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3a aBTOpoT

3EJI'AM A3M30B ¢ ¢uno3od um yMETHHK KO] JKHMBEE BO
Jlonnon. HeroBoto aeno ce ocBpHyBa Ha IiiobaiiHaTa cocTojoa
Ha CIMKUTE M HUBHATa MOXXHOCT JIa ja peapTUKyJHUpaaT Kpu-
THUYKaTa IMOJI0’KO0a Ha yMETHHKOT HU3 Mpallama 3a BPEMETO,
CIMKaTa W HapaTHUBHUTE MPOLEAYpH Ha Tiolanu3anujara co
jasuIuTe HA MUTpAIMjaTa, MEANYMHUTE U HOBHOT MUMe3nC. ['u
W3II03KYBaJl CBOUTE JIeNia HU3 LEIHOT CBET, Mel'y IPYyTUTE, BKIY-
4yBajku T W HajHOBUTE: Benemmckoro Ouenane (Aszepbej-
yaHcku maswijoH, 2019, 2011 u rnaBHaTa u3noxoOa Ha Bene-
uckoro Ouenane Bo 2003 roauna — Cranuna Yrtomuja), TejT
mozepH, Jlonnon, OK (2006), YMernuuku nom, Munxes, I'ep-
Manuja (2004), I'pauko 3apykeHHE 3a yMmeTHOCT, ['pai, AB-
ctpuja (2002) u TH IIpoy6, Toxuo, Janonuja (2001). Herosure
myOJIMKauu TH BKIy4dyBaatr u Muepacoguja: muepayuja +
Qunozoghuja, Ymernuuku 1enrap Mapaja (2011), Bpeme na
caukama, Xepoept Bon Xanem Bepmar (2020), Hoomumesuc:
NOAUMUYKAMA eKoOHoMUja Ha becmucnienuom 3Hax, bpui (2024).






About the author

ZEIGAM AZIZOV is a philosopher and artist based in London.
His work addresses the global state of images and their
possibility to re-articulate the critical position of the artist
through questions of time, image and the narrative procedures of
globalisation with the languages of migration, media and the
new mimesis. He exhibited his work worldwide, including most
recently: the Venice Biennale (Azerbaijan pavilion, 2019, 2011
and the main exhibition of the Venice Biennale, 2003 (Utopia
Station)), Tate Modern, London, UK (2006), Haus der Kunst,
Munich, Germany (2004), Grazer Kunstverein, Graz, Austria
(2002), and TN Probe, Tokyo, Japan (2001) among others. His
publications include Migrasophia: Migration+Philosophy, Ma-
raya Art Centre, 2011, The Time of the Image, Herbert von
Halem Verlag, 2020, Noomimesis: The Political Economy of the
Meaningless Sign, Brill, 2024.
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OBOj TEKCT MPBUYHO OeIlIe HAITUIIIAH KaKo JIe] O MojaTa
MyJATHMEHjajHa WHCTalallja MoAroTBeHa 3a buenanero Bo
Benenuja, Bo 2019 roguna'. OcMuCIEHO KaKO €cejcka MHCTa-
Januja, Toa JeNo ce CocToeme oJ 1Ba (puiMa, TeKCT Ha SUJ U
CITUKH O]T ,,COLIMjaJTHUTE MEMYMH * BO BPCKA CO IINPEHETO CIIU-
KH, IITO BHECYBa 3a0yHa BO CBETOT MPEIJIABEH OJ1 CIIMKHU O Me-
JUYMHUTE W OJf HACJIOBUM HA BECTH KOM C€ KIy4OT 3a pa3z0u-

pameTo.

Toj xkiIyd urpa ynora co JB€ OCTPHIIH; 3a JIyI'€TO KOU
3HAaT J1a YuTaaT Mel'y peJJoBH OTBOpPA HOBO 3HAUYEHHE, a 32 IPYTH
¢byHKIIMOHMpA caMo Kako Aen ona mHpopmanujata. Cenak, vH-
dbopmaruute ce popmyna 3a 3HaewmeTo. HacinoBure ce xuepo-
rmdceku 3amucu. Opazara ,,Xxueporiu@cku 3amnuc’ € ycBoeHa

oJ1 AJTIOpHO, K0j ja AepuHUpa Ha CIeTHHOB HAUUH:

Kako cnmka, TOj mukTOrpadcku jazuk € MeJUyMOT Ha
perpecja BO KOj NPOAYLEHTOT M IOTPOLIYBauOT C€ BO

OOCIIyX; KaKO - MNMUIIYyBakE, TOA I'M IOMECTYyBa apXandIHHUTE

! 3a moseke nHpOpPMALMK, BUIETE HA: WWW.Zeigamazizov.com
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CIIMKY Ha MOZIEPHOCTA. >

Kou ce tHe ,,apxamynu ciuku Ha MoaepHocta®™“? Tue
CIIMKH ce cakaaT KaKo MaTepHjalid U MOXKe Jla ce pa3depar oJl
noBeke acrektu. [logony ke o0jacHaM Kako OBUE ,,apXaudyHU
CIIMKH* KaKO MaTepHjalii JaBaaT MOXHOCT Ja Ce 4uTa Mery
pPENOBU U J1a HE JOMUHUPA UHPOPMAMCKUOT (IIyKC CO3/aeH
on Bectute. Mudopmanuute ce cMetaat 3a Gopmyia Ha 3Hae-
IBETO, KaKo IITO Beke Oemie croMmHaro morope. Taa wiaeja e
CYIITHHATA HA IEIHOT MPOEKT, BKIYYYBajKH ja W HHCTaJa-

1[1jaBa.

Bo Taa cmucna, Hacnosu ummu. € yMeTHUYKH/(uio-
30()CKM OATOBOpP Ha XWIleppealHaTa TJo0allHa XHCTepHja
co3JaZieHa O] MeAMyMcCKaTa WHIYCTpHja, a KOja ce OJBHBA
Hacekaze, 1 Ha TB, u Ha UHTepHeT, 1 Ha KUHO, ¥ Op30 3aMeHyBa
C€ WTO € ,,peanHo’ co ,,BUpPTyeNnHo*. Toa € U MMOHEPCKO JIET0
BO J)KaHPOT Ha €CEMCTHYKa MHCTaJallnja, )KaHPOT HajCOOBETEH

3a ernoxara Ha OecKpajHU MPEBOIH.

Kopucrejku ro, Bo rosema Mmepa, ecejorT Kako ¢dopma
(TexcTyaslHa W BU3YeJHA), OBa JIEJI0O CE OCBPHYBAa Ha MEIUYM-

CKaTa JIOMHUHalMja U Ha KOMIUIEKCHaTa Bpcka Mery CIMKUTE U

2 T. B. AnopHo, ,,lllemara Ha MacoBHaTa KynTypa“, Bo Kyamypuama unoyc-
mpuja, Pytaen, 1991.
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BPEMETO NPEKy HapaTUBHA IPOLIEAYPa, OJHOCHO IPEKY MPHKa3-
HY 32 CO3/IaBambe CIIMKH, LITO CE YMHU JIeKa TOBEKE ja MOTHBHPA
KyJITypHaTa MHIYCTPHja OJOIITO CaMUTE CIHMKH. Tyka € BKITy-
YEeHO MapajrMaTcko MpoyvyBame Ha JTMHTBUCTHYKUTE CTPYK-
TYpH, Kako IITO ce Mopdosiorujata U CEMHOTHKATa, KaKO U
riiobamHaTa TpaHchopMalija Ha ja3UIUTe BO paMKHUTE HA WH-
JTyCTpHCKaTa TeMIIOpaJin3alyja Ha CBECTa W HA MEMOpHjaTa.
dareHu npy HeHaJIejHATA 1T0jaBa HA KOHPPOHTUPAYKUTE I'PAHH-
1 Mel'y BU3YEITHOTO U TEKCTYyaJIHOTO, HACIIOBUTE MIPaaT yjiora
Ha (hapMaKoJIOTH]ja, OTPOBEH JICK, ICTOBPEMEHO IEePEjKHU MO30IH

Y OTBOPAjKU OYH.

Pacniocnana Ha mert suja, HOTCETYBajKU Ha OTBOPEHUTE
ko1ku Ha Con JleBuT, OBaa ayin0-BU3YEIHO-TEKCTyaIHa MHCTA-
JanMja € 3aCHOBaHa Bp3 MEIIaBMHA 011 ujeu of ¢uiio3odujara,
YMETHOCTa ¥ KHHOTO. BecTn, pa3MeHeTa e-1omra 1 KOMEHTapu
CTaBEHU C€ €IHOJI0JIPYTO 3a J1a ce Jo0ue (PHIMCKO CIIeHApHO U
CIIOEHH c€ KaKo (UM M JMYHO EMHUTYBame, 3a Ja ce co37aje

Jpamarypruja Ha TeMaTa.

Tyka cnaraat moBukyBamaTa Ha punmor I paranurnom
Kejn na Opcon Bernc u ctunor Ha xuneptekct Ha [lejmc [lojc,
KOJ C€ COCTOM OJ1 BKPCTEHH yIaTyBamba, HEOJIOTU3MHU, KaKo U 01
¢$buno30¢hcku M HAYyIHHU TIOUMH, KaKBa IITO € ,,HejacHaTa JOruKa“

Ha azepOejuaHckuoT HayuyHuk Jlyrdu A. 3ame. MHcrananujata
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COJIP’KU W CAyHITPAK KOj BKIy4YyBa JIeJ0 O] 0aKyjCKUOT KOM-
no3urop Hcdap CapaOcku W crenujaiHoO HapadyaHO AETO O]

JIOHJOHCKHOT My3u4ap u ¢uno3od Metjy Xajmanu.

YuTame HA HACTIOBHUTE: HaApAaTUBHUTE NPOLCAYPH HA

rja00ajaHuTe MEAUYMH

Cekoe yTpo Xeren 4nTan BECHHIU H MOJOIHA TH TPH-
MEHyBaJl Ha CBOjaTa cJoXeHa (uio3o¢pHja HU3 NpU3Mara Ha
HajHOBU HACJIOBH Ha npefaBamara. KomeHnTHpajku ro toa, Xe-

I'¢JI UMa HaIlMIIaHoO:

YurameTo Ha YTPUHCKUOT BECHHK € YTPUHCKAa MOJIUTBA Ha
peanmctor. YoBEeK IO OPHUECHTHPA CBOjOT CTaB KOH CBETOT HIIH
criopen bora wnm crnopex oHa mrto e ceToT. IIpBoTo naBa
CUTYPHOCT KOJIKY M BTOPOTO, 3aTOa IITO CEKOE 3Hae ILUTO

HpeTcTaByBa Toa.>

3T. B. @. Xeren, Pasuu mexcmosu, Northwestern University Press, EBaHCOH,
2000.
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Toj ja charun yrmorara Ha BECTHTE KaKO CHITHO CKCTEp-
HaJIM3UPaHa KOJCKTHBHA MEMOpHja MPEKy CTEPEOTUITUTE IITO

CTaHaa 3aeJHUYKA KYJITypa CO BIHjaHHE BP3 ,,[I0€AUHELIOT .

PasMuciyBameTo 3a AMjAIEeKTUYKHOT OAHOC Ha (uio-
30(ujaTa KOH HACIIOBUTE HA BECTUTE BO JICBETHACCETTHOT BEK U
HaOJbyIyBambeTO Ha HUBHOTO BIIMjaHKE BP3 MOIYyJIapHATA CBECT
BO epara Ha TJIOOAIM3UPAHUTE MEIUYyMH, yIaTyBa Ha Mpaiia-
FETO: KaKBa YJIOTa MOXKAT J1a UMaaT HaCJIOBHTE BO IPOIIECOT Ha
(bopmupame 3Haewme Kaj ryrero? OBe TBpAaM JieKa HACIOBUTE
(GYHKIHOHMpAAT CEMHOTUYKH BP3 OJIPE/ICH HAUYMH HAa HH)OPMU-
pame TpeKy npakame U IpuMame mnopakd. OBoj mpoiec Ha
npakame U IpUMambe MpeI3BUKYBa OJIpE/ICHa SHTPOIIH]a, 10 1e-
Ka 3HaYeHETO Ha MH(OPMAIIMHUTE € OTBOPEHO 3a MPUMAYOT U Ha
TOj HAYMH Urpa ynora Bo popmupameTo. Toa ce ciydyBa mpeky

Pa3JIMYHO ,,YUTaAkE" HA HACIIOBUTE.

Bo pacteukara meanyMmcka HHAYCTpHU]ja, UH(pOpMaLMUTE
C03/1aBaaT MUJIj€ KO€ IMOCTOU KaKo yOeIJIUB MPOCTOp 3a MPEHOC.
3a HeKoH, Toa € TOTATHO YOEUIMBO TaKBO KaKBO IIITO €, 3eMajKu
T 3/IpaBo 3a TOTOBO CUTe MH(OpMAINH, OJeKa APYTH ro mep-
UIMpaaT Toa MUJIje KaKO KPUTHYKH MPOCTOpP ILUTO TO CO3/aBa
E€HTPOIICKHOT BpeMeHCKH 00jeKT. Toa ce cirydyBa co BUIIHO Tpe-
HCIUTYBamkE HA yJjorara Ha 3HaCHEeTO W MH(OpMaLUUTE KakKo

eIMHUIIa MepKa 3a 3Haewe. HejacHara mpupo/a Ha ja3uKoT € Taa
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IITO BOJIU 110 TI0jaBa Ha uHpopmanuure. HaciaoBure ce cocrojar
O/l CEMAHTHUYKH HEIEJIOCHH PEUCHHIM M Taa HELEIOCHOCT €
rJIaBHATA T10jI0BHA TOYKA 3a MOHATAMOIIHO YUTakE MPU KO-
pame/ekoupame Ha BecTuTe. Ha KpUTHYKKM HAaYMH CO31a/IeH
ol paboTara Ha HEOJaMHEIIHATa TEOpHja Ha KyJITypara, MoJ

300pOT ,,unuTame" MHECIaM HE CaMO Ha:

KamauTeToT J1a Ce WACHTU(HKYBAAT U ICKOAUPAAT OPEICH
Opoj 3HAIM, TYKY ¥ Ha CYy0jeKTUBHHOT KaIlaI[UTET JIa CE CTaBaT
BO KpeaTHWBHA IOBP3aHOCT Mery cebe W CO APYrd 3HAIH:
KaItamuTeT KOj €, caM 110 ce0e, YCIIOB 32 KOMIUIETHA CBECHOCT

3a IIEJIOKYITHOTO ONKPYXKyBambe.*

3a pasiinka O4 HCEKOM TCEKOBHU TCHACHIUHU BO
¢unoszodujara, cMeram U aeka cekoe Gpuio3ocko zeno Tpeda
Jla TOYHYBA O] AUCKYP3UBHUOT €JIEMEHT (M MOKpaj Toa IITO €
KOpEeJaluCKU) 3a Jia Cce OTKpHUE 3HAUeHhEeTO BO KOHTaMH-

HUPaHUOT TePeH Ha yrnoTpebara Ha jasukor.’ dunozodujata, ox

4 Crjyapr Xon, ,,Konupame/Jlexonupame®, Bo: Meouymcku cmyouu: Yuma-
men (penakrupano ox ITox Mopuc u Cjy Topnam), Edinburg University
Press, Enun6ypr, 1996, ctp. 58.

> Mlako MuCJIaM JIEKa 0jaBaTa Ha HOBUOT JIMCKYPC BO (pUiI030(ujaTa, MMEHO
,,CIIEKYJIATUBHUOT peanu3aM™ (ocobeHo nenoro Ha Kenten Mejacy, koj ro
oT¢pia JUCKYPCOT 3aToa IITO € ,,KOPEJIaluCcKH ‘), € BXKEeH 00u J1a ce 00HOBU
cTaBoT Ha (Quio3odujara, HE Ce comnlacyBaM JeKa TOa € HalylITamke Ha
JIMCKYPCOT 1 yJIorara IMITO jJa3UKOT ja UTPpa BO MOJIUTHIKHTE CTPATETUH, KAKBU
wro ce (EeMUHM3MOT WM [EKOJOHHM3alMjaTa, BO [Ba MpUMepa camo,
CEeBKYITHO Jla WMa ,,JUPEKTeH npuctan no padorute. OBOj ,,HANBEH
peanm3aM ja HaMajdyBa MWJHMTAHTHaTa yiora Ha ¢uiao3odujara U Kyi-
TypHaTa Teopyja. MeryToa HHTEpeCHO € Toa mTo Mejacy, OTKaKo IIeJIOCHO TO
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Taa MpPUYMHA, HE € caMO MOXKHOCT Ha MHCiIaTa Ja ro chartu
CBCTOT BO HErosaTa HaJABOPCIIHOCT U HCHPCABUIINBOCT, TYKY
U no3unujata Ha Guio3opot. HacmoBute Ha BeCTH ce OHA IITO
Xycepi ro HapeKyBa BPEMEHCKH 00jeKTH, a 1o Hero, Cturiep
KPUTUYKU TO HApeKyBa TEpLHjapHO 3aapKyBame.’ Bpemencku
o0jektu ce popmupaaT BO TEKOT HA BPEMETO IITO CE COBMara co
,MOHTaxxHaTa cBecT . Toa urpa 3HavajHa yjora BO ,,AHIyCTPHC-
KaTa TeMropanu3anuja Ha ceecta”.” HecoMHEHO e Jieka Hacio-
BUTE WIpaaT yjora BO MeJMyMcKaTra KOHTpOJa Ha CBecTa Ha

JaBHOCTa, MAKO HE ja HCKITydyBaM MOXHOCTA 32 0CJI000TyBauKH

HAaIyIITH ,,KOPEJIAIIMOHAIN3MOT BO CBOjOT ecej /1o xomeunocma, BO APYT
ecej ja mpeno3HaBa HEMOKHOCTA 3a 0ercTBo o ,,cmucnara’. Buom: Mejacy,
,JTepanmja, peutepanuja, mopropyBame: lllmekynaruBHa aHanm3a Ha Oec-
MUCIICHHOT 3HaK", apxuBupano Ha 19 okromepu 2013 rogmua, Bo Wayback
Machine Freie Universitat Berlin, 20 ampw 2012 roauHa.

® by cakan 1a yka)kaM Ha yIoTpe6ara Ha KOHIEITOT Ha ,,BpEMEHCKH 00jeKT"
KaKo IITO MOTEKHYBa Of ,,KOHTHHYHpaHa (YHKIHja“, KOHIEOT H3MHUCIICH O]
Kapun Bajepirpac. [loneka crynupan maremaruka co Bajeprurpac Bo 1878—
1880 roguna Ha YHUBep3uTETOT BO bepnun, Xycepn ce 3auHTepecupan 3a
0BOj koHIlenT. KoHTHHYyHpaH 00jeKT € TeOMETPUCKH O00jeKT (TOIMOC) KOj
HETpeKnHaTo (PyHKIIMOHHPA BO MPOCTOPOT, BO TOTOJIOUIKH KOHTHHYYM. 3a
Xycepn oBaa KOHTHHYHpaHa QyHKIIHja € ,,cera’ WIn ,,BpeMEHCKH 00jeKT .

7 Exmynn Xycepii To CMHCIIUIT TEPMUHOT ,,BpEMEHCKH 00jEKT™ 32 11a MOKaxke
JeKa ,,00jeKTOT Ha WCTpaxyBame' (HaMepara Ha CBECTa HAcoueHa KOH
o0jexTuTe Ha CBETOT) € BpeMeHcKa cocToj0a Ha camara ucrpara. OBaa
BpPEMEHCKa cOCT0j0a Co3/1aBa yCIOBH 3a TIOCTOEHE Ha BPEMEHCKHU 00jEKT, KOj
JlaBa ,,BIIEUaTIIMBH J0Ka3u“. CBecTa e HaMepaTa Ha Cy0jeKTOT; BpEMEHCKUOT
00jeKT e MHTEeHIIMOHAITHOCTa Ha cBeToT. OBaa uaeja e pasBueHa ox bepHap
Crurnep, K0j To MPUMEHYBa TOMMOT BpEMEHCKH 00j€KTH BO HEroBaTa KpH-
THKAa Ha TEXHWYKara ,MHAYCTPUCKA TEeMIIOpajHh3alyja Ha CBECTa IIOX
MIPUTUCOK Ha XHUIEepHHAyCTpujanm3anujara™. CTUIep € KPUTHIKH aHTa-
KHUPaH BO YUTAKHETO HAa XyCEpIOBHOT ITOMM 3a BpeMEHCKHTE 00jexTr. Brumu:
bepuap Crurnep, Texnuxu u epeme 1, University of Stanford Press, 1998.
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acriekT Ha curyanujata. Bo Taa curyanuja, ynorpebara Ha
onpeneHa Gopma Ha 3HaCHE MPEKYy apTUKYyJIalHja Ha jJa3HKOT
co3aaBa ,,(hapMaKkoJIOMKH ePeKT , KOj € U OTpOoB H JieK. O] 0BOj
acIIeKT, ,,HaCIIOBUTE" Ce MHTEPECHHU 3a KPUTHKATA U €BEHTYal-
HaTa MpeapTUKyJalKja BO HUBHAaTa YUTIMBOCT. CO HACIOBUTE,
U pa30UPIMBOTO M Pa3yMHOTO C€ BO MUPYBaIb€, BO MO3UIIH]ja Ja

6unar 6e3 curyanuja, kako Yexajru 20 1000.3

MeauyMCKHOT HA4YMH Ha OJBpPaKame OJf CBETOT Ha
pa3doUpIIMBOCTA U CCH3UTUBHOCTA CO MHTECIUTCHTHH CPEJICTBA €
TOj IITO MPEIU3BUKYBa I'yOCHe Ha pa3yMoT. MeryToa, npu oBa
ry0eme Ha mpuYMHATa, MOKHA € M IMOTpaBKa HAa NpHYUHATA.
Kora untame HacnmoBu Tiename OTCYCTBO Ha pa3yM, INTO €
MIPUCYTHO BO HETMOCPEIHOCTa U MOMEHTAIHOCTAa KOja MOXKe Ja
ce OT(PIU UITU MPECKOKHE KAKO HEIITO MPEMHOTY TPUBPEMEHO,
HO MOXE J]a Ce pa3BUE M JpaMaTypIIKH Kako BO (MUIMOT Ha
Opcon Benc, Iparanunom Keju.” MojoT nudeH YMETHUUKH H
¢uno3odcku HHTEpEeC MpousNie3e O]l MojaTa aHalIM3a Ha OBO)]
¢buaM, Koja ce Hajae BO Beke ClIoMeHaTaTa eCeMCTUYKa MHCTaa-
1IMja HacJIOBeHa Kako Hacnosu umn. IHCTamanmjara ce ocBpHa

Ha HApaTUBHHUTE TPOIEAYpH Ha TI00aTHUTE BECTH W Ha

8 Toa e ynaryBame Ha HacI0OBOT Ha apamara Ha Cemjyen bekeT HanmumaHa BO
1948 roguna.

9 I'paranunom Keju na Opcon Benc (1941) e mperOT GHIM KOj HE CaMo ITO
ja loBeyBa BO Mpalliambe JOMUHAIM]aTa HA BECTHTE MIPEKY HACIOBUTE, TYKY
1 UM HanmpaBeH KaKko HACIIOB.
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MOXXHOCTa O] HHB JIa C€ CO3/aJIec JpaMaTypruja NOWHAKBa O]

CICHApHUOTO HAa MCANYMMUTC.

[ToTpebHa e xpabpocT 1a ce mpu3Hae JeKa BO MO3UIIH]ja
Ha ,Ja ce Oune 6e3“, emMHCTBEHATa MOXKHA apTUKYyJaluja €
MOBPATHOTO TpAIIAke MOCTABEHO BO TEXHUKHUTE, a THE TCXHUKH
CeKoraiml ce BeKe TMOJHH CO TOTeHIHjal 3a (OopMHparme HOB
jasuk. Kako Bo emHa mMHOry paamkaiHa ¢uio3odcka Teza Ha
Crurnep Ha Koja IIOCTOjaHO C€ OCBPHYBaM: ,,TEXHHKATa U MPeT-
xomu Ha MucnaTa“.'® TlocTon MOXKHOCT Ja ce M3Bele HEKAKBa
CMHCJIa 33 COCTOj0aTa Ha MUPYBambE CO 33IPKyBarkh¢ HOB HAYUH
Ha pa3MHCITyBamke 0] ja3ukoT. He Benmam nieka jasukot Tpeda ga
ce 3eMe KaKo0 OCHOBHO TIpalllarke Kako BO aHATMTHYKATa (PHito-
30¢uja WK HeroBaTa Mok jJa (GopMupa CTPYKTypU Kako BO
KOHTHHEHTalHaTta (uiao3oduja, TyKy Ja3MKOT Kako TEXHHMKa
Koja o0jacHyBa TEXHUKH IITO M MPETXOJAT HA MHUCJIATa U TO
MpeBUIyBa OHA IITO MOXE JIa Ce 3armaMeTH. TeXHUKUTe Tpeda
na ce cparar kaKko e/leH BUJ MHOKYyJaIuja, Ouaejku Taa JOMOI-
HUTEJHO co3/1aBa (papMakoiomKu epekTu. Ja3uKoT He € caMo
MOK J1a ce 300pyBa; TOj € U MOK Ja ce o0jacHu. JlemymHO 3aToa
IITO ja3WKOT OJf CAMHUOT TOYETOK € apTHKYyJamuja Ha KOJeK-
TUBHATa MEMOPHja U Taa KOJICKTHBHA MEMOPH]a € ,,BCaZicHa™ BO

Cy0jeKTOT yIITe O] CAaMHUOT MOYETOK KOora HEeKOj Ke MOYHEe Ja

19 Crurnep, 1998.
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300pyBa, ma BO TOBOPOT M CYOjEKTOT U 00jEKTOT CE€ HEepa3AeIHO
noBp3anu. Kako Anrycep, Koj ro pa3BuJI CBOjOT IIOUM 32 UI€0-
JIOTHja MHCIMPHPAH 0]l TeopHjaTta Ha JlakaH, MHCIaM /1eKa OBOj
KOHKPETEH acIeKT He Tpeba /1a ce 3a00paBH KOra ce pa3MUCITyBa
3a MHTEepaKIMjaTa Ha ,, JIMIHOTO  CO ,,jaBHOTO . [Ipeky konarncot
Ha JINYHOTO CO jJaBHOTO, CaMaTa KOHTpOJIa € MHTEpHAIU3UpaHa
u ,,cybjekture 360pyBaar camu 1o cebe”.!! Pazbupamero Ha
MOKTa Ha MJICOJIOIIKATa KOHTPOJIA ITPEKY ja3UKOT Ha MEANYMHUTE
€ 4eKOp KOH 0c1000/1yBame Ha cy0jekToT. OBa pazbupame, UCTO
TaKa, ro BKJIy4yBa U TOa JIeKa eIMHeYHaTa 03HaKa Tpeba aa ouje
U TOBTOpJIMBAa M OOHOBJIMBA KakO O3HaKa, 3aToa ILITO CEKOja
eIMHCTBEHA O3HaKa € M3pa3 Ha MOBeke 3Hauema. ,,| pamMaTHKa-
Jau3anyjara‘, ako ro ymorpebume TepmuHOT Ha CTuriep, Ha
3aIpKyBamETO HA MEMOPHjaTa peapTHKYJIMPAaHO BO THE OBEKe-

KPATHH 3Hauema, € 33/1a4a Ha ,,9uTamkeTo™. 12

| paMaTuKanu3anujara” e ,,FeXHuIKa UCTOpHja Ha Me-

MopHjaTa®, BO KOja XUIIOMHe3aTa HAU3MEHUYHO ja PEeBOBEIYBa

" Jlyuc Anrycep, ,,Ameonoruja v WMAEONOIIKM JPKABEH amapar BO

Ymemnocma eo meopuja, 1900 — 2000: Aumonozuja na npomenausume uoeu
(ypenuunum Yapnc Xapucon u ITon Byn), kauronsnarencrso brieksern, 2002,
ctp. 953.

12 Bepnap Crumiep ro o6jacHyBa CBOjOT TIOMM ,lpaMaTHKaIH3alnja’ W
HEroBara yjlora BO TEXHHYKaTa HCTOpWja Ha MeMopujata. Bumm: Bepnap
Crurnep: ,,Memopuja®“, Bo Kpumuunu mepmunu 3a MeOUYMCKU CMYOuu
(ypemaumu B. J. T. Mugen u Mapk Xancen), University of Chicago Press,
2010, cTp. 64-87.
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KOHCTUTYIIMjaTa Ha TEH3HWjaTa BO PaMKH HAa aHamMHe3ara. bu-
JejKu MHAYCTpUjaIr3upaHaTa MeMopHja MOXe Ja ce pazdepe
KaKo ja3uK, rpaMaTUKaIn3alujaTa € YuH Ha peapTHKyJanyja Ha
ycye3HaTara AMMEH3Hja Ha BpeMeTo. TeXHU4YKaTa UCToprja Ha
MeMopHjaTa co3/[aBa pa3TUIHA HUBOA VI CTETICHU HA MEMOPH-
ja. bunmejku UCTOpUCKM MeMopHjaTa € eKCTepUOpU3HMpaHa Co
pa3NUYHU CpPEACTBAa TOYHYBAjKU Of ,,IUKTOrpa)CKO IHUIIY-
Bame™ 10 HEOJaMHEeIIHATa yIoTpeda Ha ,,eMOlIH ', K TpaMaTHKa-
Iu3aldjaTa € HUBHa peknacudukaiyja BO JIMHTUBCTHYKA

cMHcCJIa.

[Ipeky rpamarukanu3anyjata, YATAHETO HA HACIOBUTE
ja cienu JIoruKaTa Ha MHKITY3H]ja/€KCKITy3Hja, HO U MOYKHOCTA J1a
ce CTaHe JieNl OJ Mopakara IITO HeJAOoCTHra Bo HUB. Toa ro
Kperpa i MUMETHUYKHUOT aclleKT Ha YNTAkhETO U CO3/1aBakETO Ha
OHa ILLITO clieAyBa [10 UMUTaNujaTa. Taa KpUTHUKaA ,,MUMOIpama‘
€ BaXEH YMH Ha CTaHYBamETO CBECEH 3a ,,TajHara’ paboTa Ha
MJI€0JI0THjaTa BO MEINYyMCKHOT aucKype.'> McTopucku riea-
HO, TI0O HUBHOTO IPBO MOjaByBam€ BO BECHHUIIMTE, HACIOBHUTE
Ousie yCBOGHM OJ] YMETHHMIIMTE Of paHara aBaHrapja. HaOpry
M0TOa, MEJIMYMHUTE TO YCBOWJIE YMETHHUKHOT €JIEMEHT 3a JIa ja

npomupar CBOjaTa ,,naneTa“ CO BHCCYBAlC HAa €CTCTCKATA OU-

13 Kak Jlepuna, 360pnux na Jepuda, Iomery saéecume (ypemuuk Ileru
Kamyd), Columbia University Press, 1991, ctp. 172.
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MEH3Hja BO MOJIUTUYKHOT MPOCTOp Ha HaciaoBute. OTTamy mod-
HyBa ,,eCTeTH3alldjaTa Ha TMOJMTUKATA“, IITO BEIHAII OWIIO

3abenexano o benyamun. 4

YMerHocTa o7 moyeTokot Ha 20 BeK, Kako, Ha MpUMep,
KyOMCTHUKUTE CIIMKH WM JaJauCTUYKUTE KOJAXH, KOopHucTena
HACJIOBU 3a J1a ja IpUKaXke apTUKYJIallMjaTa Ha JaABHUTE BECTU BO
JIOMEHOT Ha MHAMBUIYAIHOTO UCKYyCTBO. HacioBuTe ro ycBou-
Jie TOj YMH 3apad HETOBHOT YBWJ, INTO OWJIO TpPHKA3 Ha
L[EJIOCEH KOJIAllC Ha MOEIWHEI0T BO HCKYCTBOTO Ha KOJEK-
THBHATA WJIH MTOTOYHO jaBHATA CBECT, KaJIe IIITO UIC0JIOTHjaTa €
BITMIIIaHA BO MCKYCTBOTO Ha CEKOja JIMIHOCT. Toa UCKYCyBame
Ha ,,lJIIOKOT OJ1 BECTUTE " € 3aJIp)KyBambe Ha ,,IIIOKOT O] HOBOTO
IITO TIOpPaHO To Belene 3a coBpeMeHaTa ymernoct.!> Ilpu
JIeKOoUpamke Ha HAcIOBUTE, Ja3UKOT ToMara Ja ce Jaobue
I0jacHa MpeTcTaBa 3a BUCTMHCKaTa (yHKIMja HA MEIUYMUTE,

KOJ JICHEC ja Urpa yjoraTa Ha XereMoHuja, Op30 3aMEeHyBajKH1 '

U BIIMjaejKku BP3 YMETHOCTHUTE.

YMeTHOCTa 4eCTO Io HUMUTHUPA YAHOT HA MCIAUYMHUTC 34

nojaByBaH,e BO HaACJIOBHUTC. MCI[I/IYMI/ITC HOSajMYBaaT oI YMCT-

14 Banrep Benuamun, Anymunayuu, Tinmimko, 1999, crp. 234.

15 [Ilox 00 noéomo e NOKyMeHTapHa TeleBU3HCKa cepuja on 1980 romuna,
HamuIIaHa ¥ mpercraBeHa o Pobept Xjy3 u mpomaynupaHa ox bu-6u-cu.
Kunrara ox cepujara e o6jaBena Bo 1980 roguna ox bu-bu-Cu, mon HacIoB
Lok 00 Hogomo: ymemuocm u ek Ha npomenu. IIoBTOpHO € 0OjaBeHa BO
1991 rommnua, ox Temc u XamcoH.
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HOCTA, JIUTEpaTypaTa U HajpaJuKAIHUTE CTPYKTYPH Ha (hUI030-
¢dujara, BHUMATEIHO U30ErHYyBajKH TO HUBHUOT KPUTHYKU KOH-
TekcT. Ha mpumep, ceMroTHKaTa, KOja MPBUYHO HACTaHaJa 3a
KPUTHYKO pa30upame Ha YMETHOCTUTE O]l CTPaHa Ha pajuKal-
HUTE MUCIIMTENY, CTaHA OCHOBEH ja3uK Ha Meauymure. Toa, ce
pa3bupa, To MpaBy MpaNIAkETO 33 Pa3OUPAHETO YIITE MOKOM-
IUICKCHO, HO CeNaK MOXKHO. 3eMajKd ja KOMIUIEKCHOCTa KaKo
PEaTHOCT Ha HAIIETO BPeMe, Taa MOXKHOCT € U IIaHca U U300p
na ce u3berHe rio0anu3upaHaTta KOHTPOJIA BP3 JKEJIOUTE Ha
jaBHOCTa. JlepuHHIIMjaTa HA PEKUMOT HA TIPECMETyBambe (CII0-
KEHOCT 10 cioxeHoct) aedurmpana ox H. Kerpun Xejnc e
anNTepHAaTHBAa Ha KiIacMyHata Meradu3uka (eTHOCTaBHOCT JI0
crnoskenoct).'® Taa closkeHOCT 1e30pHEeHTHPa, OJl €IHA CTPaHa,
U HAcouyBa KOH KOJHMPame/JICKOIUpamke, Oll Jpyra CTpaHa.
Jloneka ce cpekaBaMe CO HACJIOBH Ha BECTHUTE, CEKOTalll MMa
norpeda J1a ce UCTpaKyBa IMpHUpOAaTa Ha CaMoTO JIENO U Ja ce

pa36epe HacoJIonKaTra OCHOBA Ha MEANYMOT KaKO ICJIO.

HacnoBute ro moBp3yBaar HalleTO CEKOjAHEBHO HMCKY-
CyBame€ Ha peaTHOCTa CO HACTaHU IPEKy HaIIUTE rajleTd U
ypenu. Bo 0Boj cBeT Ha xumepraTyBambe M IOCTOJaHO MOBp-

3yBabC CO HAIUUIMB O[] CJIHWKH, CAMHUOT CBET € HOCTAIICH KaKO

16 H. Kerpun Xejic, Majxa mu bewie komnjymep: Jueumanuu npeomemu u
aumepamypruu mexcmogu, The University of Chicago Press, Uukaro, 2005,
crp. 15.
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HACJIOBU Ha BecTH. Toa mpaBu HalaTa rjiaHeTa Ja U3riea Kako
KOJaX. 3a COBpeMEHaTa JIMYHOCT, KOja JKMBEEe BO epaTa Ha
CIIMKaTa, HACJOBUTE JaBaaT KOMIIpECHpaHa CIIMKa Ha HacTa-
HuTe. THe KOMIpecHupaHW CIMKUA c€ pa3BUBaaT BO (ETHIIH-
3upand (OpMH Ha CyOjeKTHMBHOCT KOHM ja HaofaaT cBojara
OCHOBa BO Teorpad)CKu, KyJITYpHU M HUICHTHTETCKH OPUEHTH-
paHU CTEPEOTHITH, BHUMATEIIHO KOJUPAaHW BO HacioBu. Hac-
JIOBUTE COJPKAT MIK(PU M KOJOBH 32 TOA IITO CE CIYYHUIIO BO
KpaTK{ PEUCHMIIM WIIHM, YIITe MOJ00po KakaHo, criopen Pan-
cuep, BO ,,pedeHHIH-ciuku.!” OBHe , peueHHIM-CIMKU® He
camo mTo ru HH(OpMHpaAaT JIyI'eTo TYKYy W BEIHAII TH Bpakaar
JI0 IPUMapHHUOT UMITyJIC. Toa Bpakame He € €IHOCTaBHO — MOXKE
Jla cO37a/Ie jaceH OATOBOP 3a HEKOW WM Ja Ouje CIoXKyBallka
3a MHOTyMUHA. U ciopen MoHTam, CIMKUTE MOCTOjaT HA UCT

Ha4YuH:

Hue se ce JABWIKUME BO €IHA HACOKA, TyKYy TaJIKaM¢ Hallpe/-
Hasan, BpTejI’(I/I ce cera Baka u cera oHaka. Ce BpaRaMe BO

HANIAOT KOJOCeK (...). '8

17 YKak Pancuep, Monunama na ciuxama (npeseneno ox I'peropu Emmor),
Bepco, Jlonaon, 2009.

¥ Mumen ne Monrem murupan Bo Amapej Tapkosckwm, Cxyanmypa 6o
epememo. Pegnexcuu na xunomo (npeBog Kutu Xanrtep-bnep), University
of Texas Press, Octun, 1998.
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TapkoBcku, pa3MHUCITYBajKu 3a Taa MUclia HAa MOHTEH,

BCJIN:

OBaa Mucia Me IOTCeTyBa Ha MOWTE pa3MHCIyBama 32
JeTauKUTe YUHWH, XyMaHOMIWTE W OCTaTOIMTE O] He-
BEpOjaTHO HallpeJHa TEXHOJOTHja TMPOHAjICHH BO HEKOH
IpeBHU ypHATHHU. THe NMuIryBaaT 3a BOH3eMjaHH, HO MUCTIaM
JeKka Bo THEe (PeHOMEHH ce coodyBaMe co caMmuTe cebe; Toa e
Hamata WJIHWHA, HAOIUTe IIOTOMIM KOHM TIaTyBaaT BO

Bpemero. "

OTkako TeXHUKATa Ke TIOTTUKHE MUCIIA, OJpeicHa Heja
3a peajHOCTa MPBO CE MOjaByBa BO MO30KOT, a MOTOA C€ MpO-
€KTHpa KOH HaJBOp, Ce arncopOupa BO MEMOpHjaTa, C€ MEMOPHU-
pa BO CJIMKH, @ IOTOA MTOBTOPHO €€ MPOEKTUPA KAKO IITO THE CE
CHUMEHHM OJ] TeXHOJIoryjaTa. Taka peasHocTa ce CO3/1aBa co He-
peayiHu cpeicTBa U ce JeduHUpa Kako TPaHCUOBEUKA U I0C-
TOjaHO MHTPHpa BO Pa3NUYHM MPABIM KAaKO BO HACIOBHUTE Ha
BecTu. Bo HacioBuTe mToO ja hopMupaar ,,pedeHHIIaTa-CIIuKa‘,
€/1eH HacTaH My IPETXOJu Ha JIPYT, J10/IeKa OHA ILITO CleAyBa
HEOUEKyBaHO I'0 HapylIyBa OHa IITO OWJIo MpeTxoaHo. PeanHoc-

Ta €€ 3aMCHYBAa CO BHUMATCIIHO KOAHWPaHa pCUCHUIIA — CIIMKU U

9 Amgpej Tapkoscku, Cxyinmypa 6o epememo: Pegrexcuu na Kunomo
(npeson Kutn Xantep-baep), University of Texas Press, Octun, 1998.
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HAaCJIOBHU KOHU COApIKAT Tparu oA HaCTaH! IITO CC CIIYUMWIIC WU

KOM HUKOrail HEMa J1a €€ Ciry4ar.

Cekoj HacJOB € XUIleppeasHa cuMyJianuja Ha (aHTta-
3MjaTa Ha jJaBHOCTA 3a U3ry0eHaTa yMETHOCT, KOja TUPEKTHO MY
300pyBa Ha IJIeAavyoT 0e3 HUKaKoB KoMeHTap. CaMuTe HACIOBH
ce koMeHTapu. Ox1 eqHa cTpaHa, KOMEHTapUTe HyAaT alTepHa-

THBA Ha MEJHCTPUM NIEPEHETO MO30K, a OJ] JIpyTra CTpaHa:

(...) KOMEHTapOT € HajroyieMaTa CBETCKa BellECHIIa: YOBEK Ce
ryOM TIOJl U3jaBU 3a HAMEpH, JWIIOMATCKYA aHANW3U U HH-
TeprpeTaTuBHU Ouorpaduu. KoMeHTapoT cTaHa eleH BHI
sBe3nieHa nmuuHocT. Ho Toj e, UcTo Taka, OrpoMHa CHIla Ha
3arianiyBame U crannapauzanyja: Komenrapor (naBamero)
e — Kako na (ce) ctumm — oHa mTo UM Oera Ha MPETXOTHO

rocTaBeHuTe Haen.>’

Bo Taa cmucia, HacioBuTe ce nporpamupanu. Bo epara
Ha TI00anm3anyjara, Toa € 3a¢JHIYKa KapaKTepPUCTHKA Ha CEKOe
7Ie7I0; IPOrpaMMTe ja 3aMeHHja TMX0ToMHjarta ,,cy0jeKT/00jexT™
CO BPEMEHCKHU 00jeKTH, IITO ja HHAYCTpHjanu3upa cBecta. OHa
IITO YOBEK Tpeba /a ro Haydu € jJa TH ,,9uTa’, 1a ja pazodepe

ABOCMHUCIICHOCTA Ha HACJIIOBUTEC, U MOKHOCTA Jda ' IIPETBOPH BO

20 Tonap, XKan-JIuk: ,,Ha 11 centemBpn®.
<http://kinoslang.blogspot.com/2009/03/godard-on-september-
11th_18.htmI>
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HEYH] pereproap NpeKy rpaMaTHKalIn3upame. PycknoT/coBer-
ckuot Qyrypuctuuku nmcaren Ceprej TperjakoB, BO CBOjOT
KpPaToK TEKCT HACIOBeH buozpaguja na eden objexm, MHOTY
yOeIJIMBO OMHMINAT KAaKO 00jEKTHTE BIIETyBaaT BO CYOjeKTHTE U
cO3/1aBaaT HekakBa MefyceOHa untauBoct.”! Herosute umen ce
M0jaBUJIe KaKo JeJ O] TaKkaHapedeHaTa ,,BOjHa CO POMAHOT",
CIPOTUBCTaBYBajKH TO (HOTOTPaPCKUOT HAPATUB CO HAPATHBOT
Ha pOMaHOT. 3aToa paHUTE aBaHT'apJHU POMaHU Owie OT(pIIeHH
KaKO TICUXOJIOUIKH MAIllMHA BO KOU CY0jEeKTUBHOCTA U a()eKTOT
MIPEOBJIAAYBaaT 3a CMETKa Ha 00jeKTuTe u 00jekTBHOCTA. Kako
mTO THIIyBa TperjakoB, ,,BO POMAaHOT BOJCYKHOT jyHAaK ja
TIPOronTyBa 1 cyGjekTuBH3HMpa ceTa peanHoct.?? Cenak, 6Ho-
rpadujaTa Ha 00jEeKTOT € MOKEH aJlTepHaTHBeH MeToJ. Bo Toj

METOI:

(...) HE TMYHOCTA KOja ce IBMYKU HU3 CHCTEM O] 00jEKTH, TYKY
00jeKTOT KOj Ce IBWXKH HH3 CHCTeM Oj Iiyfe — 3a
JUTEpaTypara OBa € METOAOJOUIKHOT Ypea IITO HU H3IIeaa
MOMIPOTPECHBEH O]l OHHWE Ha KJIACHYHUTE YOaBH IHUCMA.

Mel'"yToa TyKa MMa HECHUITO IMOBAKHO O )KaHPOT U 3aIlJICTOT, a

2l TekctoT ce Ga3upa Bp3 TOBOpOT opxkaH Bo [epmanuja, Bo 1931 romuna,
xora Ceprej TpeTjakoB JOIION 1O NOKaHA Ha HEroBHOT mpujaren bepront
Bpext. Bantep bergamun Omin mpucyTeH Ha Toa MpenaBame W MOAOIHA TO
nutupan TpeTjakoB BO CBOjOT ITMO3HAT ecej Asmopom Kaxko npooyyeum, BO
Banrep beanamun, Anymunayuu, lamimiko, 1999.

22 Ceprej Tpetjaxos, buozpaguja na cmeapume, okromspu, 118 / Ecen 2006,
ctp. 57-62.

29



TOa € IpallalkbeTO: HITO € OBO3MOXKEHO CO HOBHUOT IIPHCTAIl

¢oxycupan Ha 06jexToT.>

[Ipeky packaxyBame MpHUKa3HA 3a HEKO] 00jeKT, ce
OTKPHBAAT COIMjaTHA OJJTHOCH KOH CE KPHjaT 3a] HeJ3MHOTO CO3-
JaBame U KOHCyMupame. Toa npaBu Ouorpagujata Ha 00jeKTOT
Ja W3rJIea Kako HOB THUI HAapaTHB BO KOj MpUKa3HaTa 3a
00jeKTOT CTaHyBa IpHUKa3Ha 3a JyI'eTo IITO ja co3Jaie, JaBajku
MpHKa3 Ha COIMjaTHUTE OJHOCH IITO TW oOimKkyBaine. buorpa-
¢ujata Ha 00jeKTOT MMa HM3BOHPENEH KalalUTeT Ja HHKOP-
nopupa yoBeuku matepujai. CyOjekTure 1oaraat BO KOHTAaKT CO
00jeKTOT peKy CBOUTE COLMjalTHH acTIeKTH U CO3/1aBauKy Bell-
TUHH, KaJie MTO ,,AHNBHIyaTHUTE U TOCCOHNUTE KapaKTepuc-

THKHM Ha JTyleTo Beke He ce peeBaHTHH >

[MumyBajku Bo panuor nepuon Ha Coserckara Pe-
my0JIMKa, 0BOj IIOCBETEH PEBOJIYIIMOHEPEH MUcaTeN, 0€3 CaMUOT
na ro chaTH Toa, ja MpeBUyBa JOMUHAHTHATA MOK Ha ME/INY-
MUTE, KOH I'o (POpMHUPAAT CBOjOT ja3UK WU, TOTOYHO, IMHTBUC-
TUKaTa Kaac ImToO , MHANBUAYAJIHUTEC U noceOHuTe KapakTe-
PUCTHKHU Ha JIyfeTo Beke He ce peneBaHTHU . HacrmoBute ce
TaKBa ,,ja3u4Ha KaTeropuja U Ha oBaa JMHTBUCTHUKA HE U € MOT-

peGHa l"paMaTI/IKa“, Ia O Taa MpUYMHA, HACJIOBUTC CC CCMaH-

2 Hcro.
2 Hcro, crp. 57-62.
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TUYKM OTBOPEHM peueHUIM. Taa ,,0TBOPEHOCT3a HEKOM €
nubepaseH MpucTam, HO Kaj IPYTH OTBOPa CEPHO3HU Mpallamba.
3a oHMe KoM cakaar Ja n30erHar Ja OMgaT KOHTPOJIHMpPAHH,
HEOIXO/IHH CE OPEe/ICHH METATMHIBUCTUKH, KaKO IITO € TpaMa-
THKaJIM3allKjaTa, 3a J1a ce ,,3aBpIIaT  THe CEMAaHTHYKH HEIEeJIOC-
HU pEUeHHIM 32 Jla ce M30erne JOMHMHAIMja Ha MOpakaTta OJ
MeauymuTe. Bo TOpeHaBeIEeHHOT TEKCT, NIaBajKH ja TPUBHIIC-
rvjaTa Ha PernpoayKiyja 3a HEJ3MHUOT MOTEHIIM]jal 3a MoHaTa-
MOIIHA WH/AMBUAyaiu3anuja, TperjakoB, Ha HAUUH CBOjCTBEH 32
HETOBOTO BpEMeE, Cakall Jia pacKMHE CO MUHATOTO. MIHCTTMpupaH
0J1 0BOj TeKCT Ha TpeTjakoB, HO MPEOKYNHPAH CO MPALIAKBETO 32
penpoayKiujata Bo papMaKoJIoIKa CMHUCHA, (T. €. OTPOBOT Kako
nek), Bantep benypamun nocseryBa BHUMaHUE Ha BaKHOCTA Ha
HANMCUTE TPUAPYKEHH CO CIMKH KaKO HACJIOBU YIITE KOH
KpajoT Ha 19 Bek, mpobiemaTu3upajku ro NpuToa HapylryBa-
HBETO BO aBTOHOMHjaTa Ha 3HaKoT. Hamucure umane 3a uen aa
ja 3a0aByBaar myOJjHMKaTa pacKakxyBajKu M ,,BUCTHHCKH' MpH-
Ka3HU, O]l €/IHA CTpaHa, U Ja ja KOHTPOJIUPAAT jaBHATA CBECT, O]

Jpyra CTpaHa:

(...) BO mcTO BpeMe, cnucaHHjaTa CO CIMKM IOYHYBaaT Ja

MoCTaByBaaT MAaTOKa3u 3a TJICAAYOT, 0e3 pas3jirKa gajinu ce
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WCTIPaBHU WJIM TIOTPEUTHHW. 3a TpPB TAaT, HATHHCHTE CTaHaa

3a7J0JDKUTETHH. >

Tue HallkMCu, KOUW ACHEC C€ HACJIOBH, HEC MOpa Ja CC
A0JJaBaaT Ha HUTY €JHA CJIIMKA KU MOXKAT Ja CC COo3JaBaaT CaMoO

KaKoO TCKCT.

bunejku guknujaTa cozmaBaHa o] MEIUYMUTE € TOJIKY
yOeIUTiBa BO TIOTOJIEMHOT JIeJ OJ BPEMETO, OCTaHyBa HEOC-
MOpHa 3a ,,IOCTBUCTUHCKUOT® cBeT Ha HacinoBute. Co mpuda-
kame Ha (UKIHjaTa Kako MeIUyMcKaTta ,,BUCTUHA™ U TIPEKy pe-
JIOBHH TIOBTOPYBama, (GUKIIHjaTa BJICTYBa BO JKUBOTOT Ha IOE-
nuHiuTe. GUKIMjaTa ro 3aMeHyBa ,,pEATHOTO M HeMa MoTpeda
Jla ce TJe/a pealHOTO BO CJHKH, IITO OOUYHO € JI0Ka3 3a Bpe-
MeTo. HacrmoBuTe cocTaBeHH 0J1 peYeHHUIIN ja aricopOupane ciu-
KOBUTOCTA Ha CJIMKaTa W cTaHaje pedeHuiu. Cekoja cimka €
,»,PEUCHHUIIA-CITUKA U CITUKA-TEKCT, MEI'yToa CEKOj TEKCT, HA UCT
HayMH, ¢ ciauka. OBa HHTEPTEKCTYalTHO MEHYBambe MPaBu peye-
HUIATa-cITUKa Ja (PyHKIMOHMpAa Kako WHAEKC. PedeHuniara-
CIMKa € WHJEKCOT, KOj COAPKH MEMOpHja, a JUCKYP3UBHOTO
YUTakE HA MEMOpHjaTa CO rpaMaTHUKaIM3aIija MOXKe /1a CTaHe

AJITEPHATHBEH ja3HK.

25 Banrep bennamun, Mnymunayuu, Iumuko, 1999: 220,
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[IperBopajku TH WHPOPMAIIUUTE BO CEKOjIHEBHA
HaBUKa, HACIIOBUTE CTAaHYBaaT TEXHHWYKA CIMKa Ha WH(pOpMa-
nyjata. Jlekoaupajku ro oHa MITO € KOJAMPAHO BO HUB CO Maj-
CTOPCTBOTO Ha JCKOJMpad, C€ CII0jyBa OYUTIICTHOTO CO HEOONY-
HOTO JIP>KEJKU ce 3a (hparMeHToT, BO €/1Ha PEUCHULIA WK peye-
HUIA-CITMKA. YUTAKETO € APKEeHme 10 (GparMeHToT U BIHUjac BP3
OBHE PEYEHUIIM €/IHA I10 ApYTa, ITO K€ ro MpeBe/ie HeMPEBOI-
JMBOTO BO HEYH] perepToap co Majlo HaBpakame, ritornelle, mTo
IpaBU rojeMa pasiuKa HU3 CTeleHuTe Ha Memopujara.’® Uu-
TamkETO HACIIOBH 33aBHCH OJI CTEIIEHOT HAa MEMOpHja WIHA Of
pa3IMYHUTE HUBOA Ha MaMeTeHme U 3a0opaBame. Tpebda ma ce
3amaMeTH JieKa ,,MeAMyMHUTE KaKO TEXHOJOTHja CHCTEMAaTCKH
HapadyBaat criomenn*.?’ Taa Hapauka He 3aBpILyBa O IIEJO0CEH
Kpaj, Ouzaejku uaejata 3a oHa wmTo Jlepuna ro Hapekysa
,,pa3IuKa* oncTojysa.’® PasnuKyBameTo M OIOKYBAHETO Ha
HACTaHOT Ha ,,9uTame" 1e110, QyHKIMOHUPA PAa3IMYHO BO 3aBUC-
HOCT 0J1 CTeNIEHOT Ha Memopuja. OBue uynutama o0e30eryBaar
pa3u4HU penpoaykiuu. Penpoaykuuure, kKaae ImTo ,pe €

MMHUTAINH]a, OACKA ,,npodyKyuja™“ € OTBOPEHO IeNo, JaBaaT

26 Ritournelle (puTypHen) € TepMUHOT mo3ajMeH o Jenes u Tarapu. Buawu:
Iunc Hdene3 u ®enukc I'atapu, Unjada naamoa (npeson Pobepr Xapiwy;
Mapk Cewm; Xenen P. Jlejn), Muneanomnuc, University of Minnesota Press,
1987.

27 Cturnep, 2010, ctp. 64-87.

28 Wax Hepuna, 360puux na Jepuoa; ITomery 3asecume (ypemuuk Ilern
Kamyd), Columbia University Press, 1991.
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MOKHOCT 3a Pa3IMyHO e1adopupame 0J1 HUBHATa ynorpeda BoO

MCIUYMUTC.

PedeHunure-ciiuku ce OCTaTOLM O BPEMETO U THE Ce
MMHUTALMU Kako enabopalyja Ha Mcye3HaTaTa JUMEH3Hja Ha
Bpemero. Taa MUMEH3Hja Ha BPEMETO MOXKE Jla c€ OTKpHE Ha
JPYro MECTO M WJICOJIOMIKUOT MPOCTOP Ha HACIOBUTE HAa BECTH
HE € UCKIy4oK. HacimoBuTe ce mMuTanmja Ha OCTaTOLUTE O
cimku. Jlogeka ja 3aMeHyBaaT MeMOpHjaTa O] CIIMKH BO TIIABUTE
Ha JIyf'eTO, HACJIOBUTE Ha BECTH HyJaT peYCHHUIIa-CIIMKa Koja ja
urpa yjorara Ha ,,ceKaBambe Ha HelllTa 0] MUHATOTO  Ha TpycC-
THjaHCKH HauWH. Ha uct HauwH, 1 3a 1a ce n3berne 3a00paBoT,
KOJIMPAmETO/ ICKOAUPABETO HAa OBUE HACIOBU € MOTEHIIN]aJIOT
3a CeKoj MoenuHel] Koj caka jaa ja pasdepe ,,CylITHHaTa® Ha
BecTa. CII0jyBameTO HA CIIMKUTE HA MEJUYMHUTE CO CITUKUTE Ha
YMETHOCTA, Ha TIPUPOJIHUOT ja3UK CO METUYMCKHUOT ja3uK, BOH
70 TEepUEeNTHBHA Pa3MEHa, IITO € CHMMOOJMYHA pa3MeHa Ha
MeryceOHr umuTaruu. Co cenmpucyTHaTa ynorpeba Ha TEXHO-

JIOTHH, CCKOja MNEpUCIITUBHA pa3MCHA € UMUTAIITUOHA.

OBne cremeHWTe Ha MEMOpHja, CO JAPYrd 300poBH,
CeKaBameTO M 3a00paBameTO, CIENOTO BepyBame M amOuBa-
JICHTHOTO 3a00paBame, Ce CIIPOTUBCTaBYBaaT Ha CeKakBa hopma
Ha KOHTpPOJIa, OCTaBajKu My MPUTOA HU300p HA MOCTUHEIOT KOj

caka Jla cTaHe JMYCH YPEJIHHMK Ha HACJIOBH JOJEKa ja Perpo-
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nynupa TexHukara derushage (rpybda MOHTaXka) Kako MEXaHHU-
3aM Ha UMHTaIja. Y CBOEHA O]l MPOLIECOT Ha MOHTa)Ka BO IOCT-
MPOAYKIIMCKUOT Tporiec, derushage (Op3uHa Ha BUIEOTO), KaKO
IITO € TIPUKaXaHO BO NenoTo Ha bepuap Cruriep, € MOXKHOCT
Jla ce 3armaMeTH IPBUYHOTO 3HAYCHE Ha MH(pOpMaIijaTa U 1a ce
HaIpaBy CMHUCIA 32 TOA HITO C€ OTKPHUBA HAa MOYETOKOT U 3a
ofpeneHara kpajHa Touka.”’ TekcToT e oanuuHo mapue ,,de-
rushage® Koe MokaxyBa Kako YHTAHETO Ha TEKCTOT € UCTOBPE-
MEHO THIIYBame, ITO 3HAYHU JIeKa YUTAKETO JIPYT aBTOP 3HAYU
7la ce MpeBeyBa NCTOTO BO HEUHj pereproap. Toa ce 0BUBa BO
MOMEHTOT Ha IIPUBPEMEHA HEYNOTpeda Ha ja3UKOT O] CTpaHa Ha
Meauymute. OBOj aclekT € KIy4YeH 3a ,,9UTamhEeTO HACIOBHU'.
YuTameTo Kako MUIIyBambe ¢ UMHUTaIMja. iMuTaiujara Bierysa
BO YYECTBOTO Ha €IHHMOT BO JIPYTHOT, KaKo ,,JIell OJ KOj HE €

I[eJ'I“ 30

ITo ogpeneHOTO UCKYCTBO HAa CTEKHYBakhe CO3HAHM]A 3a
UJE0JIOTHjaTa MPH MOTCETYBamkE Ha ,,BECTUTE™, IUTO ja MOTHUBH-
pa uMarmHanmjara Ha cy0jeKTOT, YUHOT Ha YUTAHE TOTTUKHYBA
JIBOJHO HaBpakame U MpoOuBame Ha OMHapHUTE KOJ0BU. Bo Toa

HaBpakamwe, MPoOMBabETO KOJOBH CO3/1aBa paziinka Mel'y BHAT-

2 Bepuap Crurnep, Texnuxu u epeme 3. Kunemamuuxo epeme u npauiaroemo
3a crabocm (npeBon CtuseH bejkep), Crendopn, Kammdopnmja, 2011, ctp.
27.

30 Xax Pancwep, Jucmpubyyuja na pasymmomo: ecmemuxa u NOIUMUKA
(npeson I'abpuen Poknin), Kortunyywm, Jlonaon u Bbyjopk, 2005.
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PEIIHOTO ¥ HAJABOPEUIHOTO, MEly HECIIOCOOHOCTa M eKCHep-
Tu3ara. YekameTo HELITO Ja Ce CIy4H, CO IPUMame Ha 3Haye-
ETO, IO MOTBPyBa HETOCPEIHOTO MPUCYCTBO HA OTCYTHOTO.
MeryTtoa TOa OTCYCTBO C€ ,,lIPpEHECYBa” MPEKY pacTOjaHUETO,
[PTHYKUTE U TOYKUTE HAa WHPOPMAIIMUTE KOJUPAHU BO BECTA.
Ce 4eka J1a ce OTKpHE IopakKara, Koja Moke Ja Ouje 1eKoiupana
WIM HE, U TOA OUEKYBab€ € Bpakame Ha 3HAUECHETO KOe UCUe3-

HaJIO 3a€IHO CO MECINYMCKATa TCHI[CHI_[I/Ija 3a UCKITY4YyBambC.

MOXHOTO YHTAHkE CUTYAIIUH U HJIEH C€ UMILIHIIUTHU BO
paboTara Ha MEIMYMHTE U aPTHKYJIMpPAHHU BO HACJIOBU. Bo oBa
YETHBO, HACTIOBOT MOXE JIa € TIOBTOPYBA KaKo O3HaKa, OMICjKI
CeKOja O3HaKa BO €AHMHA € M3pa3 Ha MoBeKe 3Hadyewma. OBa
MHOIIITBO 3HauY€Hma CO37aBa rojeMa €eKOHOMUYHOCT Ha CBEIY-
Bamb€ Ha O3HAKaTa Ha CHHTYJIAPHOCT, HO U Ha MHOTY pa3luYHH
dopmu. Toa e, ucro Taka, 3aToa MTO, aKO TOCTOW CHHTYJIAp-
HOCT, TOa € CHHTYJIApHOCTa HalpaBeHa 3a CMETKa Ha MPHUCHII-
HOTO O3HAuUyBame CaMO 3a MHCTaHT ymoTpedba. OBa € oHa MITO
Xycepn ro HapeKoJ ,HelenocHo o3HauyBame™.>! ITo ymorpe-
0ara, Taa €IMHCTBEHA O3HAKa CTaHyBa Ipa3Ha M OTBOpPEHA 3a
MHOT'Y pa3JIM4YHU TOJIKYBalka W HIICKYJIaluu. Ho nocton ymTe

¢JHa BaXHa pa60Ta MTO T'0 IMPpaBU YUHOT HA YHUTAKLE MHOTY

31 Xax Hepuna, 360opuux na Jepuoa; ITomery 3asecume (ypemuuk Ilern
Kamyd), Columbia University Press, 1991, ctp. 190.
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HeBooOnYaeH. Toa e aMOMBaJIeHTHATA UMUTAIIH]a, MUMO/Ipama,
KOja rmomara 3a IeJIOCHO pa3Oupame Ha TEKCTOT 0€3 HUKAKBU
jasudHu mpeapacyau. Toa € HaIMUHYBame Ha I'paHUIlaTa Ha
CaMHOT ja3HK, KOja ce IMojaBujia BO TPAaHUIIUTE HAa TOBOPOT, IITO
My nperxonau. IIpu TOj MpeKpIIOK, MPEMUHOT O] jJa3UKOT KOH
MeTaja3uK Ce OJIBMBA MPEKY I'paMaTHKAIH3UPAKE, CO TOA IITO
CTaHyBa LEJIOCHO CBECEH 3a ,,BUCTMHCKOTO' 3HAYEHE Ha IMOp-
akaTa Ha uaeosorujara. Co apyru 300poBH, TOA € YMH HA OTKPH-
Bab€ Ha MCUE3HATaTa AUMEH3Hja Ha BpeMeTo, rifournelle, mano

Bpakame KO€ IIPaBH rojeMa pa3iuKa.

CanyHO Ha TOa, YNTAKHETO HA HACIOBHTE IPEKY JIBOj-
HaTa Heraluja, BHECYBajKH IPUTOA BO HETATUBHUOT MEIUYMCKH
IIPOCTOP MO3UTHBEH JIUjaIEKTUUKH aHTaKMaH MpeKy (papMako-
JIOUIKHOT e(heKT, ro monpasa HeAOCTaTOKOT. HegocTaTokoT € Bo
TOTAJTHO Pa3/IBOjJyBame INTO TH OTyryBa CyOJEeKTUTE KOU Ce
oJlJaJIevyBaatT oJ1 CEKaKoB BUJI ojauTHKa. OmacHocTa € JieKa co
TOA c€ CTaHyBa IpeJMeT Ha KOHTpOJIa O] CTpaHa Ha JOMH-
HaHTHaTa nojutuka. Jla ce m3berHe Toa M Ja ce Mpe3eMe
KOHTpOJIa Bp3 cebe e ritournelle BO MupyBame; Kaje IITO He-
yHOTPEOEHUOT ja3MK MOXKE /1a Ce€ MOIMpPaBU CO JIPYrO UHTAHE.
OBaa MOXXHOCT € ajeaTopHaTa MOK CO3/ajieHa NPBUYHO BO
pacuenot Mery roBOpoT U ja3UKOT, Mery 300pOT U KOHTEKCTOT,

a ce MmojaByBa BO MPECEKOT Mery 300pOT M CIIUKATa.
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I IpecekoT* e enabopupaH Co TEXHOJIOTHja 3a IPEHOCOT
Ha HACJIOBM HAa BECTH Ha JajednHa. Toa e ermabopupaHo on
MEIIAkETO Ha ,,YyPEIHUIIUTE" CO ,,ceueme U memame'. OBaa
ajieaTopHa MOK OBO3MOJKyBa UMTAmkE Ha JlaJcuMHA Ha MeEIH-
yMCKaTa Topaka co KpUTHKa M 3a70BOJICTBO. JlMMeH3HWjaTa Ha
BpeMeTo Koja (hanu, BpaTeHa Ha CBOETO ,,MeCTO Kaje danu’ He
3HAYW HUINTO, €JHOCTABHO I'0 3aMEHYyBa HejocTaTokoT. Hemo-
CTaTOK Ha HETaTUBHOCT IIITO C€ Haora BO adupMaTHBHATa MOK
Ha ,,JipudakameTo’ Koe ro 3aMeHyBa HeratuBHOTO. Ho camara
Taa 3aMeHa € MEMopHja JO0BeJeHa Ha APYyro HUBO. Toa HUBO €

HUBO Ha 0CJIO00yBame 01 KOH(DYy3Hja, OuejKu:

(...) mmuTanmjaTa (...) OTCEKOTall TO MPEKUHYBA TIPUPOTHOTO
M300MJICTBO, KOE MOpa Jla OMJe AUCKYpC; Taa OTCEKOTall ro

pasbpaHyBa PUCYCTBOTO BO pasjnKaTa.*

CycrieHAupaHoOTO 3HAYEHE IOMOTHUTEIHO CE peapTH-
KyJIMpa BO YMHOT HAa YUTAmke Ha HACIIOBUTE, KaKO pa3BOIHA
Tablla Koja MOBpP3yBa pa3MYHA BPEMHIba M MECTa TMPEKy IU-
TaTUTE, IITO TM HaMandyBa MpoludepupaHuTe 3Ha4YeHa Ha
Hej3uHaTa mema. Bo Taa ,,mema‘“, camara mHdopmanuja cra-
HyBa reHepruyka. CBETOT € IIEMATCKH MPETCTAaBEH KAKO IpH-

MamkC IMOPAKHU U CCKOC KHUBO CYHITCCTBO € YHUKATCH CUIHAJL.

32 Wax Hepuna, 360puux na Jepuoa; ITomery 3asecume (ypemuuk Ilern
Kamyd), Columbia University Press, 1991.
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3HaueHETO € CII0KEHA Pa3BOHA TabIa, aTeKa 3a IIPEHECYBAbE
curHaiau Hampen u Hasaa. Ilo cBojara mpupona, 3HAUCHETO €
MEHYBamk€ Ha CEKOja IEPCHEeKTHBa CO KOja Ce COoOodyBa, W
HCTOBPEMEHO MEHYyBame Ha HEroBara IepcrekThBa. Bo mcro
BpEMeE, 3HaYECHETO, HCTO TaKa, Ce IIOMECTyBa IpeKy TpaHchop-
MHpambe Ha pa3MEHaTa 3acHOBaHAa Bp3 MPOAYyKIHMjaTa BO
MPOAYKIMjaTa peryimpana co pazmMeHa. Bo oBoj MomeHT, 3Haue-
HETO HE MHCJIM HUTY CY/H, TYKy C€ OTpaHU4yBa J1a 1 J1a/ie HOBa
¢dopma Ha pasmenara. CyQjekToT U 00jeKTOT ce cyaupaar u
CYAMpPOT CTaHyBa XEreMOHCKA CHJIa KOja T'M apTUKYJIMpa pasiiu-
KHATE BO CHHTAKCaTa Ha CEKOjJHEBHATAa PEAIHOCT NPEKy Hele-
JIOCHH PEYEHUIIH, IITO BOJM JI0 HEj3MHATA YU TIMBOCT. YnTame-
TO KaKO TEXHHMKA M MPETXOJH Ha MHCJIaTa Koja ce CIydyBa IpH

MHUPYBaWbETO Ha TEXHOJIOTU3HpaHaTa CIMKa Ha nHpopMalijaTa.

MucnaTa e TMMEH3HMjaTa Ha BpEeMETO Koja HEJA0CTacyBa,
LITO € Hepa3/eJIHO OJ] TEXHUKATa, a [l0jaBaTa Ha MHcJaTa € Hac-
TaH Ha OTKpuTHE. [loJieka ce YnTaaT HaclIOBH, C€ 4YE€Ka IpHC-
TUTHYBaWbETO Ha HACTAHOT, IITO MOXE Ja ce MpudaTH Kako
nBojHa Heranuja. [Ipudakamero Ha BecTa, OTKPUBAJKH ja IIOTEH-
LMja]HO YUTJIMBATa COAPKHHA U MpUdaKkameTo, KOJIKY LITO €
YUTAKETO Mel'y pelloBH, ja MPaBU BECTa YUTIUBA MOMHAKY OJ1
ropakaTta IITO JOMHHHUpA Kaj uutarenoT. OBaa apupmanuja ce

CIPOTHBCTaBYBa Ha JOMMHAllMjaTa HA MEIWyMHTE, 3apaau OT-
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KpUBame Ha MCUYe3HaTaTa JUMEH3HMja Ha BPEMETO M HEj3HHA

MIOHATaMOIIIHA TPaMaTUKAIU3aIIH]a.

Toj uuH, cropen ropeHaBeneHUTE 300pOBU Ha Xeren,
,,TO OPHEHTHPA OJJHOCOT Ha HEKO] YOBEK KOH CBETOT (...) CIIOpe.
Toa mTO € cBeToT*.>> YoBek MoXke Jja TO 3Hae caMoO OHA IITO
MOJK€ Jla TO TIPAaBH CO PENPOIYLHPALE, IPU IITO MPABEHETO U
Pa3MHUCITYBalkETO C€ HEPACKUHJIMBU JICJIOBU O] TPAMAaTHKAIHU-
3anmjara. [ pamaTukanu3aiyjaTa Ha OHa ITO HEIOCTACyBa, KAKO
YUHOT Ha YUTaWke NPU KOAMPAE/ACKOIUpamhe HACIOBH, ILITO
BOJM HAaHA3a/l U Harpen o 0aHATHUOT IPOCTOP HAa MEIUYMHTE
JI0 CIIOjyBamke Ha PAa3IMYHU CTEIICHW HAa MEMOpHja, ¢ enabo-
pupame Ha HEIOCTAaTOKOT. UMTameTO HACIOBH € HejacHaTa
OHTOJIOTH]ja KOja ja MPUBUIIETHPA HEIEIOCHOCTA KaKO YCJIOB Ha
COIICTBEHOTO CO3/7aBamke, Pa3MYHO OJ HAMETHYBAKETO Ha
MEIMYMHUTE Ha HUBHATA ,,COBPIICHOCT BO MPUPOJHATA COC-

T0jOa Ha HEIeJIOCHOCT.

2019 — 2024, Benenuja/Jlongon

33 Xerem, 2000.
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Ilpe6oo 00 anenucku:

Tatjana Jlyranosa






Zeigam Azizov

Headlines as Hieroglyphic Scripts






This text was first written as a part of my multi-media installa-
tion made for the Venice Biennale in 2019." Conceived as an
essay installation, this piece consisted of two films, a wall text
and images of the ‘social media’ referring to the proliferation of
images which bring confusion to the world awash with images
of the media and with news headlines being a key to the under-

standing.

This key plays a double-edged role; for people who can
read between the lines it opens up a new meaning, for others it
just works as a piece of information. Yet, the information is a
formula of knowledge. Headlines are hieroglyphic scripts. The
phrase ‘hieroglyphic script’ is appropriated from Adorno who

defines it as follows:

As an image this pictographic language is the medium, of re-
gression in which producer and consumer collude; as writing,

it displaces the archaic images of modernity.?

! For more information see: www.zeigamazizov.com
2 T. W. Adorno, “The Schema of Mass Culture”, in The Culture Industry,
Routledge, 1991.
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What are these ‘archaic images of modernity’? These im-
ages are understood as supplies and may be understood from dif-
ferent angles. I will explain below how these ‘archaic images’
as supplies provide the possibility to read between the lines and
not to be dominated by the information flux created by news.
Information is understood as a formula of knowledge, as already
mentioned above. This idea is the core of the whole project, in-

cluding this installation.

In this sense Headlines etc. is an artistic/philosophical
response to a hyper-real global hysteria created by the media in-
dustry and taking place elsewhere on the TV, the Internet and
the cinema and rapidly replacing everything ‘real’ for the ‘vir-
tual’. It is also a pioneering piece in the genre of essay installa-
tion, the genre most suitable for the epoch of endless transla-

tions.

Largely using essay as a form (textual and visual) this
work addresses the media domination and a complex relation
between images and time through the narrative procedure, i.e.
stories about the production of images, that seems to motivate
the culture industry more, than images themselves. It involves a
paradigmatic study of linguistic structures, such as morphology
and semiotics as well as the global transformation of languages

within the industrial temporalisation of consciousness and
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memory. Captured at the flashing up of the conflicting borders
between the visual and the textual, headlines play the role of
pharmacology, the poisonous remedy, both brainwashing and

eye-opening at the same time.

Spread on five walls, reminiscent of Sol Lewitt’s open
cubes, this audio-visual-textual installation is based on a mixture
of ideas from philosophy, art and cinema. News stories, e-mail
exchanges and commentaries are juxtaposed to form a cinematic
scenario and brought together as a film and personal broadcast-

ing to create the dramaturgy of the subject.

It includes references to the film by Orson Welles’ Citi-
zen Kane and James Joyce's style of hypertext consisting of
cross-references, neologisms as well as philosophical and scien-
tific terms, such as ‘a fuzzy logic’ by the Azeri scientist Lotfi A.
Zadeh. The installation is accompanied by the soundtrack in-
cluding a piece by Baku-based composer Isfar Sarabski and a
specially commissioned piece by London-based musician and

philosopher Matthew Hyland.
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Reading Headlines: the narrative procedures

of the global media

Every morning Hegel read newspapers and later applied them to
his complex philosophy through the prisms of the fresh head-

lines in lectures. Commenting on this Hegel wrote:

Reading the morning newspaper is the realist's morning
prayer. One orients one’s attitude toward the world either by
God or by what the world is. The former gives as much secu-

rity as the latter, in that one knows how one stands. 3

He realized the role of the news as a powerfully exter-
nalized collective memory through the stereotypes that became

the common culture with an impact on the ‘individual’.

Thinking of the philosophy’s dialectical attitude to news
headlines in the nineteenth century and observing their impact
on the popular consciousness in the age of globalized media
points to the question: what kind of role headlines can play in

the process of formation of people’s knowledge? Here I will

3 G. W. F. Hegel, Miscellaneous Writings, Northwestern University Press, Ev-
anson, 2000.
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argue that headlines function semiotically in a particular way of
informing by sending and receiving messages. This process of
sending and receiving causes certain entropy while making the
meaning of the information open for the receiver and plays a role
in formation in this manner. It takes place by the ‘reading’ of the

headlines differently.

In the growing media industry, information creates a mi-
lieu that exists as a convincing space for transmission. For some,
it is totally convincing as it were, by taking for granted any in-
formation, whereas others perceive this milieu as a critical space
that produces the entropic temporal object. It occurs by promi-
nently questioning the role of knowledge and the information as
the unit of knowledge. It is the fuzzy nature of language which
gives rise to the information. Headlines consist of semantically
incomplete sentences and this incompleteness is the main point
of departure for further reading while encoding/decoding news.
In a critical manner provided by the work of the recent cultural

theory, by the word ‘reading’ I mean not only:

the capacity to identify and decode a certain number of signs,
but also the subjective capacity to put them into a creative re

lation between themselves and with other signs: a capacity
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which is, by itself, the condition for a complete awareness of

one’s total environment.*

Differently from some current tendencies in philosophy,
I also believe that any philosophical work needs to start from the
discursive element (despite its being correlational) to reveal the
meaning in the contaminated terrain of the use of the language.’
Philosophy, for this matter, is not only the possibility of the
thought to grasp the world in its exteriority and contingency but
also the philosopher's position. News headlines are what Husserl
called temporal objects and after him, Stiegler critically called

tertiary retention.® Temporal objects are formed in the flux of

4 Stuart Hall, “Encoding/Decoding”, in Media Studies: A Reader (edited by
Paul Morris and Sue Thornham) Edinburg University Press, Edinburg, 1996,
p- 58.

>Although I think the emergence of the new discourse in philosophy, namely
‘speculative realism’, (especially the work of Quentin Meilassoux), which
rejects the discourse as it is “correlational” is an important attempt to renew
philosophy's attitude, I disagree it's abandoning the discourse and the role
language plays in the political strategies, such as feminism or decolonisation
to give but two examples only, altogether to have a ‘direct access to things’.
This ‘naive realism’ is diminishing the militant role of philosophy and cul-
tural theory. However, interestingly enough, Meillassoux after abandoning
‘correlationalism’ altogether in his essay “After Finitude”, in another essay
recognizes the impossibility of escape from the ‘meaning’. See: Meilassoux,
“Iteration, Reiteration, Repetition: A speculative analysis of the meaningless
sign”, Archived October 19, 2013, at the Wayback Machine Freie Universitat
Berlin, April 20, 2012.

¢ I would like to point to the use of the concept of ‘a temporal object’ as
originated from ‘a continuous function’ a concept coined by Karl Weierstrass.
While studying mathematics with Weierstrass in 1878-1880 at the University
of Berlin, Husserl became interested in this concept. A continuous object is a
geometric object (topos) that functions continuously in space, in a topological
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time which coincides with the ‘montage-consciousness’. It plays
a significant role in the ‘industrial temporalization of the con-
sciousness’.” There is no doubt that headlines play a role in the
media’s control of the popular consciousness, although I don't
exclude the possibility of the liberating aspect of the situation.
In this situation, the use of a certain form of knowledge through
the articulation by the language produces a ‘pharmacological ef-
fect’, which produces both poison and remedy. From this angle,
the ‘headlines’ are interesting for the critique and the possible
re-articulation in their readability. With headlines, both the in-
telligible and the sensible fell into abeyance, into the position of

being without a situation like “Waiting for Godot”®

It is the media’s manner of turning away from the world
of intelligibility and sensibility by intelligent means that causes

the drying out of reason. However, in this drying out of the

continuum. For Husserl this continuous function is ‘now’ or ‘a temporal ob-
ject’.

7 Edmund Husserl coined the term ‘a temporal object’ to show that ‘the object
of inquiry’ (the intention of the consciousness directed towards objects of the
world) is a temporal state of the investigation itself. This temporal state cre-
ates the condition for the existence of a temporal object, which gives the
‘striking evidence’. The consciousness is the intention of the subject; the tem-
poral object is the intentionality of the world. This idea is developed by Ber-
nard Stiegler, who applies the notion of temporal objects to his critique of the
technical “industrial temporalization of the consciousness under the pressure
of hyper-industrialization”. Stiegler is critically engaged in the reading of
Husserl's notion of temporal objects. See: Bernard Stiegler, Technics and
Time 1, University of Stanford Press, 1998.

8 It is a reference to the title of the play by Samuel Beckett written in 1948.
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reason, the repairing of the reason may also be possible. When
we read headlines we encounter the absence of reason, which is
present in the immediacy and instantaneity which may be thrown
away or skipped as something too temporary, but it may also be
developed into a dramaturgy like in Orson Welles’s film “Citi-
zen Kane”.° My own artistic and philosophical interest emerged
from my analysis of this film which ended in the already above-
mentioned essay installation entitled Headlines etc. The instal-
lation addressed the narrative procedures of the global news and
the possibility of their giving rise to a dramaturgy differently

from the scenario of the media.

It takes courage to acknowledge that in a position of ‘be-
ing without’ the only possible articulation is the return inquiry
made into technics and these technics are always already full of
potential of forming a new language. As in a very radical philo-
sophical thesis by Stiegler to which I have repeatedly referred:
“technics precedes thought”.!® There is a possibility of making
any sense of the situation of the abeyance by retaining a new
mode of thinking from the language. I am not suggesting that
language should be taken as a basic inquiry as in Analytic phi-

losophy or its power of forming structures as in Continental

° Orson Welles’s Citizen Kane (1941) was the first film not only questioning
news domination through headlines but also a film made as headlines.
10 Stiegler, 1998.
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philosophy, but language as a technique explaining technics pre-
ceding thought and anticipating what may be remembered.
Technics should be understood as a kind of inoculation as it pro-
duces pharmacological effects further. Language is not only the
power to speak; it is also the power to explain. Partly because
language from the very beginning is the articulation of the col-
lective memory and this collective memory is ‘cut’ into the sub-
ject from the very early on when one starts to speak and in speak-
ing both the subject and the object are inseparably connected.
Like Althusser, who developed his notion of ideology inspired
by Lacan's theory, I believe that this particular aspect needs not
to be forgotten when one thinks of the interaction of the ‘private’
with the ‘public’. Through the collapse of the private with the
public the control itself is internalized and “subjects speak by
themselves”.!! Understanding the power of ideological control
through the language of the media is a step toward the liberation
of the subject. This understanding also includes that a singular
mark should also be repeatable and iterable as a mark because
any singular mark is an expression of multiple meanings. The

“grammatisation”, to use Stiegler's term, of retentions of

! Louis Althusser, “Ideology and Ideological State Apparatus” in Art in The-
ory, 1900-2000: an anthology of changing ideas (edited by Charles Harrison
and Paul Wood), Blackwell Publishing, 2002, p. 953.
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memory rearticulated in these multiple meanings is the task of

the ‘reading’.!?

‘Grammatisation’ is the ‘technical history of memory’,
in which hypomnesis intermittently reintroduces the constitution
of tension within anamnesis. Since industrialized memory may
be understood as a language, grammatisation is an act of re-ar-
ticulation of the missing dimension of time. The technical his-
tory of memory creates different levels or degrees of memory.
Because historically memory is exteriorized by different means
starting from ‘pictographic writing’ to the recent use of ‘emojis’
and grammatisation is their reclassification in the manner of lin-

guistics.

Through grammatisation, the reading of headlines fol-
lows the logic of inclusion/exclusion, but also the possibility of
becoming a part of the missing message in them. This creates
both the mimetic aspect of reading and the production of what
follows the imitation. This critical “mimodrama” is an important
act of becoming aware of the ‘secretive’ work of the ideology in

the media discourse.!* Historically, after their first appearance in

12 Bernard Stiegler explains his notion of ‘grammatisation’ and its role in the
technical history of memory. See: Bernard Stiegler: “Memory”, in Critical
Terms for Media studies, (edited by W. J. T. Mitchell and Mark Hansen), The
University of Chicago Press, 2010, pp. 64-87.

13 Jacques Derrida , 4 Derrida Reader, Between the Blinds (edited by Peggy
Kamuf), Columbia University Press, 1991, p. 172.
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newspapers, headlines were adopted by artists of the early avant-
garde. Soon after this and in its turn, the news media adopted the
artistic element to expand its “palette” by bringing the aesthetic
dimension into the political space of headlines. It is where “the
aestheticization of politics” starts, which was noticed by Benja-

min immediately.'*

Early 20th-century art, like cubist paintings or Dadaist
collages, for instance, used headlines to show the articulation of
public news in the realm of the individual experience. Headlines
appropriated this act for its insight, which demonstrated a com-
plete collapse of the individual into the experience of the collec-
tive or rather popular consciousness, where ideology is inscribed
in every single person's experience. This experience of ‘the
shock of the news’ is the retention of the ‘shock of the new’
which was once told about contemporary art.!” In decoding
headlines, language helps to get a clearer idea of the real func-
tion of the media, which today plays the role of hegemony by

rapidly substituting and influencing arts.

14 Walter Benjamin, /lluminations, Pimlico, 1999, p. 234.

15 The Shock of the New is a 1980 documentary television series written and
presented by Robert Hughes and produced by the BBC. The book of the series
was published in 1980 by the BBC under the title The Shock of the New: Art
and the Century of Change. It was republished in 1991 by Thames and Hud-
son.
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Art often imitates the act of the media to appear in head-
lines. Media borrows from art, literature, and philosophy's most
radical structures by carefully avoiding their critical context. For
example, semiotics, which initially came into existence for the
critical reading of arts by radical thinkers, became the basic lan-
guage of the media. It does, of course, make the question of un-
derstanding even more complex, yet possible. By taking com-
plexity as a reality of our times this possibility is both a chance
and a choice to avoid the globalised control over desires of the
population. It is the definition of the regime of computation
(complexity to complexity) defined by N. Katherine Hayles as
an alternative to classical metaphysics (simplicity to complex-
ity).'® This complexity disorients on the one hand and directs
towards the encoding/decoding on the other. While encountering
news headlines, each time there is a need to make inquiries into
the nature of the work itself and to understand the ideological

basis of the media as a work.

Headlines connect our everyday experience of reality to
events through our gadgets and devices. In this world of hyper-
traveling and being constantly connected to a stream of images,

the world itself is available as news headlines. This makes our

16 N. Katherine Hayles, My Mother was a Computer: Digital Subjects and
Literary Texts, The University of Chicago Press, Chicago, 2005, p. 15.
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planet look like an assemblage. For a contemporary person, who
lives in the era of the Image, headlines provide a compressed
image of events. These compressed images develop into fet-
ishized forms of subjectivity that find their basis in geographical,
cultural, and identity-oriented stereotypes carefully coded in
headlines. Headlines contain cyphers and codes of what took
place in short sentences or even better to say, after Ranciere, in
“sentence-images”.!” These “sentence-images” not only inform
people, but they also immediately return them, to the primal im-
pulse. This return is not straightforward - it may create a clear
answer for some or a jigsaw puzzle for many. And according to

Montagne images exist in the same way:

We do not move in one direction rather we do wander back
and forth, turning now this way and now that. We go back on

our tracks (...). '8
Tarkovsky reflecting on that thought of Montaigne said:

This thought reminds me about something I thought of in con-
nection with flying saucers, humanoids, and the remains of

unbelievably advanced technology found in some ancient ru-

17 Jacques Ranciere. The Future of the Image (translated by Gregory Elliot),
Verso, London, 2009.

18 Michel de Montaigne quoted in Andrey Tarkovsky, Sculpting in Time. Re-
flections on Cinema (translated by Kitty Hunter-Blair), University of Texas
Press, Austin, 1998.
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ins. They write about aliens, but I think that in these phenom-
ena we are confronting ourselves; that is our future, our de-

scendants who travel in time."”

After technics give rise to thought a certain idea of reality
first emerges in the brain and is then projected to the outside,
absorbed in memory, memorised in images, and then projected
back as they are recorded by technology. This is how reality is
produced by non-real means and defined as trans-human and
constantly migrating in different directions as in news headlines.
In headlines that form the ‘sentence—image’, one event precedes
another while what follows unexpectedly disrupts what came be-
fore. Reality is replaced by carefully coded sentence-images and
headlines that contain traces of events that have happened or that

will never happen.

Any headline is a hyper-real simulation of the popula-
tion's fantasy of the lost art, which directly speaks to the viewer
without any commentary. Headlines themselves are commen-
taries. On the one hand, commentaries offer an alternative to

mainstream brainwashing, but on the other hand:

(...) commentary is the world’s greatest superpower: one

crumbles under statements of intent, diplomatic analyses, and

1% Andrey Tarkovsky, Sculpting in Time. Reflections on Cinema (translated
by Kitty Hunter-Blair), University of Texas Press, Austin, 1998.
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interpretive biographies. Commentary has become a sort of
star personality. But it is also a tremendous force of
intimidation and standardization: Comment (faire) are - How

(to make) silent - that which escapes preset ideas.?’

In this sense, headlines are programmed. In the age of
globalisation, it is the common feature of any work; programs
have replaced the ‘subject/object’ dichotomy with temporal ob-
jects, which industrialises consciousness. What one needs is to
learn to “read” them, to understand the ambiguity of headlines
and the possibility of turning them into one's repertoire by gram-
matising. In his short text entitled The Biography of an Object
the Russian/Soviet futurist writer Sergey Tretyakov very con-
vincingly described how objects enter into subjects and create
some sort of mutual readability.>! His ideas emerged as part of
the so-called ‘war with the novel” by opposing the photographic
narrative against the narrative of the novel. For the early avant-
garde novels were rejected as psychological machines in which
subjectivity and affect prevail at the expense of objects and ob-

jectivity. As Tretyakov writes, “in the novel, the leading hero

20 Godard, Jean—Luc: “On September 11", http://kinoslang.blog-
spot.com/2009/03/godard-on-september-11th_18.html

2! The text is based on the talk given in Germany in 1931, where Sergey
Tretyakov came at the invitation of his friend Bertolt Brecht. Walter Benja-
min was present in this lecture, who later quoted Tretyakov in his famous
essay “The Author as Producer” in Walter Benjamin, ///uminations, Pimlico,
1999.
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devours and subjectivizes all reality”. > However, the biography

of the object is a powerful alternative method. In this method:

(...) not the person moving through a system of objects, but
the object proceeding through the system of people—for lit-
erature this is the methodological device that seems to us more
progressive than those of classical belles lettres. There is,
however, something more important here than genre and plot,
and that is the question of what is enabled by the new object-

focused approach.?

By telling an object’s story one discovers social relations
which are hidden behind its production and consumption. It
makes the biography of the object look like a new type of narra-
tive in which the story of an object becomes the story of the peo-
ple who made it, providing a cross-section of the social relations
that shaped them. The biography of the object has an extraordi-
nary capacity to incorporate human material. Subjects come into
contact with the object through their social aspects and produc-
tion skills, where “people's individual and distinctive character-

istics are no longer relevant”.?*

22 Sergei Tretyakov, “The Biography of the Object”, October, 118 / Fall 2006,
pp. 57-62.

2 Ibid.

24 Ibid., pp. 57-62.
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Written in the early period of the Soviet Republic, this
committed revolutionary writer without realizing it himself pre-
dicts the dominating power of the media, which forms its lan-
guage or rather linguistics where ‘people’s individual and dis-
tinctive characteristics are no longer relevant’. Headlines are
such a ‘linguistic’ category and this linguistics doesn’t’ need
grammar for this reason, headlines are semantically open sen-
tences. This “openness” convinces some as a liberal approach
but poses serious questions for others. For those who want to
escape being controlled, certain meta-linguistics, like gramma-
tisation are necessary to “complete” these semantically incom-
plete sentences to avoid being dominated by the message of the
media. In the above-mentioned text, while giving the privilege
to re-production for its potential of further individuation, Tretya-
kov, in the manner of his time, wanted to cut off with the past.
Inspired by this text of Tretyakov, but engaged with the question
of the re-production in a pharmacological sense, (i.e. poison as
a remedy) Walter Benjamin pays attention to the importance of
captions accompanied by pictures as headlines already in the late
19th century, while problematising the disruption in the auton-
omy of the sign. Captions were made to entertain audiences by
telling them “real” stories on the one hand and to control the

popular consciousness on the other:
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(...) at the same time, picture magazines begin to put up sign
posts for the viewer, right ones or wrong ones no matter. For

the first time captions have become obligatory.?

These captions, which are headlines today, don’t need to

be added to any image and can be made as text only.

Because the fiction created by the media is so convincing
most of the time it remains unquestionable for the “post-truth”
world of headlines. By adopting the fiction for the media’s
‘truth’ and through regular repetitions the fiction has entered into
the lives of individuals. Fiction has replaced the ‘real’ and there
is no need to see the real in pictures, which is usually the evi-
dence of time. Headlines consisting of sentences absorbed the
image-ness of the image and became sentence images. Every im-
age 1s ‘sentence-image’ and image-text, but every text, in the
same manner, is an image. This inter-textual reversal makes sen-
tence-image work as indices. The sentence-image is the index,
which contains memory and the discursive reading of memory

by grammatisation may become an alternative language.

By turning the information into the habit of everyday life
headlines become a technical image of the information. Decod-

ing what is encoded in them with the mastery of a code breaker

25 Walter Benjamin , llluminations, Pimlico, 1999: 220.
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brings together the obvious with the peculiar while clinging to
the fragment, into a single sentence or sentence- image. Reading
is clinging to the fragment and influences these sentences one
upon another, which will translate the untranslatable into one's
repertoire with a little return, a ritornelle, which makes a big dif-
ference through the degrees of memory.?® The reading of head-
lines depends on the degree of memory or different levels of re-
membering and forgetting. One needs to remember that “media
as a technology systematically orders memories”.?” This order-
ing doesn’t end in the complete closure, because the notion of
what Derrida called ‘difference’ persists.?® Differing and defer-
ral of the event of ‘reading’ work differently depending on the
degree of memory. These readings provide different reproduc-
tions. Reproductions, where ‘re’ is imitation whereas ‘produc-
tion’ 1s an open work, provide for the possibility of elaboration

differently from their use in the news media.

Sentence-images are remnants of time and they are imi-
tations as an elaboration of the missing dimension of time. This

dimension of time may be discovered elsewhere and the

26 Ritournelle is the term borrowed from Deleuze and Guattari. See: Giles
Deleuze and Felix Guattari, 4 Thousand Plateaus (translated by Robert Hur-
ley; Mark Seem; Helen R. Lane), Minneapolis, University of Minnesota
Press, 1987.

27 Stiegler, 2010, pp. 64-87.

28 Jacques Derrida, A Derrida Reader; Between the Blinds (edited by Peggy
Kamuf), Columbia University Press, 1991.
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ideological space of the news headlines is no exception. Head-
lines are imitations of the remnants of images. While substitut-
ing the memory of images in people’s minds, news headlines
offer a sentence - image which plays the role of the ‘remember-
ing of the things past’ in the Proustian manner. In the same man-
ner and to escape the oblivion to encode/decode these headlines
is the potential for every individual, who wants to understand the
‘essence’ of the news. The amalgamation of images of the media
with images of art, a natural language with the media language
gives rise to a perceptual exchange, which is a symbolic ex-
change of mutual imitations. With the ubiquitous use of technol-

ogies, any perceptual exchange is imitational.

Here degrees of memory, in other words, remembering
and forgetting, blindly believing and ambivalently forgetting re-
sist any form of control, while leaving a choice for the desiring
individual to become a personal editor of headlines while acting
out of the technique of derushage as a mechanism of imitation.
Adopted from the process of the montage in the post-production
process, derushage (rushes of the video), as it is articulated in
the work of Bernard Stiegler, is a possibility to remember the

initial meaning of the information and make a sense of what is
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t.2% Text is a

discovered at the beginning and the certain endpoin
great piece of the ‘derushage’ which demonstrates how the read-
ing of the text is writing at the same time, which means to read
another author means to translate it into one's repertoire. It takes
place at the point of the temporary disuse of the language by the
media. This aspect is crucial to ‘reading headlines’. Reading like
writing is imitation. Imitation enters into the participation of the

one in the other, as ‘a part of which is not part’. 3°

After the certain experience of gaining knowledge of the
ideology while recalling the “news”, which motivates the sub-
ject's imagination, the act of reading instigates a double reversal
and dispersal of binary codes. In this reversal, the proliferation
of codes gives rise to the distinction between the internal and
external, between incompetence and expertise. Waiting for
something to take place, by receiving the meaning affirms the
immediate presence of the absent. But this absence is “transmit-
ted” in the figure of the distance, the dashes, and the dots of the
information coded in the news. One is waiting to discover the

message, which may be decoded or not and this expectation is

2 Bernard Stiegler, Technics and Time 3: Cinematic Time and the Question
of Malaise (translated by Stephen Baker), Stanford, California, 2011, p. 27.
30 Jacques Ranciere, The Distribution of the Sensible: Aesthetics and Politics
(translated by Gabriel Rockhill), Continuum, London and New York, 2005.
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the return to the meaning that has gone missing together with the

media’s tendency to exclude.

The possible reading of situations and ideas implicit in
the media’s work and articulated in headlines. In this reading,
the headline is iterable as a mark, because any singular mark is
an expression of multiple meanings. This multiplicity of mean-
ings creates a great economy of reducing the mark to a singular-
ity but also to many different forms. It is also because if there is
any singularity, it is the singularity made at the expense of the
forced signification for instant use only. This is what Husserl
called an “incomplete signification”. 3! After the use, this singu-
lar mark becomes empty and open to many different interpreta-
tions and speculations. But there is another important thing
which makes the act of reading very unusual. It is the ambivalent
imitation, a mimodrama, which helps to engage with the text
fully without any linguistic prejudice. It is overcoming the limit
of the language itself, which has emerged at the limits of the
speech, which precedes it. In this transgression, a shift from the
language to a meta-language is acting—out by grammatising, by
becoming fully aware of the ‘real’ meaning of the message of

the ideology. In other words, it is an act of the discovery of the

31 Jacques Derrida, A Derrida Reader; Between the Blinds (edited by Peggy
Kamuf), Columbia University Press, 1991. p. 190.
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missing dimension of time, a ritournelle, a little return that

makes a big difference.

Similarly, the reading of headlines through the double
negation while bringing into the negative space of media a pos-
itive dialectical engagement through the pharmacological effect
repairs the lack. The lack is in a total disengagement which al-
ienates subjects distancing away from any sort of politics. The
danger is that by doing so one becomes the subject of the control
by the dominant politics. To escape this and to seize control of
the self is the ritournelle at the abeyance; where disused lan-
guage can be repaired by another reading. This possibility is the
aleatory power created initially in the split between the speech
and language, between the word and context, and emerges in the

cut between the word and the image.

The ‘cut’ is elaborated by technology for the transmis-
sion of news headlines in the distance. It is elaborated by the
‘editors’ interference by ‘cutting and mixing’. This aleatory
power makes possible the distant reading of the media message
with critique and pleasure. The missing dimension of time
brought back into its ‘missing place’ doesn't signify anything,
simply replaces a lack. A lack of negativity resided in the affirm-

ative power of the ‘accepting” which replaces the negative. But
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this replacement itself is memory brought to another level. This

level is the level of liberation from confusion, because:

(...) the imitation (...) has always already interrupted natural
plentitude, that having to be a discourse; it has always already

broached presence in difference.?

The suspended meaning is further re-articulated in the
act of reading headlines as the switchboard connecting different
times and places through the quotations, which reduces prolifer-
ated meanings to its scheme. In this “scheme”, the information
itself becomes generic. The world is schematically presented as
a wash of messages and every living thing is a unique signal.
Meaning is an intricate switchboard, a path for passing signals
back and forth. By its nature meaning is altering any perspective
which it confronts and simultaneously changing its perspective.
At the same time, the meaning also makes a shift by transform-
ing the exchange based on the production into the production
regulated by the exchange. At this point the meaning doesn't
think or judge, it restricts itself to giving an exchange a new
form. The subject and object collide and the collision becomes
the hegemonic force articulating differences in the syntax of eve-

ryday reality through incomplete sentences, which gives rise to

32 Jacques Derrida, A Derrida Reader; Between the Blinds (edited by Peggy
Kamuf), Columbia University Press, 1991.
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its readability. Reading as technique precedes thought taking
place in the abeyance of the technologized image of the infor-

mation.

Thought is the missing dimension of time, which is in-
separable from the technics and the emergence of thought is an
event of discovery. While reading headlines, one is awaiting the
arrival of the event, which may be accepted as a double negation.
Accepting the news, while discovering the potentially readable
content, and accepting, as far as it is reading between the lines,
make the news readable differently from the message which
dominates the reader. This affirmation resists the dominance of
the media, for the sake of the discovery of the missing dimension

of time and its further grammatisation.

This act, in Hegel’s above-quoted words, “orients one’s
attitude toward the world (...) by what the world is”.>* One can
know only what one can make by acting out, in which making
and thinking are inseparable parts of the grammatisation. Gram-
matisation of what is gone missing as the act of reading while
encoding/decoding headlines, which takes backwards and for-
ward from the banal space of the media to the amalgamation of

different degrees of memory is the elaboration of the lack.

33 Hegel, 2000.
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Reading headlines is the fuzzy ontology, which privileges in-
completeness as the condition of one’s own making differently
from the media’s imposition of its “perfection” in the natural

state of incompleteness.

2019-2024, Venice/London
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HAMECTO IIOI'OBOP

... 1 Koza sojuuuku Ke 3acmaname o4 6 ouu
HeKka buoam epemurba Ko2a jueepom ce cooupa
00 cmpae 3apaou 6e4HOCMA

koja Tajnuom Kne3 6u Hu ja oan.

Ywme camo nogecmomo nHa mpakom

menama oa Hu 2u Cnou

HO Oywume 0a He eu npuoasu

KaKo npeume Mauurba.

3opan Credanosuk, Crogencku Opghej

Hamara emgumuja ,,CnoBercku Opdej e BocTaHOBEHA
criope] uctonMeHara apama Ha 3opaH CtedaHOBUK, CPIICKU U
OaNKaHCKM MUcaTrel, W3/1aBad U MeryHapoJieH KyJITYpeH aKTH-
BucT. Jpamara ,,CnoBencku Opdej“ mpepacHa BO XHUT-TIPET-
cTaBa mnpausBezeHa Bo 1992 romumna. Bo Taa, Beke KynTHa
Jpama, IpEeBHUOT OaJIKaHCKH MUT € IPOTOJIKYBaH CO Ja3UKOT Ha
reoIoJINTUKATA, CIOBEHCKUTE 00pean U Hay4yHaTa (paHTacTHKa
U Taa ce CMeTa 3a €JIeH O] MPBUTE MU3JIaHOIM Ha MOCT]yrocio-
BEHCKHMOT Tearap U ApaMa Ha 3anajacH bankas.

[IpBoTo KOMO oOx KHWXHATA eaunuja ,,CIOBEHCKH
Opdej“ ce mojaBu ox 2012 mo 2014 roauHa W TOTaIl M3JIETOA
kauru o Tpojua atopu (3. CredanosBuk, C. Haces, b.
JlpaikoBuK).

3a Taa mpuroja, Toral KOH MaKeIOHCKOTO M3/IaHue Ha
,Cinosercku Opdej, Touno npen 10 rogunu, 3opan Creda-
HOBUK Ke Hamumie: ,Ja mmaB Taa cpeka yImiTe OJ CBOJOT
3aponutn, Crnosencku Opgpej na 6ume IpUpOIEH JeN O] MaKe-
JOHCKaTa KynTypa. Hekaze TekctoT Oere cakan v moTpedeH, a
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Ha TOa OraHye Ce Orpea U HErOBUOT Iucaresl. 3aT0a TPAaKUCKOTO
Bpakame 1oj CTpMHMHHMTEe Ha benacuma, Ha OperoBure Ha
Hojpan, Bapnap u Oxpun, Makap 1 BO OOJUK HA KHHTA, MPET-
CTaByBa Bpakame KOH Kykara. Tamy kaje IITO KOIlHeeMe Ja
OoumeMe Iypu UM BO BPEMHIbATa KOra IJIaBU CE€ OTKHHYBaaT, a
IUTEpOT ce cobupa.

OBoj mar, kako Jea OJ MPOrpaMCKHUTE OmNpenesidn Ha
3IpyKEHUETO 3a KyATypa M YMETHOCT ,,Actepdect ¢uim
decTuBan®, ce omIy4yuBME 3a BO30OHOBYBam€ Ha EAHIIMjaTa
,CrnoBercku Opdej* co BTOpo KOJI0, BO YHJIITO COCTaB BJICTY-
BaaT kuurure: ,Edexkror Ha memepytkara“ ox bopo par-
KOBHK, ,,Manuot Ejond* ox Xenpuk M063eH u oBaa, 1Boja3nyHa,
,,HacrnoBuTe kako xueporiudceku 3anucu’ oa 3ejraM A3u30B.

skoksk

Kuwurarta na 3ejram A3uzoB ,,HacrnoBute xako xuepo-
MIQCKH 3aMUCH € TOO0NT €Cej-CTyArja U MPETCTaByBa CBOE-
BUJIHA eKCIUTMKAIMja KOH HeroBara MyJITUMEIUjajIHa WHCTaja-
1Mja npercraBeHa Ha buenanero Bo Benenuja Bo 2019 roguna.
OBa e uHTepecHa Hjeja Ha aBTOPOT IMPEKY KaHPOT Ha eceHc-
THUYKa MHCTANAIKja Ja IPETCTaBu JBa (PUIMa, CO TEKCT Ha SHJI
U CIIMKU OJ1 COLIMjATHUTE METUYMH, IPOTKAaeHa CO UCKYCTBA OJ1
¢unoszopujara, ymernocra u puiamot. [Ipeky HacioBuTe U Bec-
TUTE, MOXKE Jla ce pa3BHe Iena enHa japamarypruja. Cropen
3aMuCIIaTa Ha aBTOPOT, THE C€ HApPEIEeHH TaKa IITO COYMHYBAaT
(UIMCKO cLieHapuo.

Wucnupupan on ¢punmot Ha Opcon Benc [ paranunom
Kejn, kane mITo HACIOBUTE UTpaAT KIIy4Ha yJiora BO J€jCTBUETO,
A3H30B HU TO OTKpHBA 3HAUYECHETO Ha HACIIOBUTE KaKo U3BOp Ha
uH(popMalrja, HO ¥ KaKO MO>KHOCT 32 CO3/1aBamb-€ Ha MpHKa3Ha.
Tue TakanapeuyeHH ,,XUeporIMPCKU 3amucu’, cropes A3u30B,
ce u ,,(hopMmyIa Ha 3HaeHETO . HacIoBOT conpsku mpBUYHA BECT,
ce pa3bupa — KOJIKy TOCEH3allMOHAIHA TOJKY 1mofaoopo. Onarat-
HYBambETO Ha THE ,,XHUEePOTrTU(PCKHU 3aHUCU " UMa T0JIEMO CUMOO-
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TUYKO U prst030CcKO 3HAUCHE. 3HAKOT U CIIMKATA, MUIIAHOTO U
BU3YEIHOTO, 3a€HO rpafar npukaszHa. Camu 1o cebe, Hacio-
BUTE CO3/[aBaaT CJIMKA U MHIIYBaaT HOBU NpUKa3HU. Bo camure
HACJIOBH KaKoO J1a C€ COAP KM HEKaKBa MHUIIHM]jaTHA TIPUBIICYHOCT.
HacnoBute ce HELEIOCHH PEYSHUIN KOM HaBelyBaaT KOH IMOHa-
TaMOIIHO YUTamke Ha Becta. DakT e JieKka CeKoj MmpuMad pas-
JIMYHO TH YUTa BECTUTE. 32 OHME KOM 3HAaT Ja ,,4UTaaT rmomery
peIoBU*, BeCTa MOJKe 1a OHJIe HEHITO IoBeke 01 00n4Ha nHpop-
Maryja 1 MO>)KHOCT 32 OTBOPame Ha KPUTHYKH IIPOCTOP. 3eMajKH
rO TPEABH]l CEMHUOTHYKHOT KOHTEKCT Ha Mpakame U MPUMambe
nopaku, A3u30B ro ynorpedyBa TepMuHOT Ha CTHIIIEp ,,rpaMa-
TUKaJIM3anMja Koj ymaTryBa Ha JIMHTBHCTHYKAaTa MPOMEHA Ha
JA3UKOT HU3 BpEeMeTO. A3M30B 3a0eiexyBa JeKa He caMo IITO Ce
MEHYBa ja3UKOT TYKy CE€ MEHYBaaT W JIOTUKATa, MHCJICHETO,
3HACHETO, UCTAKHYBAJKU ja M OIUCKOCTa Ha MUKTOTPadCKOTO
MUCMO ¥ JICHEITHOTO MUIIYBakbe CO YIOTpeda Ha eMOIIH.

[IpaBejku eneH aHANIUTUYKA W HCTOPUCKU TMPETJen,
A3HU30B MHUIIIYBa 32 MPBHYHOTO KOPUCTECHE HA HACIOBUTE O]
YMETHUIIUTE, 3a J1a Oujie T0Toa YMETHOCTa CKOPUCTEHA BO ja-
3UKOT Ha MOJINTUKATA, CO IITO, criopes beHyiamuH, HacTaHyBa
,,€CTeTH3allija Ha TOMTUTHKATA .

[TopakuTe coapkaHM BO HAcJIOBUTE IITO Ce€ Ipakaar
NpeKy MeIuyMuTe, cropen A3W3oB, ,Wrpaar ylora Ha
(bapmakosioruja, OTPOBEH JIEK, UICTOBPEMEHO MePejKU MO3OIH U
OTBOpajku ouM‘‘. J[eHEeNTHHOT YOBEK 3apOOCH BO KaHIIUTE Ha
COLIMjaJIHUTE MEJMYMH YEeCTONIATH C€ MpallyBa: Jajiu nHpopma-
1[MjaTa Koja HU ce Tulacupa HE BOAM KOH CO3HaHUE WK 3a0iyaa?
Jlany HU TWM OTBOpa WJIM HU T'W 3arBopa ouurte? Jlanu HU ro
3aTMaTyBa WIM HU TO MPOYHCTYBa MO30KOT? Bo TO] HammuB ox
(me3)undopmanuu, mrTo O OmiIo BUCTHHA, a mTo jdara? Ciuy-
XKeJKU ce CO Ja3uKOT Ha ¢apmakojiorujata, A3M30B, UCTO TaKa,
ce IpallyBa Jajliu Toa € ,,0TpOB* Wi ,Jiek*. Jlamu HHue Kako
CEKOJTHEBHH KOHCYMEHTH Ha COITH]jaTHUTE MPEXKH HE CME CEKOj-
JTHEBHO MCKYIITYBaHU Ja ja 3eMeMe CBOjaTa 03a Ha ,,0TPOB*‘ WK
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,J1eK“? Tyka ce 0TBOpa U rojemara 3ajadya Ha TBOPELOT Ha THE
MOpaKu KOW CEKOjIHEBHO Ce Mpakaar J0 KOHCYMEHTHTE, J1a ce
dbopmupa jaBHO Muciewe. Ho He camo 1a ce ocTaBu Tpara Ha
WHGOPMHUPAHOCT TYKY M Ha HEKAKBO 3HACHE, 3allITO KAKO IITO
Benu A3U30B, ,,iHPOpMaIIUTE ce (OpMYyJIa 32 3HACHETO .

Bo takBara excnan3uja Ha HHGOPMAIUH TUTACUPAHH O
MEINyMHTE, CIIOpell A3HM30B, CE CO3/1aBa CBOCBHIHATA ,,XHUIICP-
peanina riobamHa xucrepuja“. Tyka e u 3abyHarta Koja ce
CO3JlaBa CO MIUPEHETO HA BECTHTE MPEKY COIMjaTHUTE MEIH-
ymu. Yecronatu He 3HaeMe MITO € (HUKIM]ja, a IITO PEATHOCT.
OxaroBopHocTa € JIOTOJIKY IOrojieMa 3aroa IITO BECTHTE ja
rpajat KoOJCKTHMBHAaTa MeMmopHja. UuTameTro W HHTEepIpeTa-
[[MjaTa Ha HACIIOBUTE BOJIM KOH JICKOJHMPAkhE Ha 3HAYCHETO, HO
M KOH PENnpoyKIMja, UMHUTAIMja, MAMETHYHOCT WJIA MHMO-
npama. CUTHaIMTE KOM CE BOCIIPHEMAaT, BO CEKOj Ciydaj, HE
BOJIaT KOH Hajpa3InYHM JOKUBYBamba U 0CO3HABaha Ha CBETOT
— MpeJ Hac U OKOJIy Hac.

Coduja TpendoBcka,

ypeoHnux na eouyujama ,, Cnosencku Opghej

Jynu 2024
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Knwura 6p. 6
Enunuja ,,Cnosencku Opdej*

(BTOpO KOJIO)
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