BUAYyBameTO BO CBETOT
Koe ro mpejsiara /lese3 He € OHAa OrPAHUYEHOTO CO
TaKkaHapedyeHuTe 3ace0HU UJEHTUTETH, TYKy OHa
IITO Ce KapaKTepus3upa CO IOCTOjaH IPOTOK KOj BO
CYIIITUHA € TTOCOO/[BETEH OIUC HA HAIINTE CEKOjHEBHU
onHocu u koHQumKTH Ha CebHOocra. Of Bpckarta mery
dunocodujata Ha [lesie3 M ecreTHKaTa IIPOU3JIEryBa
Heu30eKHOTO cakare Ha yMETHOCTA KaKO HEIPOIeH-
JINB O6J'II/IK Ha KpUTHUKA Ha UACHTUTETCKATa IIOJIMTHUKA,
TOKMY 3apajii MOXXHOCTa YMETHOCTAa Jia ja aKTHBHpA
OKOJIMHATAa HAa HUBO Ha a)eKTUBHA, IOTCBECHA €Hepryja.
U1 Ha Kpaj, Tpeba /1a ce mpercuTa MECTOTO Ha YMETHOCTA
BO OIIIITECTBEHATA U MOJUTUYKATa cdepa, a /iejlaTa KOu
ce 3aj1araaT 3a YKMHYBambe Ha UJeHTUTETCKATA TIOJTUTUKA
Tpeba MomoAPOOHO /1a ce UCTPaKar.

I'o n36paB moumMoT aheKT KaKo OCHOBHA CHJIa IPEKY Koja
MOJKe J1a ce pa3bue uAeHTUTETCKaTa OJIUTUKA. AQEKTOT
KaKO TakoB e e(pUKaceH Iopajik 3arydbaTa Ha ceOHOCTa
Koja ja Oapa. Beke HeMa MecTo 3a jac BO MOJIyCEKyHiaTa
Ha Macymu 3a peakmuja Ha TeJOTO Ha a(eKTUBHUTE
npa3bu. OCBeH TOa, YMETHUYKHUTE JieJla KOU YCIEITHO
npeau3BUKyBaaT adeKkT OapaaT OJ IJIEJaY0T U Of
YMETHHKOT Ja u Ce mIpeJgagaT Ha MaTpuliata €eHepruu
CO37IaZIEHN CO JIeJIOTO, CO IINTO ce O0eAMHyBaaT Co
JIeJIOTO, OTHOCHO ce mpeTBopaaT Bo [Ipyr. Bo ciyuajor
co TBOpemTBOTO Ha OCTOjUK, KOE YeCTOIIaTH 33Iupa BO
subuauHaTHATA (paHTa31ja KAKO HETOBA OPTaHU3AIHCKA
€CTeTHKa, MIPEJIJABAhETO Ha TJIeAAY0T 3HAUH IIPE/IABAHE
HA YeCTONAaTH KOHTPOBEpP3HaTa IOJIUTHUKA Ha JIEJIOTO
— IJIeZJaYuoT, Ha MPUMeEp, Ce IPEeTBOpa BO JbYOOBHUK Ha
YMETHHUYKara. OTTYKa, BAKBUOT O6JII/IK Ha YMETHHUYKO
TBOPEIITBO Ce HAPEKyBa peJalllioHa ecTeTHKa. Pearu-
OHATa eCTETHKA € HAUMH Ha CO3/IaBakbe YMETHOCT, KAKO 1
I/I36eI‘HYBaH)e Ha TOBApOT HA UAECHTHUTETCKATA IIOJIMTHUKA.

Journal for Politics, Gender and Culture Vol. 7 / No. 1/2 / Summer 2008/Winter 2009

offering a way of thinking differently about being in the
world. Being in the world as proposed by Deleuze is not
onelimited by so-called discrete identities, but marked by
constant state of flux which actually more aptly describes
our everyday relationships and negotiation of the Self.
Connecting Deleuze’s philosophy to aesthetics leads to
an inevitable understanding of art as an invaluable form
of critique of identitatian politics precisely because of
art’s ability to engage its surroundings on the level of the
affective, subconscious forces. Finally, the positioning
of art in the social and the political sphere needs to be
reexamined and the works which enact the breaking of
identity politics need to be more fully examined.

I have chosen to engage the notion of affect as the basic
force through which identity politics can be shattered.
As such, the affect is effective because of the loss of
selthood that it demands. The Self is no longer possible in
Massumi’s half-second of the body’s response to affective
stimuli. Furthermore, artworks which successfully
engage affect demand of the viewer and the artist to
surrender to the matrix of forces produced through the
work and in that sense become one/Other with the work.
In case of Ostoji¢’s art which often picks up the libidinal
fantasy as its organizing aesthetics, the surrender of the
viewer means a surrender to often controversial politics
of the work- the viewer becoming artist’s lover for
example. Consequently, this form of artistic creation can
be called relational aesthetics. Relational aesthetics is a
way to create art and at the same time escape the dead
weight of identity politics. What is even more important
is that such an artistic engagement follows Deleuze’s
analysis that powerful art creates a spasm, a fluid zone of

137



138

Bojana Videkanic What Would Deleuze Say? Tanja Ostojic’s Performances and Post Identity Thinking

ViiTe mo3HavajHo € IITO TAKBUOT YMETHUYKH aHTa’KMaH
ja cienu aHanmu3aTa Ha Jleme3 Jeka MOKHATa YMETHOCT
co3maBarpd, GpJayuHa 30Ha HA CUJIA M HHTEH3UTET, IIPEKY
Koja ce modaka HMBOTO Ha HMMaHEHIIMjaTa, a, KUBOT,
BeKe He3aBHCeH o/ butuero min mojtoxeH Ha JIejcTBO
— aIcoJIyTHO HEIOCPEeHA CBECT UHe JieJlyBaihe BeKe He
ce oflHECYBa Ha OMTHE TYKy IIOCTOjaHO Ce IOCTaByBa BO
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