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Let me start with apolicelike interrogation: Who is Gregor Kregar? As a policequegion
wants to know idertity Bwho are you? bart brochures monographs, cataloguestry to edalish an
idertity of artists or rather of hisor her art. While in the surveillance machinery of the policethe
process of idertificaion is much simpler, down to eart, in the cultural or art context the arswers
areelusive,and someimesmalke a point of eluding hard identifi caions by further mystifi cation
and complicatons. However, both the police ard art worlds suffer from the problem of
representation: Who is Gregor Kregar: anartist, a scul ptor, who on several occasons has
exhibited his self-portraits, coming from Europe, Slovenia, Ljubljarato New Zealand. Is hein
exile?Or voluntary displacenernt? Or maybe he just wants to experience a differert culture?Has
he finally settledin the Land of the Long White Cloud? Will he continue to have exhibitionsin
Australia and the US and so on and on?

The eased solution to the problem of represertation wasproposed by the British philosopher
JeremyBerthambanauo-icon. For Berthama particular thing canbe most adequately
represented only by itself, therefore eachthing should beits own icon, thatis, anauo-icon.
Anticipating postmodernartistic experimerts with cadaversand humancorpses Bertham
suggegedthat after deah bodiesshould be dissected and then preserved astheir own most
adequate represertations. Exemgifying this himself, Berthamhad his own body Oato-iconizedd
and thus he canstill be seentoday, sitting in a wooden box in University College London, asOfs
own statuteQOf course, | donOwart to sugges that Gregor, who is still much alive and kicking, a
young artist sculpting his own redicas should experiment with his afterlife. From the very
begnning when| started to think about the way to represert GregorOswork, | have seentwo
icons, two quite different Gregors: one that producesgrandiose sublime objects resembling
spheres plarets, cosmos; and the other Gregor sculpting little Oktschy(fi guresfrom sheepto
gnhomes televisions and self-portraits. The quedion is whether those two differert seriesoverlap
and could be subsumedunder the One?Or arethey totally different, growing and living
separatly? Out of this dilemma, out of contemplation about these two serieOalmost
unbridgeabie gap, this essay is born; it medatesthe sublimeand the ridiculous.

The art of the ridiculous sublime.

Let me start with the sublime:the sublime is mostly associated with powerful nature, something
of the magnitude that evokesawe ard terrar, someting thatis beyond our gras, incongruous
with the barality of everyday life, someting that evertually dwarfs rea®n, ultimately something
which we camot represent directy. And from Burke to Kart, from Lyotardto Zizek, the sublime
shiftsand changes but it is still here:from the sublime of nature Bendless ocearic massesor
high, soaring peaks of mountains, to the deep never fully explained sublime of horror and terror
evoked by monsters Gothic cagles ghosts and premonitions. The postmoderntechnological
sublime spreads from the infinity of the World Wide Webembodying, for sometheareticiars of
cybergace, anew, virtual holy city, a New Jerusalem, inhabited by heavenly virtual
communities to meda, simulacra, constartly undermining a slippery ard elusive concept of
realty, thatisto say, the very foundation of postmodern realty. It wasLyotard who developeda
concep of the postmodern sublimeby indicating the very impossibility of graing the whole of
society: society isleaking, reaity isleakng like the dilapdatedintergellar spacecaft in Alien.
And then, it wasZizekwho in this vague impossibility to present the sublime outlinedan
emeging object, anobjectthatfillsin the gaps ard fracturesin reality Bthe sublime object of
idedogy. And by Oboking awry(at a various presertations, narratives significafons, at this dark



and uncamy placeof ary idedogy, we donOtave to succumb to tragic impoterce, but ratherin
this very impossibility, whichis a constitutive impossibility to present the sublime, we canfind
the optimism of the negative and the infinite laughter, the momert of the ridiculous.

From the very beginning, in the growing of Gregor’s artistic opus I have found both, the sublime
and the ridiculous: the sculptural odyssey in search of perfect forms and muted echoes of the
laughter, frozen in a joy of modulating, shaping, sculpting different materials. GregorOdarge,
spherical objects connote the sublime. Another Round in Raku ceramic, Oko (in Slovenianan
eye), Prstan (aring), Oko 2, 3, Steel Life Planet, One More Round ard Polyhedron Dwelling Pall
these spherical objects, like huge globes balls, planets, mack of steel, glass ard light, invite usto
Ohink bigdevoking associations of someting beyond Bthe sublime. A gigartic eye Oko 2
reemHding a globe or plaret, recalls the time, though ironically, whenthe sublime,in the form of
the sacred, wasincorporatedin society, whentheideaof hamony betweena polis (society) and
the cosmos still existed Greek philosophy preserved by the Europeandream. The ideawasthat
the harmony of nature and the cosmaos mirroredthat of the polis and the other way around, that
moral, political and poetical principleswere fused with the cosmas, like Platonic solids. Just asa
measire of cosmos wascapturedin regular polyhedrons, Ocemic figuresDthe material out of
which the constellations and heavens were madk, all Gregorf)$pheres like Oko or Prstan or
Polyhedron Dwelling are built in the combination of multiplied polyhedrons. Unlike a popular
obsession with a spatial example of the balance and symmetry of the Golden Rato of Da VinciOs
code, GregorOsolyhedrons conceala sinister twist: through painful torture of amatre of glass
and steelthey undermine their very presuppositions, namely the possibility of the European
dreamof absolute harmony.

On the other hand, a seriesof figuresand objects, usually in smaller dimersions, look totally
familiar, bordering on kitsch and yet with a slight touch of the ridiculous. Ridiculousnessis
capmhbe of ridiculing both the sublime ard kitsch: to make fun of higher, elevated, noble forms,
oftenon the verge of the grotegque. XitschGis a Certral Europeaninvertion, signifying the
lower, degraded formsof art atthe begnning of the Industrial Rewolution, a fear of the loss of the
original compensated by fakricaion of emations and domedic familiarity. Kitsch, asMilan
Kundera says, is atotal derial of shit, and we mayadd, sexuality, filthy, degradedforms of
mater; kitsch tends to elevate to the sublime by amihilating its uncamy, sinister side, a side of
awe and terror. Pditical connotations: a pure world permeaedwith clichZ, nave sertimertality
conceak various totalitarian sms, the badc flavor of differert idedogies from totalitarianismsto
the celelrations of the global market. Kitsch, firstly enclosedin the Certral European context,
thenaccsed of its totalitarian dimension, transcends its confinemert and the diff erert totalitarian
modes It comfortaly assumesa global form of existencein democratic political leacer®d
emlracing and kissing children, in the Disney-like animal planet and, mostly in global
consumerism. Indeed in a postmodernworld, it is diffi cult to distinguish high from low culture,
and for some, when mass production mounts to various vergons of simulacra the difference
betweenhigh and low art seemsobsolete. In that case, asGregor showsin his figuresand objects,
kitsch canspread everywhere; the artist himself isin danger of becaming just aredicalike
numeraus Gregors, or acourt jeder, like his parody of posturesand geguresof greatmonuments
such asRodinOg hinker. The television could becamne asaared object, ashrinein a securely
sheltereddomedtic space of postmodernity; sheepcould assume a wide range of mearings from
ironic commerts on New Zealnd national idertity to differert biblical connotations and wisdom;
and pigs dressedin tuxedos could be lovely corporate animals, tycoons wallowing in diff erert
postures asin hislated show Pygg/ Piggy Bank Project in Australia.

How thenare Gregorf)snajesti ¢ spherical cubes the sublimeforms, connected with ridiculous,



kitschy figures? Do these two seriesof work overlap, or rather grow separately into the Two B
two Gregors recedng in differert direcions? From the very begnning, egpecially with the
growing figures this hasbeenalittle mystery to me,a problemthat | have nevertriedto solve
until invitedto write this essay. Of course, out of politeness, | tendedto explore the possibility of
the One, insteadof admitting that thereare two unconnectedworks of art, and, consequertly, for
thetwo Gregors | wanted erlightermert, anillumination of the undercurenrt intersection of the
sublimeard the ridicul ous.

One of the cluestowards anintersecion of the ridiculous and the sublimein GregorOsvork isin
his use of material. Besdestheir forms, volumes ard spaces sculpturescertainly communicate
through their material. How material is used hasbeenan importart issue since the begnning of
art from monumerts macke out of stoneto the Twertieth Certury notion of the avant-garde,
contemporary artists play with diff erert read/-macdes and incesart exploration of new materials.
For instance, Mauricio Cattelanengravedall EnglandOsational football team defeats in the
Twertieth Certury into granite slabs. a combination of very mundare, popular entertainmert, like
football, and the material usually reserved for more serious topics, such asmonumerts and tombs.
In adifferent way, Gregor constartly plays with the incongruity and discomfort betweentheme
and material. In Prstan, for instance, a spherical ring Da quality of aholistic unitary volumeb
dispenseswith aninternal armature, forcing all attertion to the elaboration of its surface:an
almost violent combination of heaw steel ard fragile glass producesatersion. A gigartic eye
Oko 2, constructed of blue and greenbottles elevatesthe ordinary, ready-made objectba bottle b
to anelemert of something magnificert, anertity of cosmic status embodiedin his diff erert
sphericalrings like Polyhedron Dwelling. All the spherical objects with their volumesthat
simultareously represent big and small Blike aneye that hasassociations with a planet Dsugged
intercannections, fraglity and vulnerablity of both macrocosmsand microcosms. Indeed the
broad, planar surfacesof these scul pturesradate pain, tersion, irony and the ridiculous, mostly
ridiculing its sublimedwelling, but never giving it up. On the other hand, for instancein Steel Life
Exhibition, atelevision box is trarsformedby the very use of matrial Danuncomfortabe
ahutment of metal and glass insteadof the television screenin which stained glass alludesto the
sacred the space of the church with luminosity and chiarcscuro effect. Marshall McLuhan once
opinedthattelevision ads of the Twentieth Certury would be regarded aswe now regard stained
glass windows in the cathedrals of Europe Dasthe great artworks of ageneration. lrony: the
barality of the televised word that through reaity TV-shows hasbecane more and more out-
referertial, simulacrain which catagrophesand commercials are mixedtogether, producing
constartly new social realties The accumulation of imagesculminatesuntil they themslves
became capital: a society of spectacle dliding to the sublime. Against a scul ptural illusionism
which converts one material into the signifier for another, in the art of the ridiculous sublime,
material producestersion in ridiculing and ironically underlying its very effort of presertation, by
displacing, inverting OighCand GbwOmaterial: stained glass for televisions, or garbage for Archie
(amonumertal gate) in Wellington, or the wine bottle as abadc elemert of huge spheres In this
process the very distinction betweenthe high ard low, the sublime and the ridiculous becames
precarbusly unstable, operning up space for anunexpededalchemy of mixturesand permutations.

Beddesthe use of material, the second seriesof figures! disappearE reactesthe sublimein
another way: they are never singular, ONE, but always mary: mary hands, mary televisions,
mary sheep, mary pigs, mary gnomes At first this constant multiplicaion connotesthe
industrial serialization bordering on kitsch. But thereis a difference. Whereaskitsch asan
absolute derial of shit suppressesits sexual side, thatis, its very proliferation by preserting itself
assomething unique, by sertimertal adoption into domedic spaces GregorOdigures on the
contrary, OndulgeGn showing their multiplicaions, very oftenindicaing thatin this proliferaion
is something much more than many Bsometing sinisterand uncamy, eecially in itsinfinite



tension, its power to creak its own world. In addition to that, this proliferaion is never of
absolutely the sameobjects, except for Roke, aninstallation of a myriadof hands. For examde
sheeparein differert posturesand colours, self-regicasof the artist range in babushka-style from
life-sizeto miniature and so on. Although multiplying and proliferaing, displayedin differert
formafons addressing and reinterpreting the gallery spaceitself; they redst anabsolute idertity,
they arelike flawed simulacra Though someimesconstrainedby strong numerical symbolism,
like the sheepproject Mathew 12 /12, one camot escape from the impression thatthe
multiplicaion cango on and on, and in this uncontrollable profusion thereis a sense of the
sinisterand uncamy, and by hinting atitsinfinite possibility it comesclose to the sublime.lt isin
this multiplication, anabstractsex, or sexuality of theinorganic aswell asthe organic, that each
particular scul pture transcerds its position. On the other hand, in the very use of material,
compressing the lightness (glass) and heaviness of being (steel), the spheres associated with
Greekforms, indicate the impossibility of harmany, of emlracing a safe position, in other words,
they ridicule their overwhelming pretensions, reacling the point of anintersecion betweenthe
sublimeand ridiculous Bthe ridiculous sublime.

The art of the ridiculous sublime.

It is in this nutshell of the ridiculous sublime that Gregor finds a precarious balance, under
constant threat of falling back either to kitsch itself, which, especially since postmodernism has
become extremely difficult to outline, or arty-farty, dead forms that cannot communicate with the
world any more, forever muted with their incomprehensible, meaningless signs, because any
subliminal tragic effort in art as in life in the present climate of cynicism and robust relativism
seems to be impossible. But in other words, the art of the ridiculous sublime preserves both
opposite poles: high and low, the unrepresentable and naive mundane clichés; the utopian
moment by constantly ridiculing its pretensions, or in the ridiculous itself finds an outlet for the
utopian. The art of the ridiculous sublime revolves around a complex set of complementary
oppositions, which in Gregor’s universe is marked by the opposition of the ridiculous and the
sublime, that sometimes overlap, intersect, sometimes Gregor’s figures embody both poles and so
on. The art of the ridiculous sublime dwells in the precarious balance wherein clichés, though
unbearably naive, have to be taken seriously, wherein higher forms coincide with their opposites
— (very often Gregor exhibits at least one sphere with figures and televisions). The art of the
ridiculous sublime is political insofar as it reveals how our fantasies support our sense of reality,
how reality itself is always reduced to the banal in order to be accepted in our everyday life;
therefore kitsch permeates any ideology: there is no ideology without kitsch (which sometimes
could be mistaken for the sublime). The art of the ridiculous sublime reveals and decomposes that
fantasy of the sublime object that unifies society in a holy totality, the sublime object of ideology.

Another approach to the art of the ridiculous sublimeisto fulfill its utopianpromises in other
words era® the distinction betweenart and life, by trarsforming life itself in artand art in life.
The lag historical momert, which emhodied such efforts, wasthe Russianavart-garde at the
beg nning of the Twertieth Certury to which Gregor refers sometimesin his work. In I Appear
and Disappear, the figuresof the self-regdicain orange overals canbe associated with numerous
artists asworkers asengineersthat ultimately constructed social realty itself. That sense of the
possible fabrication of realty wasencapsulatedin the very transition from one social systemarnd
idedogy to another, which Gregor witnessedasa student of fine artsin the 1980s. Like nowhere
elsein Eagern Europe or the former Yugoslavia, Slovenia wasa site of burgeoning social
movements that articulated their challenge to the existing symbolic order: the womerOs
movement, gay and lesbiangroups, alterrative trade unions, anecological movement, Oew age®
spirituality, peaceactvists, squattersand alterrative health movemerts.



Especially importart wasNeue Sloverische Kunst based in GregorOsirth city, Ljubljana. Fused
with the new social civic movementsin Slovenia of the 1980s, this multimeda projectcombining
theatr, music, painting, and new meda appropriated different expressions of totalitarian
discoursesin art and culture by ridiculing their overwhelming pretension, in their attempt to
cement, or enclose society by equating it with the subliminal object

Tracesof the Russian avant-garde, constructivism, filteredthrough the Neue Slovenische Kunst
echo in GregorONew Zealnd experierce ard artistic expressions. Of course, in a broader serse,
in agut feeling of the relativism of the social construction of reaity, and the uncamy connection
betweenkitsch and idedogy. But now interragation of artand taboos, in the new environmert,
asumedifferent forms

Thereis anenormous accunulation of erergy in his Auckland studio, ranging from the tiny
vibration and joy of the first mold, the joy of the firstborn, to the factory-like, callectve
production of molds and sculptures As work progresses ard the time of exhibition approaches
they startto inhakit all nooks and cramiesof the studios, existing paralel with metal
constructions, skeletons of geometic forms. And in spite of all this creatve chacs, an order that
underlinesdisorder, geguresstill towards the art of the ridiculous sublime. Excep now, the
sublime aobjectof ideology, asZizekwould put it, createsa new objectnamedNew Zeakhrd:
Oatanand greerOOhg paradse on the earthO adreralin sports, and encharting nature epitomized
by The Lord of the Rings trilogy. Eventhough in a differert context, far away from Central
Europeanarxieties the art of theridiculous sublime,in Gregorf)eversi on, finds differert outlets:
namel in the incesart consumerism of Gie new worldOthe naivetZ of infinite consumption,
with nature becaming an absolute brand and advertisemert for tourist deginations. The art of the
ridiculous sublimeitself isin danger of becaming a commadity among otherscommaodities Just
that

The lag attempt to resst commodification in 1968 and Ochnge the worldOopenedinsteadthe
gate for new consumerismsin which awork of artOdinal measire isits finarcial value. The
avant-garce is not just commercializedand dispersedthrough postmodernism, but its negative,
dedructive terderciespave the way for its final demise. According to VirilioOscorching vision
of the Twenty-First Certury, scierntists areovertaking the avart-garde margling of formsby
becaming the ultimate artists asgenetic engineerspreparedto turn themselvesinto the worst
expressionists; becaming artists sciertists produce monstrous forms, which previous revolutions
dedroyedso erthusiagdically (Art and Feal). Contrary to this, the art of the ridiculous sublime
preserts a stubborn regstanceto the Ofinal solutionOjt is constartly on the edge, in the dangerous
equilibrium, in which the work Polyhedron Dwelling, though impossible in the postmodern
moment, still harbors memoriesof its utopiandimersion. The precarious position of the art of the
ridiculous sublime may be eptomizedby Oko whose pupil of greenand blue bottleslinked by
steel pipe occuypies 360 degeesof vision; such agigartic eye imbuedwith anomnipresert,
powerful gaze may evoke Paroptical machinery of surveillance;of the cyberpunk world of total
control; but on the other hard, the very same eye, the gigartic eye, canseeinward, the seeror
viewer, ridiculing oneOstable position, the eye may see the pag and the future by undemining
the false eternity of the presert.



