Kada je sve, $to se nazivalo wmetnosin, posials
kel fotografija fe upalila svetiliku sa hilfadu vostani-
ca | rastepena Je papiv oserliiv na svetlo O fere crrodu
nekilt upoirebnil predmeta. On je orkrio domasaj nefnog,
netaknitag bliesta, kel fe i vainii od svin konsielaci-
Jarna kofimag se se wopajale ofi

Tristcen Tzere, 1022,

Prve fotografije, dagerotipije, bile su jodirane srebme
plode osverljene u tamnoj komord, 1 kao takve hile su
unikati. Zbog materijala, komplikovanost procesa, kao i
unikutnosti, ove plofe su bile tretirane s velikom
PaEnjom, imale su svoju visoku cenu, a njibovi prvi vias-
nici pobranjivali su ih u kutije v kejima su se inade
Cuvale neke druge dragocenosti il poschno vaini pred-
meti, Od tog vremena status [olografije otifan je u sasvim
supretmm praven: ona o postala znak ca mehanicke
reprodukedje, za gubitak unikatnosti 1 aure, i svoju ,vred-
nost™ je bazirals na onome $to je Walter Benjamin nazi-
vao izlozbenom vrednoféu umetnidkog dela. Tsto tako
shemijska”, tehnolofka strana nastajanja fotogralije
postajala je skrivena v odnosu na fotagrafiju kao | vemu
reprodukeiju® Keja je u stvarl sledila (odnosno
potvrdivala) zakonitosti dvodimenzionalne predsiave
prostora negovane o slikarstva jod od renesanse. Takode,
fotografija se konadno artikulisala kae papir, dokument, i
pohranjivala se na nadin primeren svakom relevaninom
listu hartije.

Lana Vasiljevié nije fotograf, ali imkorporacija
lotogratija, kao i drugih dokumenata™ kao o su knjige
ili arhitekionski tlocrtl, u njene skulpture i objekie (kao i
erlee) govorl Kolike o upisivanju dvodimenzionalne
predstave (hilo du je rei o slikama, slovima, dijagramima
ili muzidkim notama) u abgeke, toliko § konkretno o pre-
poanavanju znadenja u samaj prirodi lotografskih pred-
slava, najéedée portretnih, zarad sopstvene umetnicke
psiho-arheologije. Kao §o Roland Barthes u svojoj
poslednjo) knjizi, Camera Lucida, opisuje mukotrpan
pokuda) pronalafenja prave” [otografije svoje majke -
ne zadvvoljavajudi se Godardevom opaskom da ne pos-
tofi prava” fotogralijs veé , samo” folografija - skulpture
Lane Vasiljevié pronalaze .pravi™ nadin pohranjivanja
fotogralija i drugih dokumenata koje umetnica prepozna-
Ju kao Jndeksne” za soptvenn memaoriju i emocionaln
ulog, Nalik prvim dagerotipijama, 1zabranim fotogralija-
ma i dekumentima dodaje se objektnost, kao S0 i one
daruju image™ nemom materijalu. U seriji forografija ix

Wihen all that way tevied avt became fragile, pho-
tagrapdiy I lamip of o thowsand candies and, oradua!
Ty, paper sensitive to light absorbed the Sackness af
some abjects of everyday use. It vevealed the reael af the
gentle, fmacalate flash which way more fmpoctant tan
all e comstellations on whivh the eves feasied.

Trisian Tzarg, 1522

The first phetographs, daguerreotypes. where iodised
silver plates exposad in a durk chamber, and were thus
unique, Because of the material, the comples process and
the fact that they were one-of-a-kind, these plates were
treated with great care and were very expensive, so their
first owners Kepl them in boxes in which other valuables
or particularly significant objects were stored. Since
those limes, the status of photographs bas moved in the
opposite direction: they have become a sign of mechani-
cal reproduction, of loss of unigueness and aura, and
based their “value® on what Walter Benjamin called the
exhibition value of the work of art, At the same time, the
“chemical™, teehnological side of a photograph’s creation
was celipsed by photograph as “faithful reproduction”
which, in fact, followed {or confirmed} the 1aws of the
two-dimensional representation of space used o art sinee
the Renaissance, Also, the photograph was linally articy-
lated as a piece ol paper, o document, and was stored 1o a
manner filling W every relevant picee of paper.

Luna Vasiljevid is not a photographer, but the incor-
poration of photographs and other “docurments”, such as
books or architectural ground plans, into her sculptures
and objects (as well as her drvwings) speaks of both
mseription of the two-dimensional representation into te
object (regardless if these be images, letters, diagrams or
music notes), and of concrete recognition of meaning in
lhe very nature o photographic representations, mostly
portraits, lor purposes of personal artistic psycho-archag-
ology. As Roland Barthes describes in his lutest ook,
Camera Lucida, his search for the “right™ photagraph of
his mother - not being content with Godard's remark that
there 15 no “right” photograph, but “merely™ photograph
- thus the sculplures of Lana Vasiljevié find the “right
way of stering photographs and other documents which
the arlist recognises as indexes of her own memory and
emational investment. Like in the (it daguerreotypes,
objectness is added to the photographs and documents,
justas they give “image™ 1o the silent material. In a series
of photographs from the artist’s childhood., the key is cre-



detingstva umetnice, sivara se kljod za mzumevanje
ovikvos postupka, koji se na pred posled dila kao vrlo
Widan™ 1 dntimistidan™, @ stvarl je krajnje Lzlofhen®,
jer s enada) stavlja na prezeninost, komunikativnost i
formalizaciji intime, Tako ée jedna retka knjiga pohiran-
jena” uo poluprozirnom  wvosku, biti stavljenja van
upotrebe, ali ¢e bitt saduvana kao predmet i poseati pil-
low hook™ (St je i onaedy ada), predmet koji posraduje
izmedu budnog stanja 1 sna, predmet koji govon o sig:
wrnesl detingstva 1o lataloom prekido sa imaginarnim,
Nargvno, mede radovima Lane Vasiljevié fma i onib koji
kaji upuduju oa Sire kulwrne reference, ali iz ugla njihove
waglobljenosti o pitanja lidnog identiteta, Tako su se i
fotoarafije/porreti Virginie Wooll nadle  pohranjene
medu ansparentim staklima otvarajudi se kao lepora
relerenct koje mede da .mapira™ portret avtorks
Sopstvene sobe, ukljudujud 1 oodnos prema nervnem
oboljenju 1 samoubistvu, Pohranjivanjem 1 ohjek-
Uvieacijom™ liéoih 1 %cb kolwenih referenci Lana
Wasiljevié identifikuje jedno mogude poreklo sopstvenog
umetnickog izraza.

Dakle, mumna iovesticija v objekt, ovde
pokazana w vide upisivanja reproduktivoib elemenata
uglavnom v .meko™ ali Gesto 1 prozimo thive  apsitakt-
nih™ rodimenzicnalnib objekata, ispostavlja se ne samo
kao potvrds Frendovor rasumevanja umelnichkog prod-
meta v koje WJa® investira iénu emociju, ved i kao upudi-
vinje na sam objekt kao medijator psihickih relacija o
demu je u svoje wvreme raspravljuly psihoanaliicarka
Melanie Klein, a pod njenim uticajem i istorican umet-
nosti kao $o je Adeian Stokes. lake je referenca, pohran-
jena u formi Vasiljevickindh ohjekala, ta koja jo pred-
stavljadka i za koju se direkio vezujemo, i forma njenih
objekata jo na svoj nadio peedstavljadka” kao mode] upi-
sivanja nesvesnog u skulptorski medij. Adrian Stokes jo
razlikovao dvojak odnos prema umemifkom objekiu:
LMad odnos prema svim objekiima Sini mi se da se moZe
opisati u skladu sa dvema ekstremnim formama, jedno jo
veoma jaka wentifikacija sa objektom, bilo projektivna
ili ntroveering, pri kojo] se gubt barijera izmedu ja®™ i
WhE-t a drugo je Jrgoving® samodivoliniom @ oneeayis-
i objektom koji je nadohvat ruke ... vmetnicko delo jz
par excellence samodovoljni objekt koliko 1 predstavlja
konfiguraciju koju apsorbujemo ili kajoj se predajema
kao manipulator.” Objekti Lane Vasiljevié investirani su
kako wy pomod procesa projekeije tako U intovercije,
doZivljenih kao jedan te st proces o kom se paralelno
projekiuju stanja nesvesnog, u vidu upisivanja predsav]-
Jadkib/narativnih referencd (lologralija, knjiga, simbola,

ated o understanding this procedure, which at (irsl seems
“personal” and “intimist®, while actually being very
“exhibition-orienied”, as the stress 15 on the presentness,
the commumicativeness and the formalisation of iotima-
cy. Thus, a rare book will be *stored™ in semi-transparent
wak and put oul of use, but will be preserved as an object
and hecome a “pillow book™ (the work's title), an object
which mediares between the waking state and the dresm,
an object which speaks of the security of childhosd and
of the fural break with the imaginary. O course, among
Lana Vasiljevid's works there are also those which pom
Lo wider cultural relerences, but from the point of view of
their fitting in with questions of personal adentivy. Thus
photographs/portraits of Virginia Woolt are placed
belween transparent glass panes, opening like a fan of
references which can “map® the portrait of the author of
A Room of One’s Own, including her attitude to mental
disease und suicide. Through the storing and “objectiva-
ron™ of persomal and wider cultural relerences, Lana
Vasiljevic identifies one of the possible sources of her
OWTL ArLisLic CRpression.

Therefore, ntimate nvestment into the object,
shown here as inscription of reproductive elements info
the primarily “sedt™, but oflen also ransparent tissue of
“abstract” three-dimensional objects, 15 seen not only as
confirming Frevd's wnderstanding of the artistic object
into which the “[* invests personal emotion, but alse as
pointing o the object itself as mediator of mental rela-
tions, which was discussed by the psychoanalyst Melanie
Klein, and under her inlluence by arl critics such as
Adrian Stokes, Although it is the reference stored in the
form of Ms Vasiljevié's objects that which is representa-
tional and which we directly react to, the lonn iself of
her abjects s “representational™ in its way, ax 2 model ol
mscribing the unconscious into the mediom of sculpture.
Adrian Stokes dislinguished two atiludes o a work of
art; “Our relationships o all objects seem 1o me o be
deseribable in the terms of two extreme forms, the cne a
very strong identification with the object, whether pro-
jective or introjective, wherely a barrier between self and
net-sell’ 3s undone, the other a commerce with a self-suf-
ficient and independent object at armis length . the work
of art is par excellence a self-sufficient object as well as
a condiguration that we absoch or to which we lend our-
gelves  as  manipulators.” Lana
Wasiljevid's abjects is through both projection and intro-
virsion, seen as one and the same process in which states
of the uncomscions are projected parallelly as inscriptions
of representative / narrative references (photographs,

[nvestment  into



planova, muackih nota) o materijale, dok se objeku
razliite materijalnosti (vosak, gips, staklo, olovo, drvo,
pigment) apserbuju od sirane subjekra kao nedto S
njojnjemnu 1 pripada, i wmke konceprualizuje njen/njegov
nedostatak, § druge strane, | samodovoljnost™ ovih
abjekata postaje  produkt simbolitne razmene 1 projek-
tiviog zaokrufFivanja predmeta, odnosno, ovakay proces
&ini i objekti postaju celoviti @ pored parcijalizacije kao
osnovnog sredstva njihovog koncipiranja:  fragmen-
tammost referenci koristi se zhog svoqe, kako bi rekao
Stokes, .privlaine snage™ (pull) pri prizivanju i
ukljudivanju subjekia, U jednom tenutku kada je frag-
menl upisan o materijal, materijal postaje sistem 7
odrZavanje upisane predstave, neko zamigljeno idealne™
stanje memerije. MNalik na pree dagerotipije, objekti Lane
Vasiljevid jedinstvenn 1 neodvojive veruju predstavy sp
materijalom, ali ovog puta ne rehnolofkom  ved
poetithom inieijacijom: njihova forma obmotava se i
definife svoju ulogy idealnog zadtimika slike: v nekim
slucajevima prozirmost materijaly sliku St 1 otkriva, a o
nekim nepresirmost piamenta stavlja van pogleds one St
je pohranjenc, Na kreaju, u nckim sludajevima se
asamostaljuju sistemi pohranjivanja” a objekt pretvara-
Juu idealne” delove namestaja, fioke | nahtkasne, koji
svojom formem definidu prostor meSuanja ekstravertnosti
1 introvernosit. Forma ko nije frendovska simboliéha
predstava koliko kleinovski predmet Zudnje 1 uFitka,

Branislav Dimitrjevié

hooks, symbols, plans, music neles} ino materials, while
abjects of different materiality (wax, plaster, plass, kead,
wod, pigment) are absorbed by the subject as something
helonging to her/him, thus conceptualising herdhis lack,
On the other hand, the “self-sufficiency” of these objects
becomes a “product™ of the symbolic exchange and pro-
jective completion of the object, that is, such a process
makes the ohjects kecome whale in spite of partialising
as the main tool of their creation: {ragmenturiness of ref-
erences is used for what Swkes would call its pull in
invoking and including the subject, When the fragment is
inscribed mte the material, the material beoomes a svs-
tem for maintaining of the inscribed representation, of
some imaginary Sideal” state of memory. Like the limt
daguerrectypes, Lana Vasiljevic's objects uniquely and
inextricably link the representation and the material, this
tme not through technological, but through poctical ini-
tiation; their form entwines and delines i role as ideal
protector of the imuge; in some cases cransparency of the
matlerial both protects and reveals the mage, while in
others, opacity of the pigment removes from sight what
has been stored. Finally, in some cases “storage svslems™
become independent, and objects turm inte “ideal™ ftems
of furniture, drawers and bedside wbles, which by their
form deline the space of mixing of extraversion and
introversion. Form, thus, becomes nol so much a
Freudian symbolic representution as a Kleinian object of
desire and pleasure,

Translated by Sretan Vajica



