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)Kapko PagakoBuh

®PATMEHTU O KHUDEPY

§

KHndeposa PrkcMpaHocT 3a ,MeaHAap” - MOXza 1 camo BUL, ,FeOMeTpHjcKe Gpurype” - HaBoam
¥ Ha MOMMCA0 Aa Ce TUM MEeaHAPOM IoprdHKyje ,aHAUTUYKK fiyX', @ TAME 1 3aTBapa CUCTEM...
MehyTum, Beh carnenaBarem jefHor KHudepoBor MeaHpa y HU3y octanmx (youaBarbem pas-
71Ka Mehy h1Ma, [0XMB/baBareM NPOMEHa ,MeaHfapckux 006/1Mka“) — 0xmMB/baBa ce 1 0TBapa
,CUCTeM MeaHpapa“ MeaHzap Taga Huje reomeTpujcka durypa (reometpujcka ancrpakumja),
Hero XuBa CyrncTaHua. AKO Ce - PeLenLMOHO-eCTETUYKN — A0TaKHY O0jeHe CTPYKTYpe 1 JoXMBe
HepaBHMHe Ha NaTHy, HeuncTe rpaHuLe usmehy benor v LipHor, fonasu ce Ao ¢r3nykor ogHoca
ayTopa npema matepujany, a U3 Tora ce paha JoxuB/baj TOMIMHE U HEXHOCTH, flak/e, /bybaBu.
ThMe Ce yCnocTaB/ba NPOMEHEHN OfHOC Mpema MeaHapy (kao HocoLy Ayxa aHAIMTUYHOCTK)

- yCnocTaB/ba Ce AMCTaHLa: Meanaap nonpuma u Gurypantn anv u nepGopMaTuBHN KapakTep,
a 10 My omoryhyje ja mocTaHe ,HeLTo APYro’ 1 joL HeLWTo, ,3aroHeTka“ U ,HeoapeheHocT" koja
ako ce ,oppean” (,HeyTpanuLe®) nocTaje NPUHLMN JbyOABM NMpemMa XMBOTY, NPeMa HEKOM JeTasby
M3 KMBOTA, NPeMa ancTpakLMju Kao CIMLM XMBOTA, NMPema KOHCTPYKTY XWBOTa, Aak/e, npemMa
HEroBOM KOHLIEMNTY.

§

PesynTat genoBara MeaHapa je, fakne, /bybas. OHa, MefyTuM, Huje 1 Kpajru Ln/b. Jep aa ce
Pafin 0 AeN0Bakby Camo Kao M3asmsatrby oceharba /bybaBy, Bo/berba, O1no 61 To CkyyaBarbe,
Jakne, ckpahmBatbe JOMeTa AenoBaka yMETHOCTU. buno Bu To ,3aTBapatbe Kpyra‘. A Tume 6u
Ce yLINapao KpUTWUYKM OAHOC Npema CTBApHOCTH, MAKn bu ce 0Baj bap peAykoBao Ha HegoCTaTak
Jby0aBM y XMBOTY, a To Oy, Takohe, 6uno ckpaherbe.

§

KH1depoBo Bosberbe (MeaHapa, LpHUX 1 6enmnx NoBpLUMHA, W TaKo Aasbe) CIOXKeEHa je nojasa:
YWCTWHY Ce pagu 0 /by0aBM (Ko JbY/ICKOj KOHCTAHTL); @ je TO U NPUHLMN CTpaTerncara,
,TPVK', MeTOf, ycnocTaB/batba ACTAHLIE MPeMa CTBAPHOCTK, Jakie, ,norned uckoca', , KpuTuuko*
u kopuryjyhe” ogHolletbe npema Hoj.

§

Jbybas (epoc, xyara) y KHndepoBom cAMKapcTBy Moxe GyHKLMOHUCATH 1 Kao NoAora 3a
MpoHucatbe ,xnafHohe ,aHanMTUUKOr Ayxa“: BONeTH, BONETH 1 BoNeTU MeaHaap (Koju, camo no
CBOM ancTpakTHOM KapakTepy, Aak/le, yCI0BHO, jecTe ,xnafiaH', ,0exu1BOTaH"); BONETH NO CBAKY
LieHy efa 6u ce bybaBsby cebe CTUAN30BANO A0 KapuKaType', ,HuwTaBHor buha“ koje camo

jow Moxe fia BOAM (Aa He Ou Mp3eno) U Koje ce JbybaBK NpenyLuTa Kao HEKOj IXKHOj pennruju,
Te TMe n3beraBa v Hajmarbk pu3mnK npocseheHoCTH, 1 Tako Jasbe; TakBa je /bybas ,rpueBnTo
Jpxarse HoBumha y waumn®; popmanto: /bybas je yBehaHa, a ieH CybjekT n3sutonepeH. Aau
HWje CTMAM30BaH 1 06jekT /bybaBu. Jep 0Baj Ce, yNpaBo CNOMagHyT U3AMBKUMA THX NOTPELHNX
ocehatba, HeHagAHO NOBYHN: EKCMNO3MBHIUM, Caia MOXeMO pehu, 1 TenecHnm obpTom, nocTaje
XMBOTaH, Kadap fa ce 6paHu, 1 Aa CMO3HA LM/bEBE XYAtbe, JAKNeE, a UCTUHCKM BOAN. A TO je
Ouna Hamepa fienoBarba yMeTHOCTM Meanapa. ([lo unba cTuhin npoHncameMm.)



§

Jbyb6aBHUK y KH1(EPOBOj yMETHOCTH MOXKe, YCIIOBHO peyeHo, aa byae u ,naheHuk’, ,)xpTBo-
BaHM 3a /bybaB‘. A sbybas 61 Taga Guna npegmeT yToNMjcKor, MeTapasMuLL/barba O XHUBOTY
yonwte. CybjekT Ou ce, Tana, Bonehw, n brsajyhu BepaH, 3aTBapao y CBoj yHyTpaLltby MU-
KPOCBET, OrMpeyaH CrosballikbeM MakpocBeTy. A MeaHaap b1 NocTao 3Hak ytonujckor. (A Toy
KH1depoBoj yMETHOCTH HUje Tako.)

§

KHudeposa /bybaB npema MeaHapy je NpeBacXofiHO KOPEKTUBHO OfJHOLLEHE NPeMa CBEMY
LUTO je 3aTBOPeHM cncTeM. OHa je AMCTaHLMpatbe Of CBAKOT 3aTBapatba M 3aBplLUaBaba npuye
(Hapaumje). To NoMHo (,3a/byb/beHnuKo”) BaB/berbe noselwhy (cBecHo cBojom noselwhy, ynpaso
na bv ce nsberna 3amka objekTMBMCarba 1 TEOPHjCKMX pa3riabarba 0 XMBOTY) NOCTaje, ynpaBo
MOHAaB/barbMMA (MPUHLMMIOM BeYHE /bybaBw) 1 yBEK M3HOBA 3aN0unkbakbMa (MPUHLMMOM Be-
YHe XyAtbe 3a JefHMM), OTBOPEHO NOJbe 3a NPUNOBeAHE CBMX U CBAUMjKX NpUYa. [Jakne, Huje
cvKa Meawnjpa BuLLE jefiHa NPyUYa, HEro NPeaior 3a NpUNoBefakbe CBUX NpuUYa. Huje HU3 can-
ka MeaHaapa nNoBecT, XW1BOTONMC WK UCTOPW]ja, HEro NPeAJIor 3a CBauMjy, CBAKaKBY M CBaKY
MOBECT, XXMBOTOMWC UAN UCTOPU]y.

§

YMETHUKOB KOHLIENT AOCNEAHOCTH, BEPHOCTH, /bybaBM, CTPM/LUBOCTH, Y3 PXKAHOCTH, MUPHORN,
TUXOCTH, LOOPOTU 1 HEXHOCTY jecTe Moryha anTepHaTiBa KOMNETUTUBHOCTY, TAKMUYetbY,
MO3UTUBMCTUYKNM 3aCTParberbMa, aHAIMTNYKO] XaaHohN, YTOMMJCKOM HacyKaBatby, Tpro-
BMHCKO] 6€3/1yLIHOCTM, HA CUAY MeHbatby CBETA, MO3MBatbY HA AXHOT O0ra, Cenom ciyxerby
AMKTaTopy, NpeBapama, MKBMAALMjaMa, reHoLmMAy, 3aTBapamy y obope, pyluetby, youjarby

v nobefnBatby.

§

baB/berbeM CBEr XMBOTA jeJHOM jeHOM ,CIMKOM MOHMLLITABA Ce 3aTBapatbe y CeKyHaapHa
LOXVB/baBaba 1 TyMadera. KH1depoB paj je jeAMHCTBEHO OTBapatbe Y NpasLly CBeoOyxBaT-
HOCTU 1 NyHohe. KHdepoB pag, kao caM XMBOT, jecTe BeNMYAHCTBEHN IM4HN 1300p, of/yKa
Koja caxxmma y cebu cBe ofTyKe, He NCK/bY'yjyhu HUjedHy Apyry, 4ak HU OHY KOja Hby camy
MNCKIbyyyje. YocTanom, 3afaTak yMETHOCTU HUje ,MerbaTh CBET', HEro ,)KMBOT W CBET Npukasaty
y €BOj nyHohn 1 6oraTcTsy”.

§

KHndepoBe cnke, MeaHapu, jecy puTMUUHO, Y UCTO BpeMe HEPUTMWUYHO, JOKYMeHTapucarbe
BpPemMeHa y KojeM Cy HacTase. ICTOBpeMeHO Cy TO U pa3BpeMerberba. flakne: n npaherse ,xoaa
BpPeMeHa’, N CaXmmMarbe CBUX BPEMEHCKMX jeAMHMLA Y JeAHO. PUTam KpBOTOKA U Ancarba y
oppefeHoM BpeMeHy. Ann 1 XMBOT Y LienoCTu. Pars pro toto. U 6e3-kpajHo kpeTatbe. U 3ayc-
TaB/batbe. N HM3arbe KOHKPETHNX CUTYyaLyja u no3uumja. M atnac ceeobyxBaTHOT MULLbEHA,
oceharba, JOXMB/baBatbA.

§

OBV Cy PafioBM1 yBEK M rpaHW4He BPEAHOCTY U3Mel)y ONpeyHuX, aamn n cycedckux, nosba: Tem-
MOPANHUX, NOKALMOHMNX, aMOWjeHTAHUX, NCUXONOLLKNX, KOPNOPATHUX, KYNTYPOIOLIKNX, MEH-
Ta/IMTETCKMX, reorpadckmx, NOBECHNX.



§

KH1epoBo CMKapCTBO KOMNPUMMPA M CXMMa y cebu — ako ra NoCMaTpamo Kao NpUHLMN
caXKnmarba BPEMEHCKMX jeanHnLa — cBe cTuicke Gopmaumje (CBoje, IMUHE) NOBECTH YMETHOCTY:
CBe LUTO je HACTajano 1 xuBeno, y nepuogy of, 1959. 1o faHac, katanuanpajyhu u Heytpa-
nm3yjyhin ce cTuncke dopmauymje NpowwnocTu: aHTMTeTU3Yyjyhn n cuHTeTusyjyhn je. Cmewwta
MPOLLOCT y KOHTeKCT. OTBapa joj rpanuLie. [leauaeHTuTesyje je. U cybjektmuBmayje. MocTasma ce
nyTem 3a Xofarba CaBPeMEHOCTH.

§

OTypa ,ABOAVNMEH3NOHAHOCT KHNdepoBe yMETHOCTH. Jep, KHidepoBa yMeTHOCT je 1BOAVIMEH-
3MOHa/IHA CaMO MPVBMAHO. Jep je OHa CaMo OKBUMP, MOBPLUKHA WCMOZ, KOje Ce 0TBapajy NpoCTpaK-
CTBA 3a YCNOCTaB/bakbe CBUX cefehnx aumeHsnja npoctopa u BpemeHa. CnocobHocT MeaHaapa
[ 1 0TBapajy 1 3aTBapajy npocTop 1 Bpeme. bearpaHnuHa GpaekcMOUNHOCT, XUBOTHOCT, 06/11KO-
BAHOCT, CUHTETWYHOCT.

§

Y 40CNedHOM Cyekby JELHOM, Y KOHTUHYWUTETY, NOCTOjaHOCTH, MCTPajHOCTU 1 Geckomnpo-
MWCHOj BEPHOCTN CBOME YMETHWUKOM Ouhy 1 CBOjUM YMETHUUYKUM CafipxuHama 1 obauumma, y
HenonycT/bUBOCTM CBOT TVXOT, NOY3AAHOT, yTeMe/beHor 1 HajTBpher KpeTarba (MK HekpeTama) -
,MeaHIpupame" - KyITypPHO-NONUTUYKO-EKOHOMCKMM NPOCTPAHCTBIMA jefjHe 01yBeK HEOAPean-
Be, aMOMBAIEHTHE M y MHOTO YeMy HeypeljeHe 1 y CBaKOM TPeHyTKY BUMLLIECTPYKO CXBAT/bMBE 30HE
KakBa je oflyBek 610 bankaH, cknoH cam a KHndepoB paj LOXMBUM Kao y Hajsehoj Mepy nosu-
TUYaH 1 YMETHUUKM NPOAYKLMOHO-CyOBep3nBaH Matepujan. KHiudepos pag, Takas - Beh camo
CBOjuM GecrpeknHUM NOHOBHWUM HACTajatbeM W HaCTaB/barbeM 1 NPOLYKTUBHIM NOHAB/babeM,
CTajatbeM y MecTy, KpeTarbem HUKYAa N HUKafa — J0BOAM y NUTakbe CBAKY HeMpoBepeHy Bpe[-
HOCT, CBaKy KOHKPETHY (Ha rpeLuKy ocyfeHy) oa/iyKy, CBaKo MHCTUTYLIMOHANHO M MHCTUTYLIMOHA-
m3yjyhe MuLIberbe, cBaKy GeCMUCIEHY CMUCIEHOCT M CBaKy Ge3HauajHy BaXHOCT.

§

Y npectabunHnm, NPeKOHKPETHUM W PeyCMepeHUM NPOAYKLMOHNM 0bnacTuma (na v ekoHo-
MWje, MOAMTUKE W BOjHUX CTpaTervcarba) KHMdepoB pag je 1 Te Kako anTepHaTyBa: NpekoMepHOj
Op3uHu, Npo(a)rpecuju, xunepnpopykLumju. CnopocT, TUXOCT, UCTPAjHOCT, HENOLJI0KHOCT CBUM
koMnpoMuTyjyhrm n3asoBuma n oTnop cBakoj npedp3oj oayum.

§

Kako npuctynutn Masbendy? ,[la v cam Ha npaBoM nyTy ka Masbesudy?* (KHudep). (Jynuje je
ofyBek 6uo ,oncegHyT u NMpycrom [Marcel Proust].)

§

,(23. 11.) OBAje Kod HAaC Naga py)KHW BNaKHW cHujer. ObnayHo je u genpumupajyhe. Aav wra
mory. PasmMuiusbam 0 HalWMM A0roBaparbymMa 1 JoroBopuma. Masbesuy je Hall y3ajamHu uHTe-
pec. Mmao cam Beh cpoueHe peyeHnLie 3a Koje He 3HaM [a i Cy YNUTHe, TO jecT, A /N HewTo
NWTajy MK Ha HelTo oarosapajy. Ho npobnem Huje y Tome. MuTarse je kako yonhe Masbesuuy
NPUCTYNUTH. Ja 3HaM WTO Me je GpacLMHMPAN0 aan HUCAM CUTYPaH Aa M CaM UKW HWCAM Ha npa-
BOM MyTy ka MasbeBuuy. To je MpycTujaHckn' npobnem. bapem 3a MeHe. Er3ucTeHLmjanucTuukm.
He eraucTeHumjanHu. MocTaesba e U NuTare KOAMKO CaM ja b1o AyXOBHO M MHTENEKTYaNHo y
CTarby NPUCTYNUTYN Ha jefiaH KBAIMGULMPaH HAYMH MasbeBuYy 0GHOCHO MasbeBH4YeBOM pagy.



Mp13HajeM fa TO Tek Cafia HACTOjUM Ha HeKM HauMH camom cebu objacHnTn. Capa ce eh, Hapas-
HO, MOX€e FOBOPUTM WX pasMuLLI/baTh 0 Noc/beanuama MasbesnyeBor pafa. JacHo v npuje ceera
y3 nomoh MasbeBnyeBor paja. Moc/beauue Cy JoLie KacHuje a 32 MeHe YBUjek JOBObHO PaHo.
Mopam BT ckpomaH. YBujek. (24. I1.) [laHac je oneT cyH4aHo 1 Tako AaHu nponase. MasbeBuuy
MOpaM [MCKPETHO M UCKPEHO NPUCTYMUTW. Y CAMOM MOYETKY CaM HEKaKo eMOTMBHO HACTYnNao.
3aHMMarno me Ko je 1 LWTa je 3anpaso Taj YoBjek. [ljeno nponsnasu 13 Hosjeka. He 3Ham ga im
cam y npasy. Hucam y cTary 6uth Gpunosod 1 Ha Taj HauMH pearnpaty. NokyLiasam 6uTH 0bjek-
TMBAH W3 JbyCKNX PA3/ora, jep CBM OCTANN Pa3no3u Cy UAW HeraTUBHM UK He3penu. Kpehem o
nojearHua npema rpynu uim Macu. M rpyna n maca cacroje ce of nojeyHana. YBujex je Kpustba
nHAMBUAYanHa. Onhun npuHUMnK cy Hyxpa. ®ancudukar. U 3abnyaa. (25. 11.) Jow yBujek cam y
¢asu npencnuTMBarba CBOjEr 0fHOCa NpeMa MasbeBnyeBoj Gpunosoduju (ako je To drunosoduja).
Bosbe 61 Buno pehn (Moxaa) Aa nocToj MasbeBNYEBO pasmMuLLIbatbe Koje ce NPeTBOPUAO Y
HELUTO LITO MMa [MMEH3Mje CTAIHOCTM U YnkbeHnUa. Kaaa ja pagum, yBrjek, Kaxem, kafa o He-
yera (He Tako 4ecTo) fofeM, a caMm 0CTBApUO UK AedUHMLM]Y MK YnkbeHnLy. MoXaa ja To joL
HMCaM HK OCTBapwo. (26. I1.) fakne, XXapko, KopecnoHgeHuuja je noyena. Ca Bece/beM 1 MHTepe-
COBar-eM YekaM TBOje pujeyn 1 pedeHuLie. Bopum ce NpoTMB CBOjWX C1ABOCTM 1 Kpn3a. Mopam
nocTuhn npaBy KOHLEHTpaLjy. XT1o Bux joLu nyHo paauTu. Heke cTapu ce gorafajy HO MeHn
je HajBaHMje To WTo ce gorafja Ha NOBpLUMHAMA KOje Cy Npeaa MHOM. M, HapaBHO, BaXHO je TO
wTo ce foraha y Mojoj cBujecTn.”

Buaeo cHummo YKapko Pagakosuh y TubuHreny, 1988, cynep ocam, 1303”;
[urntanusaumja, n3bop nHcepata u MoHTaxa: Mapko MayHoswh. 2024.
®unm je npem NyT NprkasaH y 3arpedy, Ha MefyHapofHoM koHrpecy o J. Kunndepy.

Video made by Zarko Radakovi¢ in Tiibingen, 1988, super eight, 1303”;
Digitization, selection of inserts and editing: Marko Paunovic. 2024.
The film was shown for the first time in Zagreb, at the International Congress on J. Kinifer.
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JYINIJE KHUDEP

y paseosopy ca XXapkom Pagakosuhem, y dengagunay, 1990.

Papakosuh: KHudepy, wra 3a Bac 3Haun Hamasneatm 6eny 0ojy Npeko YncTor naaTHa?

Kuundep: Ma, 10 je noueTak cimke. bujena Huje Kog MeHe HUKaaa nogjiora. bujena je 3a MeHe
akTvBHa 0oja koja cyajenyje y pacnogjenu nioxe.

Papakosuh: ImMa nun bena u Heko apyro 3Hayere?

Kuundep: MNa ja yujek kaxem aa je bujena 6oja cumbon HUxmaM3Ma. A ja cam npBe CBOje CnKe
TOra Tuna, 1960. roayHe, Ha3Bao aHTUCIMKaMA. Jep Cam jeJHOCTABHO YHMLITABAO KNACUYHY
CVKyY. TUMe WTO cam HaHOCKO LipHO-bujeno. 3anpaso, y CaMOM MNoYeTKy Cam pafmo Marbe-Bu-
Le Ha ,rpyHAY' Ha...

PapakoBuh: ...Ha NpBOj OCHOBM.

Kuundep: [la. 1 camo cam ca LipHom paguo. A fa bux gobuo ,mat’ pagmo cam ybem. Tafa cam
CTaB/bao Camo jeAaH Hamas bujene. Tako Aa je LipHa GuBana ,mat”. Mognora, cama no cebu,
6una je ,mMat" Hucam Boimo MacHe nogore. Pafje cy mu Bune cyxe. MefjyTum, wra je gasme
Ouno: bjennHa je ca rogMHama noxyTjena. 3ato cafia pagum, peLnmo, 3mely neTHaecTak 4o
ABafeceT Hamasa bujene. Jep ako je bujena gobpa, oHpa he 6utn n LipHa fobpa. A xTmo bux,
jenHoctasHo rosopehu, fa bujena byae 6ujena, a LipHa LpHa. E caf, oBy cepujy Kojy Ty pagum
unHUT he Bujene canke, € Mano LpHe boje. A Te he crvke U3Na3uTh U3 MapriHe.

Papakosuh: 3Haun, oHe he OUTK BULLE HUXMAUCTHYKE.

Kuudep: [, Aa. Tako ja kaxem y Wwann. BaxHo je fa ce cnmka gobpo npocytum. 36or Tora
Mopam OuTh cTprsbKB. Cada je 0BO Apyrv Hamas. MycTvo cam fia Ce NAaTHa Cylue ABa faHa.
Kachuje hy Mohn Masatv v TpunyT Ha fiaH.

Papakouh: [lok Hamasyjete Geny 6ojy, No NeTHaeCT 4o ABaAECeT NyTa, id M Pa3MULLIbaTe,
PeLyMO, 0 3aBPLUHOM M3redy CVKE W O HheHOM 3Hauetrby?

Kundep: He. Kap Buaym npep cobom bujeny naoxy koja je TotanHo bujena, reHepanHo, Ha-
PaBHoO, ja UMaM MAgjy, an OHAA, OHAA HACTOjUM M3banaHcMpaTu... An He... PAaBHOMjepHO...
Tpyamm ce aa LipHa y 0BoM Cyyajy WTo Makbe cmeTa. Ma unak, Hajuiue ce Becenum bujennm
nnoxama, y bpasam.

Papakosuh: Konnko gaHa Tpaje HamasuBatbe bene?
KHMd)ep: MNa, necet paHa... JacHo... [lecetak gaHa.

Papakouh: U Taj npenas o benor Ha LipHo, Nocne, Kako ra AoxumBe/baBate? Je n Taj Kopak
Texak?

KHndep: Xa. Ja ce Becenum. Anv My je 1 xao bujene naoxe. HapaBHo, CBaTKO BOAM BUAjETH
CBOj paf 3aBpLUeH. PeLmo, oBe popmate - cefamaeceT C ocamaeceT — MOry MpemasunsaTi no
LWECT KOMa/a Ha car.

Papakosuh: Ax.



KHudep: Axa. Ako hemo Tako rnegatu. Xa.
Papakosuh: Anv By, Mnak paguTe cnopo.

Knudep: Cnopo, cnopo. Jep To ce, jefHOCTaBHO, 6p30 He MOXe paanuTu. Yecto cam npuje
rpujewwno. Kaga cam ypuo — nof, BAACTUTUM NPUTMCKOM, WK, MOXAA NOof TyRUM NpUTMCKOM
- YBUMjeK Kafia cam Xypuo, rpujetuno cam. LipHa H1kada Huje morna butm Tako 4obpa, Kao Lo,
nHaue, 6uBa... [la Kaxem mMano napagokcanHo: Beh caga Ha oBoj bujenoj cTeapajy ce moryh-
HOCTK LipHe.

Papakosuh: Mimate 1 3aBpLUHY KOHCTPYKLUMjY CIMKE YHANPes, NpUnpem/beHy, jo npe Hama-
3uBarba bene? Nnn?

Kuudep: Ma nmam. Y npuHumMny 3Ham wro xohy. Anm Hucam curypaH aa he baw 6utm cee tako
Kako cam 3amucano. Moxaa hy MujerbaTi Heke CUTHe KOHLENTHe cuTyalmje.

PapakoBuh: CaB npouec Baller paaa, Koju ce cacToju o KOHLMNMPakba CKMLe Ha nanupy, je i
TaKo, na oHAa mMasarba beamm...

Kundep: Ma yecto je Tako... la. Ja cBoje ckuLie npunpemam... Mam CkuLe 1 Of nefecetaese-
Te rofmHe. U Heke of bux hy kopuctnti caga.

Papakouh: 3Hauu, oHe koje Cy ofiexane TpuaeceT roauHa.
Kundep: [a.
PapakoBuh: Axa. XXenute 1 BpeMeHCKY AUCTaHUMPAHOCT?

Kuudep: He, kog MeHe KPOHO/0TMja He Urpa HUKakBY ynory. CBEjeiHO MY je LLITO Ce He Thye.
JolL HMcaMm UcLPMIMO Te Heke CBOje 3aMUCN. HUCY TO Heke BeMKe 3aMUCAN. AN, CBATKO
X UMa.

Papakosuh: LLITa 3a Bac 3Haum Bpeme?

Knuudep: Ma spujeme... U nyHo 1 mano. PeLimo, Bpujeme 3a MeHe He 61 anconyTHO HULWTA
3HAYM/IO ~ TO YaK [1je/IOMUYHO U Ty NPaKTULMPaM. JeAHOCTABHO, MYCTVM ra HeKa Nponasu.
Nako, kaTkaga cebe 3aTekHeM y CTpaxy ofj npebp3or nponaxerba BpemeHa. E, ga nmam ceoje
atesbe, UK, 6osbe pehu, npoctop 3a pag, Moxaa yonhe He 61X MUCANO HA BpujeMe. Ann Kaf,
cam cByAa, Kyn, rof, fohem, orpaHnyeH. EBo, He MOry cajia Bje4HO OCTaTH OBfje.

Papakosuh: [la nm ce y n3BecHom cmmciy ocehate HEKOM BPCTOM HOMAJa, KOju je YBEK Merhao
MecTo papa’

Kuudep: [la. Ja cam 1 no MeHTanuTeTy HoMag.
[...]
YKapko: Kakas je TBOj ofHOC npeMa MasbeBuuy? 3alUTo Cv Ce HajBHLLE MOCBETHO HeMy?

Jynuje: Ma, He 3HaM, ja cam OTKpMO Tor MasbeBrYa Herfje, CACBUM CUTypHO, npuje
nepecetTpehe roauHe, jep ce MHade He 61X onpeamjenno 3a cTyauj Kog npodecopa Tubka
KOjM je CTyaMpao Kog hera. Ma, He 3Ham, CBUHA0 MY Ce HeroB MPUCTYN yMjeTHOCTY 1
cynpemarnsam kao upeja u npakca. HapasHo, 0 MasbeBuuy ce 3Ha0 Tafia Makbe Hero cafa,
MaKo je oH n3melyy ABa pata MMao cBoj ofpefjeHn NoN0Xaj, HAPOUNTO y Hemaukoj.

YKapko: Ako 61 ce Tpaxxmo Hekakas nomMak of MasbeBnua ka Tebu v Heuemy aasbe, wta 6u
oHpa 1o 6wuno?



Jynuje: Na, He 3Ham, 61N0 61 NpeBuLLE NPETEHLIMO3HO AA ja O TOME Ha Taj HAYWH FOBOPUM.

YKapko: Cebe HMKaaa HUCK CMATPAOo NPUNAAHNKOM KOHKPETHOT 1 reOMETPHJCKOT Y YMeT-
HOCTMW...

Jynmje: He! He, Hucam ja Hkaga 610 HM KOHKpeTaH, HUTW... EBeHTyanHo bu ce morno pehn aa
cam O10 y HeKaKBOM MUHUMANM3MY. MoXaa cam Ty HajONMKM. A HUKaKaB KOHCTPYKTUBUCT,
HUTW HEOKOHCTPYKTMBUCT... TO LWITO ja pafnMm je CNOHTAHO, MHOIO BULLE HETO WTO TO Apyrk
mucne. Hemam npeTeH3uja CTBapaTh Heke HOBe NyTese, HoBe GKN030¢HUje, HOBE... Ja HUCAM
uaeonor. Hucam npeonor, H1 TeopeTuyap. Ja Mopam paauTi. 300r Tora MMam MHOTO CKULa,
jep ja cam npakTnuap. Ja Mopam nMatu npes cobom MoXy M HeWTO C YAM OKX HA TOj MAOXM
nokyLaBao gobutn ceoje fepuHnLmje. MUcaUM Aa je cBaku Moj pag jeaHa fAedpuHuumja. To He
3Hauu fia je To BaxHa JepuHnumja. Au je MEHU y MOM Pajly jako BaxHa.

(Opnomak u3 krbure: Xapko Papakosuh, KHugep, 3arpeb: Meanaapmeauma, 2018)

YXapko Pagakosuh / Zarko Radakovi¢
Jynuje Kundep y ®enpadunry / Julije Knifer in Feldafing
1990, dotorpaduija / photograph, 20x30cm
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PAJ} HA TPA®OUTY BCL-B3 3 1991/2/3.

Crajanu cMo, fakne, KHudep 1 ja, Hacpes, cobe, 1 Tyno 3ypuau y Cmke Ha TeneBn3njckom
eKpaHy, Koje Cy HajefaHnyT noctane obojeHuje 1 HarnateHuje. Auckycuja, kojy Bogucmo
,NapanenHo ceemy Ha cBeTy', belle v Tonna 1 3Ha4YajHa v otyhera. ,MiHuumpao“ jy je Knndep
(ymeTHWK, npaoTal, imaginary being) n3roBopmBLuM, CACBUM MPUTYLLEHO, AW, Y J0/bU ja4nHe
CBYX 3BYKOBA Y NPOCTOPUjU, MNAK FACHU]e Of, CamMor KpuKa: ,[anup je opraHu3am, gaxe,
xuBa matepujal” (,Manunp je oprannsam, fakie, xuBa Matepuja’, cMecTa 3anucax y benexHu-
Lly, @ TO YMETHUKY — peKao je OH ogmMax — ,Huje HUMano 3acmeTano’) Knudep je 3akopauno
yHaTpar, npubAMXUBLLK Ce PaJHOM CTONY, W, Iedajyhin Me y oum, Haro ce OKpeHyo, 1, OHAa,
cnopo, ceo ,3a cTo". ,[10CToju OTNOpaH nanup’, HaCTaBKO je, UCTUM TOHOM, ,an U HEOTMOPaH',
,A Ha themy, eBo, ypaBo 1 ja pagum”. Y cobu ce 3a4yno 3yjatbe neta Myse. Haf LipHuaom upTe-
Xa MoOMepuo ce W OfiCjaj KaluKKe Y Yalun Ha pyby CTona, a y Hoj je jensa NpuMeTHO 3abnecHyna
BelUTauKa BuUAMLA. Hanosby je, nak ofijekHyna byka MOTopa XennKonTepa Koju je HUCKO npore-
TeO U, HCaM 3HAO0 3aLUTO, MOACETHUO Me Ha BeMKOT HORHOT NenTupa. Ca TeneBM3njcKor ekpaHa
Jonupana je cBe BpeMe Tuxa, PekiaMHa, K1aBCeHcKa My3uka. ,Mopam nyctuTu aa ce Manup
oamopu, Aa 6ux No kemy yoniiTe Morao paguTu. He cMe ce Ha Manupy npeswLue gpanatu.
Manup ce ymopu. Ha iemy Taga nountby opraHcka owTehema. Manvp je Kao wnaretu, He
CMeLl ra npefyro kyxatu.“ ... ok je Ha TeneBu3uju G1O pexnamMmpaH LWAMMOH 3a Npakbe Koce
KOj\ CMO ynpaBo TWx AaHa v CBM MU Y Kyhu kopucTuay, ja, 3ypehn y cimnky xeHe Koja ce Ha-
canyaHe Koce NOHOCHO CMELLMAA, HajefaHNyT CXBaTWX A yaora peknama Huje buna byherse
Ke/be 3a KYMnoBatbeM Hero yuBpluhere oanyke Kynua aa ocTaHe npu KynosuHu Beh kynoBaHe
pobe 1 fa Ty OANYKY KaCHWje NpeHece Ha NO3HaHWKe, NpujaTesbe, pofjake. ,Tako ce cTBapana
apmuja noyspaHux kynaua“ (3abenexwx) koje HajedaHMyT yraeaax kako ce y rpynama, nomyT
[JEeMOHCTpaHata unm BojHux popmaumja, kpehy rpafiloBuma, cenmma, nosbruma, Wymama, ne-
TOBA/MLUTUMA W HAjyaa/beHNjUM MycTapama cBeTa, npeHocehn cabnactvt NOCTMHAYCTpUjcke
katacTpode, NOCTUCTOPHU]CKMX HAAMYAPVBAHA, M CBEOMLUTE Pacnpojaje XuBOoTa, NOC/e Koje ce
Ha McnpaxKkeHUM nijalama Basbajy oTnauy ambanaxe, ujaHn Kynum v Npofasayu, 3ajedHo,
pagHWLM KOjW YKNarbajy Tesre, KNOLWApK, NOANLAjLM U KypBe. ANV jefHUM KpPaTKUM Mnore-
J0M Ha YMeTHMKa: MPOCTOPUjOM Ce CTaae WupuTu 1 oceharbe 3a40Bo/bCTBaA. (,Ynme?”) buno
je youn HepesbHor pyuka. ,Cpeha 3ajegHuue’, nommncanx. ,CBu Ha okyny', 3anucax. ,Kaga c1
yorLTe OTKPWO TEXHUKY pada rpaguToM Ha manmpy?’, ynutao cam CMUpeHo majctopa KHu-
depa... ,CenampueceTyeTBpTe, aNM CaM Tako paano Beh LessieceTe’, pekao je u Nornefao y Bpx
0JI0BKE rOTOBO CyMHbajyht y HoeroBy OTMOPHOCT Aa U3LPXM CBE LITO Ce Y pafy Tpaxuno. [nja-
70T je, ,HOPMANHO', HaCTaB/beH... ,Braeo cam, y pally, Te nanupe. Kynuo cam ux. [Moyeo cam
Ha FMMa PaAMTK, AW CaM NOMWUCANO [ia Ce Te CIMKE W He MOTY 3aBpLUINTH, Na CaM X OCTaBHO
Mo CTpaHu. A OHAA CaMm CefamMAeceTueTBpTe NOHOBO NoYeo paauTh To.“ ... Kako c1 gowwao

Ha uaejy ga 6aw rpadmtom LpHUW xapTujy?“ ... Ma Tako.“ ... ,Mpobao cu? CnyyajHo? .. MNa
na. |'Ip06ao cam. XTeo caM BUAETM KaKo n3rnega pagntu Tako. XTeo cam aa o mn3pasa uohe
MOBPLUMHA Nanupa. A y4nHWIO MU Ce Aa je B0 M3pasa Hajbosbe Morna gohu nomohy rpadmra u
KpejoHa.“ ...HajemaHnyT 3apoHUX CBOM TEXXMHOM Tefa y Macy HefoBpLUeHor upTexa BCL-B3 3,
1991-1992-1993, 61 x 46 n, TenecHo, fo 6ona, u ycxuherba, 0CETUX HepaBHWHE Tor cMhyLIHOT,
HajboraTmje 1 HacnoxeHuje pasyheHor perbeda xapTuje, kojera je YMjeTHuK npon3sahao kao



,y VHaT" CBOjemy MBOTY, CyBpPEMEHOCTH, NOBMjeCTM cBujeTa 1 byayhHOCTM ymMeTHOCTU. Tako-
pekyh cam ce gaBwuo y Banosuma LipHora, Takopekyh cam ce rywno xogajyh no gHy Tux LpHux
HepaBHWHa LipHe NoBpLUMHe 1 nebajehn y LpHUM aybuHama Koje Cy Ce y CBUM NpaBLyMa pas-
¥ M3BNauMNe Y KOCMUYKMM pa3mjepama. bon y rnasm Belue, of jacHe BU3Kje yMETHUYKOT nocna
Y HeM3OpXMB M OMambyjyhn, Te ja, y excTasu, 1 yHe3BepeH - jep Bejax Ha camom U3BOpY yMeT-
HWUYKOT Aenaba — NONyT MyLlaya onujyma y jyTaptim MamypayLmma, NOTPaXMX, HEPBO3HO,

1 CNACOHOCHO, pe3ay 3a O/I0BKE W jeflaH 0f, HE3aLLM/bEHWX KPEjOHa, Te Y 0uajy, KpU3n, aam u
ycxuherby, CTalox MaxMHAIHO Aa ra WWbUM W MPENHayyjem He camo y paiHo opyhe, Hero n
opyxje 3a onbpaHy paga. OceTux ce YMETHUKOBKMM NOMarayem, ,aCUCTEHTOM; anu 1 bpanu-
Te/bem ,yMETHUUKe TepuTopuje’; dyBajyhu YMeTHOCT 0f Hajesfe BapBapa“ YjeaHo Buaex cebe
M Ko uncTaya yamua. A 'y jenHoMm TPeHyTKy 1 Kao TecTepalua, na fybpeTapa, na cnpemauuty.
Ann ce ocehax 1 Kao OKpuMB/beHM y BercTBy Npef, OpraHM30BaHOM XajkoM. bejax n pasouapaH,
OropyeH, npeBapeH. bro cam, 3anpaeo, 6ecM1ceHo MUpaH. becmucieHo pasymaH. 1 Hajoe-
CMUCNIEHNje CBUMA TaKo Apar. ,3Hauu, TBOjU Cy LPTeXK, a MOXAA W CvKe, OxmnB/beHe M0Bp-
WwuHe Manupa n MnaraHa? TBOje C/IMKe, v TBOjM LPTEXM, CY, jeAHOCTaBHO, PafoBu Ha OXmMB/ba-
Barby Matepujana?’’, pekox, unak, pajocHo... ,Ma, fa‘, y3spatvo je Knudep... ,3Hauun, YmeTHOCT
Je CBojeBpCHO 3aHnMarbe Y Kojem Ce XKenn Y XKusoTy Oapxatu Hewrto LUTo /byamn Hajuelwhe

Cmatpajy Hebuthmum!® ... Ma, pa.“ ... ,YMETHOCT je NpaBo Ha paf U KOHKPETHe pasiHe npo-
Gneme!”.. Ma, ga.“ ... ,YMETHOCT je UCTO WTO 1 3eM/bopajitba, pubaperse, konarbe poBosal®..
,Ma, ga.“ ... ,CTBaparbe of HajHebUTHUjer Hajouthmjel* ... Ma, pa.“ ... ,Anu je oHa v Opsbarbe,

Lienarbe, Mp/batbe, MPOKYBaBarbe, CUNIOBAkE, Apanarbe, youjarbe, v jenHa onwTa 3ajebaHumja.”
..»Na, #a, jecte’, pekao je Knudep noHocHo v cBeyaHo... ,A boja, boja n3eaH LipHor n bujenor,
LTa TV 3Haum boja?’ ynutax, 3HauajHo nogurHyTe obpBe... ,Ma Becenum ce 6ojama’; pede KHu-
dep cnabalHUM racom 1 Kao jarke MOMMPIbYUBO, AN OAMAX W ,aM ja Hemam noTpeby aa ce
6ojom mspaxasam!“ ypnajyhu. ,Mpempaa 6oje Boanm, jebe My ce 3a HUX', NPOLLMPH OH OLUTPO
CBOjy MUCao, efa by je ofmMax oneT CTMLAO 1 Bnarvm TOHOM HacTasuo: ,[lanaye. Ma u moje
KoLy/be cy cBe y Boju.” (3auy ce cmex.) ,Mmam, foayuie, Gujeny Kowwysby, anm He W LpHe Xaue,
eBo, normenaj!” (3aBnagana je TMwmHA. OHAA Ce 3a4y0 3BYK TUXOT MpeNaxerba Kpeae npeko
Xpanase MOBpLUNHe XapTyje. NOBPEMEHO je 13 fla/biHE ONMPaNno AaxTarbe nca.)

(Omnomak u3 kroure: YXXapko Pagakosuh, KHugep, 3arpeb: MeaHpapmeana, 2018)
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TUBUHTEHCKW BOXXUhHU MEAHPU
JYJINJA KHUADEPA

Hosembpa 1 geuiembpa 1988. Jynnje KHudep je paano Ha nocnefH0j Cepuju CBOjUX CAMKA Ha-
cTanmx y TubuHreHy. Y NOTKPOB/by NOCIOBHOT LieHTpa rpahesnHcke Gpupme Kemmler, Hactano
je Tafa feceTak nnataHa Beankor gopmara (koje ja oBfie HasnBam ,, TMOMHreHckmn GoxmhHm
Meangpw‘).

MpucycTBoBao cam KH1depoBoM pafly 1 nomarao My y cBum $asama pagHor npoteca. buo
caMm jefIMHM CBELlOK HACTajakby ,,M3y3eTHO BaXKHe cepuje JynmnjeBux nnataHa“ (Pascal Pique, y
pasroBopy ca MHOM). [TOBPeMEHO CaM BUe0-KaMepoM CHUMAO CermMeHTe npoLeca paja.

Hajuewhe cmo hyTanu; katkag u pasroBapanu (o ceemy v cBadeMy). Takas jefiaH pa3roBop
3abenexeH je 1y uceuky u3 GuaMcKor mMatepujana Koju oBfie npukasyjem:

YKapko (umn7a) (0:30 MUH.): ,,CeTMBLLM Ce HeroBMx naaraHa, MOMUCIMO CaM Ha MpUYy O Majc-
TOpY KOju je yBek Texuno nepdekLmjy, 3a Kojy je nak 3Hao Aa je He[oCTWKHA. Taaa je cxBaTao
[Ja Ce jefHOM Mopa 3aycTaBuTu v pehu — caga je cvka 3asplueHa. Mpemaa je 3Hao - 3aBplue-
HOCT je camo npornalletse 3aBpLueHnM, 1 00ycTaBa paa, Koja je jeaHaka yMUHYI0CTW JaHa
¥ 3anoumntbarby Hohm, Kaia Teno YMOPHO 0f11a3u Ha cnasakbe.” (O 10Mak U3 Krbure: Peter
Handke, Die Lehre der St. Victoire)

YKapko (1:55): [la v nepdekuyja, Texrba nepdekumju, urpa kog tebe Heky ynory?

Jynuje: He. Ann ja Texxum nepdekumjn. Ann HUKafA He CTUTHEM [0 Hbe... YBUjek Ce norpeLuke
ncnpujede.

YKapko (2:40): Yyj oBo. To cam 3anncao npoLuse roguHe. MeHu je 0Bo Beoma Aparo... Tekct
ce 308e:

Kacannuua y Huprbepay

dpuxmngep.

CvpeBu, Meco, CyXoMeCHaTH npon3Bogh.

Mpogasaunya je byymacra.

pogasaty je maag 1 pymeH.

Jynunje Knngep nocmatpa kobacuuie, KpeasuLie.

Ja nocmatpam wyHke, kobacuue.

KHugpep Hapyuyje kpBasuLie.

Y jegHOM TpeHyTKy CryLTam pyky Ha KHugeposo pame.
Oceham TonmHy y He20B0M Mecy 1 KOCTUMA.

baaza cetioCT gonupe U3 ckaaguiHe npocTopuje.



Knundep kynyje kpasuLe.
Ja kynyjem kobacuue.
lnahamo.

Ognasunmo.

Jynuje: Na pa.
YKapko: To je 6uno Tako... Cehalu ce kag cmMo Tamo 6uu...

Jynuje: Ax, kako He!

YKapko (4:05): Kaga cu 6uo fieTe, ia v cTe umanm y Kyhu xnsoturse?

Jynuje: YBujek... M nce n mauke... Ann CBe TO je yBUjek Ty)XHO 3aBpLUABANoO... M yBMjek cMo ce
3aKnbanu ga Hehemo nMatv XuBoTUHE. U caf onet nMamo... AHa UMa... Kokepa-LunaHuje-
na... OHa ra Tako Bo/u... Haga kaxke aa ra oboxasa, Heryje ra, urpa ce c tum... To je Kokepuua,
KeHKa... BuHa... ima negurpe... XXyTu nac... Mano »xyhw of TBor kanyTa...

Jynuje (5:45): Xohew v My nomohu... Max/bnBo... MoKpo je... To caM HaMepHO Tako paamo,
camo [ NOKpu1jeM MUHUMANHO... To cam rpybo paguo.

YKapko (6:40): Kako cy /byau fAOWAM Ha WAejy fia NPOM3BO/E 0BaKBY MY3WKY. (Y no3agumu ce
cBe Bpeme dyje My3uka CTuea Pajxa.) ToTaHa peflyKumja CBer My3n4Kor anapara...

Jynuje: MNa, uyj, n baxoBa My3uka nma Takas kocTyp. Ceham ce Kako cam ca nokojHum lpe-
BEHWULLOM, JOK CMO X0Aanu no fMapu3y, pasroapao o Tome... HapasHo, oH je Hujemau, Mpyc.
TOBOPWO je: CBU KOHCTPYKTUBMCTM HOCe Y ceby baxa. Taja jo MUHUMasHe My3vike Huje 6uno.
A OHfia je fowna MUHUMAaTHA MY3KKa Koja je cBe of baxa My3uuku ofduna v octaBuna Koctyp,
1 OHAA BMaMLW camo putaM. Kop baxa je To Hajuspasutuije.

YKapko (8:05): Huje v HELUTO CMYHO MLLAO M €A PYCKUM KOHCTPYKTUBMCTMMA?
Jynuje: Ma He, Huje.
YKapko: Hucy 1 1 oHm Texuan peaykumjn?

Jynuje: Ma He. Pycku KOHCTPYKTVBM3aM MMa ApYro Nopujekio. NMopujekno my je y 3HakoBr1Ma,
Y Pennrunjn, y Haumju, y KpBOTOKY...

YKapko: MucauLu, pycku KOHCTPYKTUBM3aM je CuMBOMYAH?
Jynuje: [la. Ja mmucanm Aa je Tako. Tako je To nountbano.

YKapko: CBojeBpemMeHo, Kafa CMO noyenun aa pasrosapamo o Masbesuyy, nucan cMo o
MasbeBunyy, MOCTABMO CaM TW NUTabe — KNACUYHO NUTakbe KOje TW Ce YeCTo NOCTaB/ba - ia /v
je TBOja YyMETHOCT MUHUMAIUCTUYKOT KapaKTepa, a TM v Tafia UCNPUHA0 KaKo TH je HeKo pe-
kao fia Tpeba Aa peayumpaly CTBapy, Ha LWTa Cu T OAroBOpUO, Na Aobpo, eo, peayumpahy.



Jynuje: To je MaTko MewwTposuh. Xa, oH je, pekao 6y ce, bGecomyyaH Tvn. [oLWao je kK MeHu 1
Y3BMKHYO — A3j, pedyLmpaj To — a ja cam pekao - na, Aobpo, pepyumpahy.

YKapko: M3, ako je TO Ta4HO Aa je PYCKW KOHCTPYKTMBM3aM MMAO0 NOPeK/o Y MeTaduanLy...

Jynmnje: Ma fia, anconyTHo, y MeTadusanuun. Ceakako. [lanaye. To Maio LWTO MU je NPUYa0
Tubak, MasbeBud je, kao 1 Ce3aH Koju je pekao - fiyro Tpeba rnegatu objekTe u oHAA X
CBECTU Ha 00/11Ke, € TaKo je M MajbeBiY rOBOPUO — [iyro rneaaty 0bjexT, CBe AOK OH He HecTa-
He. IManu cy oHu 1 Mogene, ¥ Base, 1 Tarbype, He 3HaM LiTa CBe, 1 cBahau Cy ce OKo cBera
TOra... U Ha kpajy je 0cTao Hajnpe LpHM KBaApaT Ha benoM nosby, na oHaa 6enun kBagpar Ha
6enom noswy.

JKapko: [la. Caga kanupam Be3y ca Ce3aHom...

Jynuje: la. Matuc, Ha Kpajy KMBOTa je pekao: CBe je noyeno ca Ce3aHoM. [lakne, HACY Umnpe-
CMOHM3aM U NOCTUMMPECUOHM3aM 3aBpLLIMAN ca Ce3aHOM, Hero cy Kybr3am 1 KOHCTPYKTU-
BM3am noyenu ca CesaHoM... Ma CesaHOBa MpTBa NpUPOAa, jabyke Ce3aHOBE, Ha Kpajy Cy ce
CBe/IM Ha reomMeTpujcke 0bauKe... A CIMYaH NPUCTYN MMAO je U MasbeBuY Yy CBOjUM KOPEKTypa-
Ma... Ce3aH Huje MMao kome Kopermpartu. OH je NoCTao yunTesb, MPaKTUYHO, MOCe CMPTU. A
MasbeBny je 610 BeNNKKM yuuTesb Npuje CMpTU... A caja je npopok. Ma/besuua cy of, yuntesba
NPETBOPUAN Y NPOPOKA... TUMUYHO PYCKK... [TPOpPOLM CY, ja MUCIUM, PYCKOT MOpUjeKna... HOBU
NPOPOLK... CKYNa Ca PeBONYLIMjOM... CAMO LUTO je Y YMjeTHOCTM MNAK JbenLue NpaBuTi PeBosy-
LMjy HEro y ApYLITBY... Makbe KPBY Ce NPOo/nje Y YMJETHOCTH, y PEBOYLIMjU Y YMjETHOCTW.



Jewa [leHezpn

FTEOMETPUJA TOPITOHE'

KH1depos noyeTak y 3Haky je npobaemMcKor ABOjCTBA: YYECHWK je NpBMX NokpeTa, Hose
TeHAeHUMje, y4ecHuK je n3noxbu Art abstrait constructif international y NMapu3sy 1961. n
Konstruktivisten y lesepkyceHy 1962. MnTakbe je KOAMKO je (1 Aa au je yonwTte) KHudep ymeT-
HVK KOM Cy naeonoruja HoByx TeHAEHLM]A 1 HauYena KOHCTPYKTMBM3MA DAMCKa M CBOJCTBEHA.
[laHac je jacHuje aa oBoM koHTeKcTy KHndep npunaga y Mepu Kojom X cacBuM He ogbuja:
jep, npe cBakor yuecTBoBatba, KHUpEpPOBO je [eNno jeaHo ,caMoTHO ckycTBo® (Jb. Mudka), a To
je jenaH peTko ynopHu xof, no BNaCTUTO]j CTasn, C TeXHOM [Ja Ce NO31UBatbeM Ha reoMeTpUjy —
LUITO Ce 0OMYHO CMATPa Y30POM PaLIMOHANIHOCTY — CTUTHE Y jeiHO pyro NoApyYuje, y Noapydje
Kpajtbe CNMpNTYanHoCTH. Y mpaBy Cy Ouan oHu Koju ¢y y KHudepy Buaenn yMeTHWKA umja ce
reomeTpuja - Kajja My ce Tpaxke NPeTXOAHULN 1 CPOSHULM — CMe OBECTM Yy Be3y Ca jef1H-
cTBOM ocehajHOCTM 1 lyXOBHOCTM MasbeBiyeBe uncte becnpefmMeTHOCTH: ,[0/1a KONEHA Hero-
BMX MeaHaapa 3HaLM cy, a He CTPYKType. Y GUTH, HIXOB Caapaj UnHK CybjeKTBHa BOba, a
He HMKaKBe onepaTuBHe GOPMYIE, HM jefHO MAaTeMaTMUKO Haueno. 3aTo Ce 1 MOory pasymeTu
yuecTana Tpaxera Herose cumbonnuke GpyHkuuje: y LpHOM 1 Benom, y CIOM/bEHOM KOpakYy,
Kao kpcTeBrMa MasbeBnueBux ocehara. [...1¢

Mpeno3HaT/buB 3Hak KHdepoBe yMETHOCTH, 3HaK Koju ra OUTHO MHAMBMAYaNn3yje 1 U3fBaja
Of, CBUX JPYTMX PaHUjuX UK KACHUjWX ,reomeTpuyapa‘ jecte 3Hak MeaHapa; MeaHaap je KHu-
depos ,LpHM KBagpaT Ha 6e10j OCHOBW', IPYTVIM peunMa eceHLimja HeroBor cxaararba CmKap-
CTBa M CXBaTatba er3ncTeHLuje NocpeacTBOM CimkapcTea. MeaHapy Koju ce jas/ba 1960. npet-
Xoau, MeRyTuMm, jefHa eTana reomMeTpujcke ancTpakumje apyraduje og ancrpakumje Exata: ko
KHudepa Hukan Huje 6uno 6oje, of, NOYETKA OH je CKIOH jeMHO LpHO-CcHBO-6enom, opme cy
My CTpOre, NpaBOyraoHe 1 NPaBONMHM|CKe, & NOHEKAZ je KOpULLheH 1 cacB1M NpaBuIHK 00ANK
Kpyra. Mpenas Ha MeaHzap 3a OBOT je YMEeTHWMKA KOpak Of, NPeCyAHOr 3Hauyerba: MPOHALLAO ra je
TaKo LWTO je y jefiaH HeNpPeKMHyTH TOK CMoj1o 1 NoBe3ao 0camocTa/beHe nkose Komnosuuuje
13 13 1959. KHudep, gakne, Huje KpeHyo o, MEeaHAPa, OH je [0 Hera CTUrao, 1 ynpaso y Tom
TPEHYTKY YBPCTO NMOBEPOBAO0 Y CMMCA0 OBOT 3HAaKA M CNPEMHO NPUXBATHO UAeHTUMKALM]y ca
VM. TaUHO je peyeHo Ja je MeanJap nocieamnua jefHe ofyke, aim He of/lyke fa ce MeaHaap
,Kao TaKaB“ yceoju, Beh fa ce - kaga je jenHoM npoHafeH — NpuUxBaTh W paspaam Kao 3Hak
roToBo cynouHckor nomctosehmsarba. A ga 6u o Tor noucrosehnsarba Morao ctuhn, Knndep
je mopao fia 06aBK 1 jefHy 3a Hera NpecyfHy onepauujy: Mopao je jeaHy dopmy opHameHTa
(3anpaBo ,rpuKor aHTUYKOT OpHaMeHTa y 061Ky Tpake C NPaBOyraoHMM reoMeTpujcKmUM 3a-
BOjMMA“) fia NOAMrHe 10 HUBOA jefiHe He CamMo NAACTUYKM apTUKynncaHe, Beh 1 cUMBOANYKK
jearposuTe hopme koja y cebn MoxKe M3HETU OHY MeTadM3UYHOCT 3HaUEHA LITO Ce MOBOAOM
KHndepoBe yMETHOCTH YecTo cnoMutbe. Meanaap je y KhnudepoBoM Tymaueky noctao gpopma
Koja ykasyje Ha nojam o HeyMUTHOM NPOTOKY Y BPEMEHY 1 MPOCTOPY, a LITO Ce Ta pOopMa YMHK
BM3yenHo npounwhennjom, oHa he GUTH 3HauerCKM KoMnaekcHuja. (Mam kako he To npeno-
4nTH 3BOHMMUP Makosuh: ,KHudpep obHaB/ba jefaH MCKOHCKM 3HAK KOjV FOBOPU O TOME Kako
KMBOTBOPHW TOK He 13abepe Hajkpahw nyT Beh ncTpaxyje noBpLuMHY ‘nosba Moryher'. Obank

1 Jewa fAeHerpu, AncmpakmHa ymjemHocm y Xpeamckoj I, Cnant: Nloroc, 1985. cTp. 39-42



TOT 3HaKa yBeK je AOpeyeH; Tek TeMe/bUTO 3aCHOBAHA CTATUYHOCT YNHM MeaH[ap OTBOPEHNM
npema moryhem. [...])

KHudep je, fakne, MeaHnap n3Halwao 1960, a M3apxao je Ha HeroBoj paspaay rotoeo beckpaj-
HWX Bapujaumja Lenmx Age v no felienuje. LLTowTa ce y Tom pa3nobiby y yMETHOCTM AOTOAMO,
HO MeaHJap Huje 13rybro y cBojoj akTyesHOCTU: MapafoKCaHo je anu TauHo Aa KHudep, oc-
Tajyhn BepaH jejHOM 3HaKy, yCreBa, BULLE Of, OHUX KOjW C& CTAJIHO Metbajy, Of0NETU MHOTUM
L,ocumnaumjama ykyca“ Mnak, ako ce Xeammo W3jaCHWTY Mo NiTakby TUMOMOTMje 1 Nopekna me-
aHfpa, nojasy Takse BPCTE C/IMKe Ba/ba CMECTUTH Y PaHO NocTeHPOPMENHO BpeMe, y Bpeme kada
Ce Y aHII0CAaKCOHCKOM YMETHUYKOM CBETY jaB/ba MOCT-CAMKAPCKA ancTpakuyja (postpainterly
abstraction) v anctpakumja ,TBpamnx pybosa“ (Hard Edge), v kaaa y EBponu HacTaje koHLenuyja
MOoHOoXpomuje MBa KnajHa u akpomuje Mjepa MaH3oHKja. YnHu ce ia of, CBUX TUX 30MBarba KHU-
dep Huje paneko no cnefehM CUMNTOMUMA: KENN CIMKATK @ He oceha ce KNAacUYHUM Cvka-
pom, Hehe ia My ce Npeno3Haje NoTe3 YeTKuMLE a MMaK Ce YeTKULOM KOopUcTU, n3berasa nopenak
(komno3unuuijy) pasnnuutnx dopmu, nsberasa ogHoce mehy 6ojama, ycBajajyhm MOHOTOHO nosbe
CTPUKTHO IBOAVNMEH3WNOHA/HE MJI0Xe T4 NOCTOoje camo KpajHOCTH LpHor 1 benor. [1a je Knudep
610 cBecTaH NpobAeMCKOr KOHTEKCTA Y KOjeM Ce CIMKAPCTBO HeroBrX MeaHaapa jaBuio, Kao v
[Ja je Ta4HO 3HAO y UeMy Ce CacToju onepaumja Kojy BpLUK, cBefoumn cnefeha werosa camoaHa-
nnsa: fJoonHe 1959. 1 1960, kaga cam npm6nm>+<Ho HaCNyTHO LUTA KeNNM, MOTUBUCAH WEjOM
CTBaparba aHTU-CINKe, KPEHYO Cam MeTO0M PafMKIHOT pedykoBarba CPefcTaBa, y3 nomoh
KOj1X CaM, y NpoLiecy MocTynka Hactajarba CAMKe Ha NyTy A0 aHTW-CAMKe, HACTOjao 13a3BaTh
Kpajrbe KoHTpacTe nomohy LpHor 1 6enor 1 kpajkbe Moryhe putMoBe nomohy BepTukana u xo-
py3oHTaNa. O6AMLM CTBOPeHU Y NpoLecy paja, o4 NoACTMLAjA U NPUMapHe uagje A0 U3NUKor
HacTajara CnKe', cyrepucanm cy Tok (oaBujarbe) y 06amky MeaHapa, GyHkLmja Kojer Huje Hu
punozodcka, HA NUKTYPANHA, @ NOHajMarbe AEKOPATHBHA, jep OHa je Camo Bu3yenHa. LipHo 1
6eno cy MCTOBPEMEHO N MUHUMYM 1 MakcumyMm. [...1¢



Jynuje Kundep / Julije Knifer
be3 Ha3uBa / Untitled
oko / around 1970, konax / collage, 8x8cm



Jynnje Kundep / Julije Knifer
Meanpap / Meander
1971, konax / collage, 11,5x14cm
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Jynnje Kundep / Julije Knifer
Meanpap / Meander
1971, konax / collage, 12,3x18,3cm

20



Jynnje Kundep / Julije Knifer
be3 Ha3uBa / Untitled
oko / around 1970, konax / collage, 6,5x8cm
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Jynuje Kundep / Julije Knifer
be3 HasuBa / Untitled
1977, onoBka Ha nanupy / pencil on paper, 29,5x39cm
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Jynnje Kundep / Julije Knifer
Meanpap / Meander
1985-86, akpun Ha nnatHy / acrylic on canvas, 20x20cm
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Zarko Radakovi¢

JULIJE KNIFER: FRAGMENTS

§

Knifer’s fixation with the “meander’—as perhaps merely a visual representation of a “geometric
figure’—also suggest that such a motif serves to glorifies the “analytical spirit,” thereby closing
the system ... However, by observing a single Knifer meander within a series of others, (by
discerning the differences among them and experiencing the transformations of the “meander
patterns’) - the “meander system”. unfolds and becomes revitalized. In this context, the me-
ander ceases to be merely a geometric figure (an abstract geometric construct) and instead
becomes a living entity. When, from a receptive-aesthetic perspective, one touches the painted
structures and perceives the irregularities on the canvas—those imperfect boundaries between
White and Black - a physical relationship between the artist and the material is established.

An experience of warmth and tenderness arises from this interaction, thus evoking love. This
establishes a transformed relationship with the meander, (considered to be the bearer of the
analytical spirit)—imposing a sense of distance: the meander acquires both a figurative and
performative character, enabling it to become “something else,”, something more, a “riddle” and
an “indeterminacy.” When this indeterminacy is “defined” or (“neutralized”) it evolves into a prin-
ciple of love towards life, an appreciation for a particular detail from life, or for abstraction as a
reflection of the image of life, for the construct of life, that is, towards its very concept.

§

The outcome of the Meander impact is, therefore, Love. However, it is not the ultimate aim. If
the effect were merely to evoke feelings of love - loving, it would lead to a restriction, a reduc-
tion of the scope of art. Such an approach would constitute a “closing of the circle,” thereby
diminishing the critical engagement with reality, or reducing it at best to a deficiency of love
within oné’s life. This, too, would represent a form of limitation.

§

Knifer’ s infatuation with the Meander (of black and white surfaces, and so forth) is a complex
phenomenon: it genuinely pertains to love (as a fundamental human constant); yet, it also em-
bodies a strategic principle, a “trick,” a method of establishing distance from reality—thus, a “a
gaze from the side” a “critical” and “corrective” stance toward it.

§

Love (eros, desire) in Knifer's paintings may serve as a foundation for the satirical critique of
the “coldness” of the “analytical spirit”: to love, to love, and to love a Meander (which, solely

by its abstract nature, is inherently “cold” and “lifeless”); to love at any cost in order to style
oneself through love into a “caricature,” an “insignificant being” that can only love (in order not
to hate), surrendering to love as if it were a false religion, thus avoiding even the slightest risk
of enlightenment, and so on. Such love is a “frantic clutching of coins in one’s palm”: formally,
love is magnified, yet its subject is distorted. However, the object of love is not stylized. For this
object, battered by waves of erroneous desires, it suddenly revolts: erupting explosively, now,
we can say, undergoing a corporeal transformation, becoming vital, able to defend itself, and to
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experience the aims of desire, thus, truly capable of love. This was the intention behind the art-
istry of Meander (Reaching the goal through ironic means).

§

In Knifer’s art, a lover may, conditionally speaking, also be the “one who suffers”, or the one “who
sacrificed for love.” Yet, in such a context, love would be the subject of utopian ideals, a metare-
flection on life in general. The subject, then, by loving and remaining faithful, would retreat into a
confined inner microcosm, juxtaposed against the vast, external macrocosm. Then, the meander
would become a symbol of the utopian. (However, in Knifer's art, this is not the case.)

§

Knifer’s love for the Meander primarily constitutes a corrective stance towards all that represents
a closed system. It embodies a deliberate distancing from confinement and definitive narratives.
This meticulous, almost enamored engagement with history (consciously aware of ones own
history, precisely to circumvent the traps of objectification and theoretical musings on life)—be-
comes, through repetition (the principle of eternal love) and perpetual renewal (the principle of
eternal desire for the One), an open field for the storytelling of all and everybody’s stories. Thus,
the image of the Meander ceases to be merely one narrative; but becomes a proposal for the tell-
ing of all stories. It is no longer a mere sequence of images—biography, history, or chronicle—but
a proposal for each and every personal, diverse, and myriad tale, biography, or historic account.

§

The artist’s concept of consistency, fidelity, love, patience, restraint, serenity, tranquility, kind-
ness, and tenderness—presents a viable alternative to competitiveness, rivalry, positivistic dog-
mas, analytical coldness, utopian stagnation, mercantile soullessness, and the forceful alteration
of the world. It stands against the invocation of false gods, blind allegiance to dictators, deceit,
assassinations, genocide, confinement into sties, destruction, killing, and conquest.

§

By dedicating one’s entire life to a single “image,” one effectively closes oneself off to secondary
experiences and interpretations. Knifer's work represents a singular gateway toward comprehen-
siveness and wholeness. His art, much like life itself, embodies a majestic choice—a decision that
encompasses within itself all other choices, not excluding any, not even the one that negates it.
After all, the purpose of art is not to “change the world,” but rather to “portray life and the world
in their full richness and fullness”.

§

Knifer's paintings, Meanders, rhythmically yet simultaneously unrhythmically document the time
in which they were created. At once, they devoid time. Thus, they embody both the act of observ-
ing the “march of time” and the unification of all temporal units into a singular entity. The rhythm
of the heartbeat and breath within a given moment. Yet also life as a whole. Pars pro toto (taking
a part for the whole). And boundless motion and cessation, a succession of concrete situations
and positions. An atlas of comprehensive thoughts, sensations, and experiences.

§

These works invariably represent the boundary threshold between opposing, as well as neigh-
boring, domains: temporal, locational, environmental, psychological, corporeal, cultural, mental,
geographical, and historical.
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§

Knifer’s painting compresses and encapsulates within itself— if we regard it as a principle of
condensing temporal units —all stylistic formations, including his personal, that have shaped the
course of art history: everything that has emerged and thrived from 1959 to the present day. It
acts as a catalyst that neutralizes all past stylistic movements, while simultaneously opposing
and synthesizing. Positioning the past into a context, thereby expanding its boundaries. It de-
constructs identity, and makes it more subjective. It establishes a pathway towards the explora-
tion of contemporaneity.

§

Hence, the “two-dimensionality” in Knifer's artistry emerges. Because it appears merely two-di-
mensional, yet this is but an illusion. In truth, it functions solely as a frame, a surface through
which vast realms unfold, establishing all subsequent dimensions of space and time. The ca-
pacity of the Meanders to both open and close the realms of space and time. Infinite flexibility,
vitality, sculptural quality, and synthetic nature define this mastery.

§

Through unwavering devotion to the One and continuous perseverance, steadfastness, and un-
compromising fidelity to his artistic vision and creative expressions, in an unyielding manner of
silent, reliable, grounded, and resolute movement—or perhaps, stillness—denoted as “meander-
ing’—across the cultural, political, and economic landscapes of a region eternally characterized
by ambiguity, ambivalence, disorder, and a multiplicity of interpretations, an area as complex
and difficult to comprehend as the Balkans, | am inclined to perceive Knifer's work primarily as a
profoundly political and artistically subversive form of creative expression. His art, distinguished
by its ceaseless cycle of renewal, continuation, and productive repetition—marked by stagnation,
aimless movement, and perpetual motion—challenges every unexamined value, every ill-con-
ceived decision, every institutional and institutionalized thought, as well as every trivial signifi-
cance and every serious insignificance.

§

In the realm of overly stable, overly concrete, and redirected sectors of production—including
economics, politics, and military strategizing—Knifer's work stands as a compelling alternative:
opposing excessive speed, relentless progress/aggression , and hyperproduction. It advocates
slowness, silence perseverance, and an unwavering resistance to all compromising challenges,
rejecting to any hastily made decisions.

§

How does one approach Malevich? “Am | on the correct path toward Malevich?” (Knifer). (Julije
has always been “obsessed” by Marcel Proust.)

§

(23 02) It is snowing, the snow is ugly and wet. It is cloudy and depressing. Yet, what can be
done? | am thinking about our discussions and agreements. Malevich represents our mutual
interest. | had previously composed sentences whose interrogative nature remains uncertain—
whether they pose questions or simply respond to inquiries. However, the issue does not lie
therein. The real question is how to approach Malevich at all. I am aware of what captivated me,
yet | am uncertain whether I am truly on the right path toward him. This presents a “Proustian”
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problem —at least for me—an existential one, not merely an existentialist concern. It also raises
the question of whether I was spiritually and intellectually prepared to engage with Malevich
and his work in a competent manner. | confess that | am only now attempting to understand
this. Naturally, I can now speak or ponder on the consequences of Malevich’s work—conse-
quences that came later, yet to me, always arrived sufficiently early. | must remain humble—al-
ways. (24 02) Today, the sun shines once more, and thus the days continue to pass. | must ap-
proach Malevich with both discretion and sincerity. Initially, | engaged with him in an emotion-
ally charged manner. | was curious about the identity and essence of this individual. The work
emanates from the man himself. | am uncertain whether | am correct. | lack the capacity to be
a philosopher and to react in such a manner. | strive to remain objective for human reasons, for
all other motives are either negative or immature. | commence with the individual, progressing
towards the group or the masses. Both groups and crowds are composed of individuals. Person-
al responsibility is always to blame. Fundamental principles are inevitable—either falsifications
or misconceptions. (25 02) | am still in the phase of reevaluating my relationship with Malev-
ich’s philosophy (if it can indeed be called philosophy). It might be more accurate to say that
there exists a Malevichian reflection that has transformed into something with a dimension of
permanence and facticity. When | work, | always affirm that, upon reaching some conclusion
(albeit infrequently), I have either established a definition or a fact. Perhaps I have not yet fully
achieved this. (26 02) Therefore, Zarko, the correspondence has begun. With joy and antici-
pation, | await your words and sentences. | struggle against my weaknesses and crises. | must
attain true concentration. | desire to work much more. Certain events unfold, yet what matters
most to me is what transpires on the surfaces before me. And, naturally, what occurs within my
consciousness is also crucial.
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JULUJE KNIFER

In conversation with Zarko Radakovic, Feldafing, 1990

Radakovi¢: Knifer, what significance does the color white have for you when applied over a pris-
tine canvas?

Knifer: Well, it's the beginning of the painting. For me, White is never merely preparatory coating
of the canvas. White is an active color that participates in the distribution of the plane.

Radakovic¢: Does White have any other meanings?

Knifer: Well, | have always said that white is the color that symbolizes nihilism. I called my first
paintings of this kind, dating back to 1960, anti-paintings, for | was simply destroying classical

notions of a painting by applying Black and White, | was negating the classical form. In fact, at
the very beginning, | worked primarily on the “ground,” on a...

Radakovic: ...the primer paint.

Knifer: Yes. And | was only working with the color Black. To achieve a “matte” finish, I used oil
paints. At that stage, | would only apply a single layer of White, so that the black attained a
“matte” quality. The foundation itself was “matte” | disliked greasy ones; I preferred them dry.
Later on, over time, however, the whiteness yellowed, which is why now I typically apply be-
tween fifteen and twenty layers of White. For if the White is good, then the Black will also be
good. Simply put, | want the White to remain white and the Black to stay black. The series I'm
working on now involves creating predominantly white paintings with touches of black. These
works will emerge from the margin.

Radakovic: So, they'll be more nihilistic.

Knifer: Yes, yes. | say that as a joke. It is crucial that the painting dries thoroughly. Therefore, |
must be patient. Now, this is the second layer. I let the canvases dry for two days. Later, I'll be
able to apply the paint in three coats daily.

Radakovi¢: While applying the white paint, fifteen to twenty times, do you perhaps think about
the final outcome of the painting and what it would mean?

Knifer: No. When | see before me a white plane, completely white, of course, | have a general
idea, but then I strive to balance it out ... But not ... evenly.... | try to ensure that the Black,

in this case, disturbs the composition less. Nonetheless, 'm the happiest with pristine white
planes, in a furrow.

Radakovi¢: How many days does the process of applying White take?
Knifer: Well, ten days... Certainly... about ten days.
Radakovi¢: And how do you experience the transition from White to Black? Is it a difficult step?

Knifer: Hah. | look forward to it. Yet, I also feel sorry for the white plane. Naturally, everyone
wants to see their work completed. For instance, with these formats—seventy by eighty centime-
ters—I can apply paint on six paintings per hour.

Radakovic: Oh.
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Knifer: Indeed. If we look at it that way. Hah.
Radakovi¢: But, you work slowly, don’t you?

Knifer: Slowly, slowly. For it simply can’t be done faster. | often used to make mistakes. When-
ever | rushed—whether under my own pressure or perhaps under someone else’s—the moment |
hurried, | made mistakes. Black could never be as perfect as it usually was... a little paradoxically,
perhaps: even now, on this White, emerge the possibilities for a Black.

Radakovic¢: Do you have a finalized composition for the painting prepared in advance, before
applying White? Or?

Knifer: Well, yes, | do. Essentially, I know what | want. Yet, I am not certain if everything will turn
out exactly as | envisioned it. I might change some small conceptual elements on the way.

Radakovic: The entire process of your work, involves making a sketch on paper, doesn't it? Then,
you start applying White...

Knifer: Well, yes it’s often like that. | prepare my sketches in advance. | have sketches dating
back to 1959. I'll use some of them now.

Radakovi¢: So, the ones that you made thirty years ago.
Knifer: Yes.
Radakovi¢: Oh, | see. Do you want a temporal distance?

Knifer: No, for me, chronology has no significance whatsoever. | don't care about it. | haven't yet
used some of my ideas. They are not great ones. But everyone has them.

Radakovi¢: What does time mean to you?

Knifer: Well, time... Both much and little. For instance, time, wouldn’t have any meaning for me
— | partially practice that even here. I simply let it pass by. Yet, sometimes | find myself afraid
about its rapid passage. If only I had my own studio, or rather, a dedicated workspace, perhaps |
wouldn’t think about time at all. But, since | stay at different places, wherever | come I'm restrict-
ed. | cannot remain here forever.

Radakovic¢: Do you, in a certain sense, see yourself as a kind of nomad—always changing your
place of work?

Knifer: Yes. 'm also a nomad by my mentality.

Zarko: What is your relationship with Malevich? Why have you mostly dedicated yourself to
him?

Julije: Well, 'm not entirely sure. | discovered Malevich quite early, quite certainly, before 1953,
because otherwise | wouldn’t have chosen to study under Professor Tiljko, who studied with
him. I liked his approach to art and his idea of suprematism as both a concept and practice. Of
course, at that time, there was less knowledge about Malevich than there is today, although be-
tween the wars he had a certain reputation, particularly in Germany.

Zarko: If there were to be an attempt to trace a progression from Malevich to you and beyond,
what would that be?
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Julije: Well, I don’'t know; it would be too presumptuous of me to talk about it in such a manner.

Zarko: You have never regarded yourself as belonging to a specific movement or as adhering to
a particular geometric style in art...

Julije: No! No, I have never been strictly specific nor... Perhaps, one could say I've worked with-
in some form of minimalism. That is perhaps the closest . And I am certainly not a constructiv-
ist, nor a neo-constructivist... What I do is spontaneous, far more so than others might believe.
I harbor no pretensions of forging new paths, philosophies, new... | am not an ideologue. |

am neither an ideologist nor a theorist. | must work, create. For this reason, | have numerous
sketches, for | am a practitioner. | need to have a canvas before me—something with which I can
attempt to define my ideas on that plane. I believe each of my works is a definition. This does
not imply that it is a significant one. Yet, it holds profound significance for me in my work.

(An excerpt from Zarko Radakovi¢’s book Knifer, Zagreb, Meandarmedia, 2018)

YXapko Pagakosuh / Zarko Radakovi¢
Jynuje Kundep y Tuéunnreny / Julije Knifer in Tiibingen
1988, poTorpadumja / photograph, 20x30cm
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Zarko Radakovi¢

WORKING WITH GRAPHITE VSC-VZ 3 1991/2/3

Knifer and | stood still in the center of the room, gazing vacantly at the images flickering on

the television screen, which suddenly appeared more vivid and loud. The discussion we were
having, “parallel to everything in the world,” was both warm and meaningful, yet distant. It was
"initiated” by Knifer—an artist, a progenitor, an imaginary being—who, in a subdued tone, yet
louder than any other sound in the room, proclaimed: “Paper is an organism, therefore a living
material!”( “Paper is an organism, therefore a living material”, | immediately jotted this remark
into my notebook, noting that the Artist—he assured me—“wasn’t bothered at all”). Knifer then
took a step back, approaching his worktable, and, fixing his gaze straight into my eyes, abruptly
turned around, and then slowly seated himself at the desk. “There is resistant paper,” he con-
tinued in the same tone, “as well as non-resistant paper,” adding, “and I'm working on it right
now.” The buzzing of a fly filled the room. Over the Blackness of a drawing moved the reflection
of a spoon in a glass of water on the edge of the table and in it a faint glimmer of a set of false
teeth. Outside, the loud whir of a helicopter’s engine echoed as it flew low overhead, strangely
reminding me, not knowing why, of a large nocturnal butterfly. Throughout this time, a soft,
advertising, clavichord-like music was heard from the television. “I must allow the Paper to rest
so | can work upon it. The paper must not be handled excessively. It tires. Then, organic dam-
ages begin to appear. Paper is like spaghetti, you mustn’t overcook it.” ...While the television
was advertising a shampoo —precisely the one we had all been using those very days—I gazing
at the image of a woman proudly smiling with lathered hair, suddenly realized that the purpose
of the advertisement was not merely to awaken a desire to purchase but rather to reinforce
the consumer’s resolve to remain committed to their existing choice of product, and passing
that conviction on to acquaintances, friends, and relatives. “Thus an army of loyal consumers
is recruited”. | noted that down, as | suddenly envisioned them moving through cities, villages,
fields, forests, resorts, and the most remote wildernesses of the world—carrying the specters
of post-industrial catastrophe, post-historical rivalries, and a universal sale of life itself—after
which the emptied markets were littered with discarded packaging, drunken buyers and ven-
dors, alongside workers dismantling stalls, vagrants, police officers, and whores. Yet, with a
brief glance at the artist, a wave of satisfaction began to permeate the space. (“With what?”) It
was palpable during the Sunday luncheon. “The happiness of the community,” | thought. “Every-
one gathered together,” | recorded. “When did you first discover the technique of working with
graphite on paper?” | asked the master Knifer calmly. “in nineteen seventy-four, but I had al-
ready been working with it since the sixties,” he replied, glancing almost skeptically at the tip of
his pencil, doubtful of its resilience to withstand the demands of his work. The dialogue contin-
ued naturally,... “I saw those papers in Graz. | purchased them. | started working on them, but |
thought those images could never be finished, so | set them aside. Then, in seventy-four, | re-
sumed working on them.” ...“How did you get the idea of drawing directly on paper with graph-
ite?”...“Just like that.” ...“Did you try it? By chance?” ...“Well, yes. | wanted to see what it would
be like working with it. | wanted the surface of the paper to be brought to life. It seemed to me
that the best way to achieve this was through the use of graphite and crayons.” ...Suddenly, |
plunged my entire weight into the mass of an unfinished drawing—VSC-VZ 3, 1991-1992-1993,
measuring 61 by 46 centimeters—and, physically, to the point of pain and ecstasy, | felt the un-
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evenness of that textured, most abundant, and densely intricate relief of paper, which the Art-
ist had created as an act of defiance against his own life, contemporary society, the history of
the world, and the future of art. | found myself drowning in the waves of Black; | was suffocat-
ing while walking along the seafloor of those black, uneven black surfaces, drifting within the
black depths that extended in all directions, expanding into cosmic proportions. The pain | felt
in my head, was the result of a clear vision of artistic creation—an experience both excruciating
and intoxicating—an ecstasy that rendered me enthralled, for | was at the very source of artistic
expression. Like an opium smoker with morning hangovers, | nervously sought and, perhaps, in
a lifesaving act grabbed a pencil sharpener and crayon that needed sharpening. Thus, amidst
crisis and exaltation, | instinctively began transforming these objects—not merely into tools for
work but into weapons for defending art. | felt myself as the Artist’s assistant, an ally; yet also
as a protector of Art, guarding it against the “onslaught of barbaric hordes”. Simultaneously, |
saw myself as a street cleaner, and at one moment, as a handsaw operator, then as a garbage
collector, and finally as a housekeeper. But | also felt like an Fugitive fleeing from an organized
hunt. | felt disillusioned, disappointed, betrayed. In truth, | was inexplicably calm—absurdly
rational, and perhaps most absurdly beloved by all. “So, are your drawings, perhaps even your
paintings, the Revived Surfaces of Paper and Canvases? Are your paintings and drawings sim-
ply Acts of Material Animation?” | asked, joyfully. “Yes,” Knifer responded. “So, art is a kind of
occupation aimed at preserving something that people most often regard as insignificant in
life!” “Yes,” . “Art is a right to work and to address tangible, real-world problems.” “Yes,” he con-
curred. “Art is akin to farming, fishing, or digging trenches.” “ Well, yes.” “Creating from the Most
Trivial to the Most Important.” “Yes,” he affirmed. “But it also involves messing around—tearing,
smudging, boiling, raping, tearing apart, killing—and generally having a damn good time.” “Yes,
indeed,” Knifer declared with pride and solemnity. “And, Color—an entity beyond Black and
White, what significance does color hold for you?”, | asked, eyebrows raised in a deliberate
gesture. “ Knifer responded softly, “I look forward to colors,” his tone fragile as that of a lamb,
peaceful yet tinged with a hint of resignation. But immediately he added, “However, | have

no need to express myself through colors!” he shouted passionately. “Although | love colors, |
couldn't care less about them,” he sharply articulated, only to immediately restrain himself and
continue in a gentle tone: “Indeed, even my shirts are all in color.” (Laughter echoed around.) I
do have a white shirt, of course, but no black trousers—see for yourself!” (Silence fell. Then the
faint sound of chalk softly gliding across the rough surface of paper was heard. Occasionally,
distant panting of a dog could be perceived.)

”

(Excerpt from the book: Zarko Radakovi¢: Knifer, Zagreb: Meandarmedia, 2018)
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Zarko Radakovi¢

JULUIJE KNIFER - TUBINGEN’S CHRISTMAS
MEANDERS

During November and December of 1988, Julije Knifer was working on the final series of his
paintings in Tiibingen. In the attic of the commercial centre belonging to the construction firm
Kemmler, ten large-format canvases were painted—works which | here refer to as Tiibingen
Christmas Meanders.

I was present during Knifer's work, assisting him through every phase of his creative process.
I was the only witness during the emergence of what Pascal Piqué described (in conversation
with me) as the “extraordinarily significant series of Julije’s canvases.” Periodically, | captured
segments of this process with a video camera.

Most often, we were silent; occasionally, we engaged in conversations—about anything and
everything. One such exchange was recorded in a fragment of film footage that | now present
here.

Zarko: (reading 0:30 min.): “Reflecting upon his paintings, | thought of a tale about a master
who constantly pursued perfection, fully aware that it was ultimately unattainable. He came
to realize that one must eventually pause and declare—now the painting is finished. Although
he knew —finishing is only a proclamation of finality, a cessation of work akin to the fading of
the day and the onset of night, when a weary body retreats into slumber.” (Excerpt from: Peter
Handke, The Teacher of St. Victoire)

Zarko: (1:55): Does the pursuit of perfection, the striving for excellence, play any role in your
life?

Julije: Not really. But I do aim for perfection. Yet, | never quite reach it... Mistakes always inter-
vene.

Zarko: (2:40 ): Listen to this. | wrote it down last year. It means a great deal to me... The title of
the text is:

The Butcher’s Shop in Nuremberg

Refrigerator.

Sausages, meats, and cured delicacies.

The saleswoman is plump.

The vendor is young and flushed.

Julije Knifer looks at the sausages and blood puddings.
I look at hams and sausages.

Knifer orders blood puddings.

One moment, | place my hand on Knifer’s shoulder.
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| feel the warmth emanating from his flesh and bones.
A gentle glow filters in from the storage room.

Knifer purchases blood puddings.

I buy sausages.

We pay.

We leave.

Julije: Well, yes.
Zarko: That's how it was... Do you remember when we were there...

Julije: Oh, indeed | do!

Zarko: (4:05): When you were a child, did you have pets at home?

Julije: Always... Both dogs and cats... But it always ended sadly... We kept promising ourselves

we wouldn’'t have pets. Yet, here we are again... Ana has one... a Cocker Spaniel... She loves him
dearly... Nada says she adores him, cares for him, plays with him... It's a female Cocker... Bina...
She has a pedigree... A yellow dog... Slightly yellower than your coat...

Julije: (5:45): Will you help me... Carefully... It's wet... | did it deliberately, just to cover minimal-
ly... 1 did it roughly.

Zarko: (6:40): How did people get the idea of producing such music? (the music of Steve Reich
plays softly in the background all the time.) An absolute reduction of all musical apparatus...

Julije: Well, you see, Bach’s music has such a framework too. | remember discussing this with
the late Graevenitz, while we strolled through Paris... Of course, he was German, Prussian. He
said: all constructivists carry Bach within them. Back then, minimal music did not yet exist.
Then minimal music arrived, which musically rejected all of Bach and left only the framework, so
all you see is rhythm. In Bach’s case, this is most pronounced.

Zarko (8:05): Wasn't there something similar with the Russian Constructivists?
Julije: No, not quite.
Zarko: Did they not also aspire towards reduction?

Julije: Not exactly. Russian Constructivism has a different origin. Its roots lie in symbols, in
religion, in nationality, in the very bloodstream...

Zarko: Are you suggesting that Russian Constructivism is symbolic in nature?
Julije: Yes, | believe so. That was indeed how it began.

Zarko: Long ago, when we first discussed Malevich, | posed a question—one you've often been
asked—whether your art is minimalist in character. You recounted that someone once told you
to reduce your elements, to which you responded: Alright, I'll reduce it.
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Julije: That was Matko Mestrovic. Ha, he’s quite the relentless character. He approached me
and exclaimed, “Reduce that,” and I simply said, “Very well, I'll reduce it.”

Zarko: If it is indeed true that Russian Constructivism originated from metaphysics...

Julije: Absolutely, entirely from metaphysics. Without a doubt. In fact, as Tiljak mentioned,
Malevich, like Cezanne who said - one should observe objects for a long time before reducing
them to forms— Malevich said the same thing: one should gaze at an object for a long time,
until it vanishes. They had models, vases, plates, | don’t know what all, and they argued about
everything... In the end, the black square on a white field remained, followed by the white
square on a white background.

Zarko: | now see the connection with Cezanne...

Julije: Yes. Towards the end of his life, Matisse said: everything started with Cezanne. So, Im-
pressionism and Post-Impressionism did not end with Cezanne; rather, Cubism and Construc-
tivism began with Cezanne... Cezanne’s still life, his apples, ultimately reduced to geometric
shapes... Malevich’s approach was similar in his corrections... Cezanne had no one to correct.
He became a teacher, essentially, after his death. Malevich, however, was a great teacher be-
fore his passing... Now, he is considered a prophet. Malevich was transformed from teacher into
prophet... That's typically Russian... Prophets, | believe, have Russian origins... new prophets ...
together with revolution... Only, it's more poetic to make a revolution in art than in society... less
blood is shed in art, in an art revolution.
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JeSa Denegri

THE GEOMETRY OF GORGONA!

Knifer's beginning was marked by a problematic duality: he participated in the initial move-
ments, the New Tendencies, while exhibiting both at the Art Abstract Constructif International
in Paris in 1961 and at the Constructivists exhibition in Leverkusen in 1962. The question arises
as to how closely (and whether at all) Knifer's work aligns with the ideology of the New Ten-
dencies or principles of Constructivism. Nowadays, it is increasingly evident that Knifer belongs
within this context to the extent that he does not entirely reject it: for, before each of these
exhibition, Knifer's work constituted a “solitary experience” (Lj. Mifka), a rare and persistent
journey along his own path with a tendency, by invoking geometry—traditionally regarded as a
paragon of rationality—to attain an entirely different realm, one of ultimate spirituality. Those
who saw in Knifer an artist whose geometry—when seeking his predecessors and contemporar-
ies—can be associated with the unity of sensuousness and spirituality found in Malevich’s pure
non-objectivity, were indeed justified. “The bare knees of his Meanders represent signs, not
structures. Essentially, their content is composed of subjective will, not any operational formu-
las or mathematical principles. Hence, one can understand the frequent attempts to interpret
the symbolic function of the black and white, the fractured steps, as the crosses of Malevich’s

pure feeling. (...)"

A distinctive feature of Knifer’s art, a sign that fundamentally individualizes and sets him

apart from other preceding or subsequent “geometric” artists—is the motif of the meander. The
meander is Knifer's “black square on a white background,” in other words, the essence of his
understanding of painting and his conception of existence through the medium of painting. The
meander, which appears in 1960, is preceded by a phase of geometric abstraction that differed
from Exat. Knifer has never used color, from the very beginning, he has favored solely black,
gray, and white tones, his forms are characterized by strict geometrical shapes—rectangular and
linear—and occasional use of perfect circles. For him, the transition to the meander was a pivot-
al step: he discovered it by linking and uniting autonomous figures from Composition 13 (1950)
into a continuous flow. Thus, Knifer did not start with the meander; he arrived at it, and at that
precise moment, he firmly believed in the significance of this sign and readily embraced an iden-
tified with it. It is true to say that the meander is the consequence of a decision—not to adopt
the meander “as such,” but to accept and develop it as a sign of almost fateful identification
once it was found. To attain this sense of identification, Knifer had to undertake a crucial op-
eration. He had to elevate a single motif—specifically, the “ancient Greek classical ornament in
the form of a band with rectangular geometric twists"—to a level that transcended mere plastic
articulation, transforming it into a symbolically profound form capable of embodying the meta-
physical significance often associated with Knifer’s art. In Knifer's interpretation, the meander
evolved into a form representing the inexorable flow of time and space; the more it appears
visually purified, it becomes, in essence, semantically more complex. (or as Zvonimir Makovi¢
noted, “Knifer revives an archaic sign that speaks to the notion that the flow of life does not
choose the shortest path but rather explores the surface of the “field of possibilities”. The form

1 Abstract Art in Croatia Il, JeSa Denegri, Logos, Split, 1985. p39-42
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of this sign is always well-defined; only a thoroughly grounded staticity renders the meander
open to potentiality...(...)"

Therefore, Knifer discovered the meander in 1960, and he sustained its development through
nearly two and a half decades of virtually endless variations. During this period, numerous
events unfolded within the realm of art, however, the meander did not lose its relevance. It is
paradoxical but true, that while Knifer remained faithful to a single sign, he managed to with-
stand numerous “oscillations of taste” more effectively than those who constantly changed
their paradigms. Nevertheless, should we seek to classify the origin and typology of the mean-
der, its emergence should be situated within the early post Art Informel era—coinciding with the
advent of Post-Painterly Abstraction and Hard Edge in the Anglo-Saxon art world, and with the
development of monochrome concepts by Yves Klein and achromes by Piero Manzoni in Eu-
rope. It seems that among all these events, Knifer exhibits similar symptoms: he desires to paint
yet does not see himself as a conventional painter; he refrains from allowing his brushstrokes
to be fully acknowledged, despite actively employing a brush; he avoids traditional arrange-
ments (composition) of various forms and shuns relationships between colors, instead adopting
a monotonous field of a strictly two-dimensional surface, where only extremes of black and
white prevail. That Knifer was consciously aware of the problematic context in which his paint-
ing of meanders emerged, and that he precisely understood the nature of the operation he was
performing, his self-analysis attests: “In 1959 and 1960, when | roughly sensed what | wanted,
motivated by the idea of creating an anti-painting, | embarked upon a method of radical re-
duction of the means at my disposal. Through this process, as | was developing the ‘Painting

on the path toward an anti-painting, | sought to evoke the utmost contrasts through black and
white and the most extreme rhythm through verticals and horizontals. The forms created during
this process, from the initial inspiration and suitable idea to the physical manifestation of the
‘Painting,’ suggested a flow (unfolding) in the form of a meander—whose function is neither
philosophical nor pictorial, and certainly not decorative, for it is purely visual. Black and white
simultaneously represent the minimum and maximum.{(...)"
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Yapko Papakosuh / Zarko Radakovi¢
Jynnje Kundep y Tubunreny / Julije Knifer in Tiibingen
1988, poTorpaduja / photograph, 20x30cm
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