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BORN IN ARGENTINA, ARIEL HASSAN SPENT FORMATIVE YEARS ACROSS ARGENTINA, THE UNITED STATES, AND SPAIN BEFORE ESTABLISHING HIS
PRACTICE IN AUSTRALIA IN 2005. A SUBSEQUENT RELOCATION TO GERMANY IN 2008 MARKED THE BEGINNING OF AN ONGOING TRANSNATIONAL
EXISTENCE, WITH THE ARTIST NOW MAINTAINING STUDIOS AND PROJECTS BETWEEN BOTH CONTINENTS. BY INTERROGATING PAINTING AS A
PORTAL TO HUMAN CONSCIOUSNESS, HASSAN HAS TRANSCENDED THE MEDIUM'S TRADITIONAL BOUNDARIES, CULTIVATING A SINGULAR VISUAL
LANGUAGE THAT UNFOLDS ACROSS DIVERSE FORMS OF EXPRESSION—A PRACTICE MARKED BY BOTH EXPANSIVE EXPERIMENTATION
AND  UNMISTAKABLE INDVIDUALITY. HIS WORK, CHARACTERISED BY SELF-IMPOSED RULES AND UNPREDICTABLE OUTCOMES, FORMS THE
FOUNDATION FOR INTRICATE VISUAL NARRATIVES TO EMERGE. HE HAS HELD SEVERAL SOLO EXHBITIONS IN AUSTRALIA, SPAIN, JAPAN,
SINGAPORE, AUSTRIA, AND CHINA, AND PARTICIPATED IN VARIOUS GROUP EXHIBITIONS INCLUDING THE KOCHI-MUZIRIS BIENNALE AND THE CAIRO
BIENNALE. HIS WORK IS REPRESENTED IN SEVERAL PUBLIC COLLECTIONS. T.O.E. IV IS THE FIRST SOLO EXHIBITION IN NORTH MACEDONIA.

PoneH Bo ApreHTuHa, Apren XacaH r noMmHan ceoute hopMaTtiBHY roavHn Hn3 ApreHTuHa, CAL v LLnanvja,
npeg [a ja BOCMOCTaBW CBoOjaTa YMETHMYKa Mpakca BO ABCTpasvja BO 2005 roguHa. [locneposaTtenHarta
npecenba Bo ['epmMaHMja BO 2008 rofMHa ro O3HaYM MOYETOKOT Ha €OHO KOHTUHYMPaHO TpaHCHaUWOHaHO
MOCTOEHbE, MPU LUTO YMETHUKOT Cera ofpykyBa CTyaunja U MpoeKTn noMery Apata KOHTUHeHTa. Co ncnutyBare
Ha CNMKapPCTBOTO KakO MOpTasl KOH 4YoBeukata CBECT, XacaH MM HaaMuHa TPpaauLUMOHAIHUTE rpaHuupM Ha
MEOWYMOT, HEryBajKM CUHIYIAPEeH BU3YENEH jasuK LUTO CEe OABMBA HWU3 pasinyHy hopMU Ha U3pa3yBarse -
npakTka obenexxaHa 1 CO EeKCMaH3MBHO EKCMEPUMEHTUPaHe N CO HECOMHEHa MHOMBUOyanHOCT. Herosata
paboTa, Koja Ce KapakTepuanpa Co CaMOHaMETHATW NpaBuia U HeMPeaBUAIMBM UCX0OU, ja (hopMmpa OcHoBaTa
3a MnojaBa Ha CNOXEeHN BU3YENHN HapaTuBK. TOj MMa Oap»KaHO HEKOJIKY CaMOCTOJHWN N300 BO ABCTpavja,
LLInaHwja, JanoHuja, CuHranyp, Asctpuja n KnHa, a y4ecTeyBan 1 Ha pasivyHn MpYnHU N3N0XKON BKITyHYBajKK M
BueHaneto Koun-Myaupuc n buenaneto sBo Kampo. HeEroBOTO Oen0 € 3acTaneHo BO MOBEKE jaBHU 30MPKM.
T.O.E. IV e Herosa npBa camocTojHa n3noxba Bo CesepHa MakenoHuja.
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apTt, heHomeHo1orujaTta u nNocTgheHomeHosiorvjara, UCTpaxKyBajKu ru rpaHuynuTe n nepyenyujata
Between Barthes, Phenomenology, and Post Phenomenology, Exploring Boundaries and Percepi

|I| &-P MENEHTUE NAHOMNOBCKM — MESTBYPH, MAJ 2025 |||

»--. BOPEHBETO E 3BVP HA CMEKTAKITW, Of KOV HATY EOEH HE E ®YHKLUWJA: CEKOJ
MOMEHT HAMETHYBA LIEFIOCHO MO3HABAHGE HA CTPACTA KOJA CE U3IMIA VICMPABEHO U
CAMOCTOJHO, BE3 HUKOTALLI [IA CE MPOLLMPU IO KPYHCKIOT MOMEHT HA PE3YJTTATOT
(PONAH BAPT)"

||| DR. MELENTIE PANDILOVSKI - MELBOURNE, MAY 2025 |||

“... WRESTLING IS A SUM OF SPECTACLES, OF WHICH NO SINGLE ONE IS A FUNCTION: EACH
MOMENT IMPOSES THE TOTAL KNOWLEDGE OF A PASSION WHICH RISES ERECT AND ALONE,
WITHOUT EVER EXTENDING TO THE CROWNING MOMENT OF A RESULT (ROLAND BARTHES)”

YmeTHMYKaTa Kapuepa Ha Apuen XacaH NpKoOCKM Ha efHocTaBHaTa
KaTeropusauuvja. bupejkn e npBeHCTBEHO cnukap, HeroeBaTa yMeTHUYKa
npakca ondaka pasfiMyHu Mefguymu, KOu nocTojaT Ha MpecekoT Ha
CNUKapcTBOTO, CKynnTypaTa, nepdopmaHcoT, WHcTanauujata u
Megmymckarta yMEeTHOCT (BMAEO 1 VR), CEKOorawl KOXePEeHTHO 3aMUCTIeHN
N MHCTanMpaHu BO OAHOC Ha apXuTekTyparta Ha U3n0XX6eH1oT NpocTop.

AenoTo Ha XacaH Ha NoYeTOKOT n3rnega 36yHyBayko, aHraXxupaHo BO
Toa Kako ja mepuenupame, TONKyBamMe U UHTEpaKTMpame CO YMETHOCTa,
yecTonartn OecTabunusnpajky rm KOHBEHUMOHANHUTE HauvHU Ha rnefame
1N pasbuparbe Ha eHomeHuTe 3a kKou cBepoynme. Co KOHTUHyMpaHo
noMecTyBare Ha rpaHuumTe Ha dopmaTta U 3HayereTo, XacaH ce
eTabnupalle Kako 3Ha4yaeH rnac Bo CoOBpeMeHaTa yMETHOCT, OHOj une Jeno
PEe30HMpa N Ha eCTETCKO M Ha er3nucTeHLMjanIHO HNBO.

YMeTHWUYKMTE gena Ha XacaH ce TpaeH [0Ka3 3a KOHTUHyMpaHaTa
MOK Ha ancTpakuujata 1M KOoHuenTyanHata yMeTHOCT, OOKaXyBajKu
neka dunos3odckUTe M MaTepujanHuTe AWUMEH3UU Ha yMeTHocTa
ocTaHyBaaT BUTasHUW, AYPY 1 BO HALETO BpeMme Koe e TOJIKY 3aCUTEHO
N OOMUHUPAHO oA A[urutanHuTe mepuymMu. XacaH, npeky CBOeTo
WHOBATUBHO M MPOBOKATMBHO [eN0 UCTpaxyBa TeMW 3a UAEHTUTET,
KynTypa M 4oBeuyka MOBP3aHOCT, YecTonatu Upnejkn WHcnupauuwja of
CBOWTE WCKYCTBa W KYNTYPHUOT KOHTEKCT, AofaBajku pAanabouvHa un
aBTEHTWYHOCT Ha AenoTo. Herosata yMeTHOCT ce KapakTepuaupa u co
CMOCOBHOCT f[a rv crnojyBa TpagvUUOHANHUTE TEXHWKW CO MOAEPHMW
KOHLEeNTW, co3AaBajkn gena Kou pe3oHnpaart Ha UHTeNeKTyanHo, Kako
1N Ha eMOLIMOHATHO HUBO.

PonaH BapT aHanusnpalle Kako matepujanute 1 NpeameTuTe Hocat
KYNTypHU 3Hadera. Kako bapT, XacaH ro geueHTpanianpa aBTopuTeToT
Ha YMETHUKOT, MpaBejku ro rnepadvot rnaBeH ToskysBad. YnoTtpebaTa Ha
MHAYCTPUCKN MaTtepujanu of cTpaHa Ha XacaH, Kako LWTo e cMonara,
rm nuwysa of @yHKUMOHANHA HaMeHa, NPeTBOPajkyn M BO 4YMCTU
03HadyBauy OTBOPEHMW 3a penHTepnpeTauuja.

XacaH, UCTO Taka, ro TpaHchopmypa YMETHUYKOTO UCKYCTBO MPeKy
ncTpaxyBawe Ha (HEeHOMEHONOWKNTE U MNOCTHEHOMEHONOWKNTE
KaTeropmm Ha >XMBOTO WCKYCTBO, Kafje LWTO eCTEeTCKUTE WUCKycTBa U
eraucTeHUMjanHNTe rpUXM CTaHyBaaT LEeHTpanHW 3a HeroBoTo [AENo,
NpeKky WCTpaxyBahe Ha uaenTe 3a MOCTOeHe 1 YoBekoBaTa CBECT U
NCMNMTYyBarbe Kako TexHosornjata rv o6avkysa 1 TpaHchopmmpa ogHocuTe
YOBEK-TEXHOMOrMja-cBeT.

OnwTo 3eMEHO, MPOXXMBEAHOTO WCKYCTBO Ha XacaH MoXe fda ce
nopeny Ha heHOMEHOSIOLLKM KaTeropun Ha MaTepujanHocT (Npeno3HaBare
Ha akTuMBHaTa yrora Ha MaTepujanHWTe MpegMeTn U CTPYKTypu BO
06/IMKYBaH-ETO Ha TUE NCKYCTBA), Nepuenuuja (Npeky NCnuTyBakse Kako ro
nepuenvpamMe CBETOT W CTPYKTYpWUTE Ha Taa nepuenuuja), MPOCTOPHOCT
(Npeky OCBPT Ha >XMBUOT M3NOXOGEH NPOCTOpP), BPEME U TEMMOPASHOCT
(Npeky pedepuparbe Ha Cy6JEKTMBHOTO BpEME), TeNecHOCT (Mpeky
pedepuparbe Ha XXMBOTO TENO) U penaumoHanHocT (Npeky pedepuparse Ha
>XUBWMOT ApYr), CO LWTO M NPeausBrKyBa rnegaynte na ro npevcnutaar
CBOjOT OHOC CO YMETHOCTA 11 CBETOT OKOJY HUB.

Kako gnpekTop Ha RIDDOCH ART GALLERY BO Jy>XHa AsBcTpanuja, ja
BKNy4MB TpuUKaHanHaTa BWAEO WHCTanauuja Ha XacaH TRACES AND
DETERMINANTS (Tparu n petepmuHaHTy) BO nporpamata Ha Inaugural
International Limestone Coast Video Art Festivan Bo 2018 rognHa. Bo
oBaa WHcCTanauuwja, XacaH ce CBPTyBa KOH MNOCT(PEHOMEHONOLWKNTE
NCcTpaxyBarba, (POKyCMpajku ce Ha penauuckara u nocpegysaHaTa
npupoga Ha WCKYCTBOTO MpPeKy KOHTEKCTOT Ha TexHonorwujaTta,
HarnacyBajky rv eTu4KuTe U NONUTUYKWTE OVMEH3WMN Ha TEXHOMOLUKOTO
nocpegHNWTBO W  MyNnTUCTAbunHOCTa (MOBEKEKPaTHU W  KOHTEKCTHO
3aBUNCHU 3Hayersa 1 ynotpebu). Tpm naHenn 6ea nocTaBeHy BO TpuaronHa
chopmauuja, a NPOEKTUPaHUTE CIMKMN HAMEPHO Ce 13nesaa BP3 OKONHUTE
SWOOBMW, fofeKka NoceTuTenvTe ce ABWMXea HW3 1 OKOMy MHCTanauuvjara,
yecTonaTtu 3afp>KyBajku ce BO MMEPCUBHMOT NPOCTOP MHOTY MOAOMrO Of,
21-MUHYTHOTO NMOBTOPYBarse. VIHcTanaumjaTta 6ewe BU3yenHo npuBneYHa u,
pPeTPOCNEKTUBHO, Npe3eHTVpalle ,MPOPOYKM NOrnen Ha KOpPOHaBMPYCOT
WTO ro 3acdaTty CBETOT NO HEKONKy roavHu“. MNpoekToT ro noTepaysa
KOHLENTOT Ha noctdeHomeHonornjata , othpnajky ja naejara 3a hmkceH,
n3onupaH cybjekT, NoCcTaByBajky ro apryMeHToT Aeka cybjeKTMBHOCTa e
KO-KOHCTpyMpaHa NpeKy 0QHOCU CO TEXHONIornmTe.

MpoekToT Tpareauja Ha eAHaKBOCTa VMale TpU MPETXOAHU
pasnMyHN UTepaumnmn: HEADSHAVING BATTLE (BuTka co 6puuere rnasa),
mubp WRESTLING (Boperbe Bo kan), and kNIFE FIGHT (Bopba co HoxeBw).
YetBpTOT 4MH BO My3ejoT Ha coBpemeHa ymeTHocT Bo Ckonje, BO
NepuodoT jynn - aBrycT 2025 FOAMHA, MPETCTaByBa HaTNpeBap BO OyTKarbe
Ha paka nomery Apajua pamHoOnpasBHW HaTnpeBapyBauyu, Koj ce ofBuMBa
Ha TpuaronHa usgurHara nnatgopma AusajHupaHa Of, YMETHUKOT U
na3rpageHa cneuvjanHo 3a osaa npuropa. lNpeTctaBeH e npen ekpaHu Ha
KON Ce MpUKaXaHu TpWUTe MPEeTXOAHW YMHOBWM MNOCTaBeHW BO TOKMO
(JanoHwuja), Anenanga (Asctpanuja) n bepnuH (Fepmanuja).

TpaHcnapeHTHocTa Ha pAejcTBata U cumbonuTte BO OBOj GOpeyku
HaTnpeBap ro o3HavyBa Kako crnekTakn Ha ekcuec. HTepecoT Ha BapT 3a
npodecmroHanHoTo bopere ce Haora Bo CLeH3upaHaTta ussenba, a He BO
BUCTUHCKOTO HaTtnpeBapyBarse. Of Apyra cTpaHa, 6yTkameTo Ha paka
Kako pefyuvpaH CrekTak/, OCBEH ako He e WHCLEHNpaHo, BepojaTHoO ce
Haora HaABoOp Of, HeroBaTa KPUTUKa, OCBEH ako He € MUTONOrM3npaHo BO
Meguymute unu kyntypata. Cnepejkm ro BapTt, XacaH ro noctasyBa
NPOEKTOT Kako CUMGONNYHO BpaMeH MUT, Kako TECT 3a MalIKOCT, YecT U
ns3gpxnmeoct. MNpreneyHocTa Ha npodecnoHanHoTo Gopere nexu BO
HeroBuUTe NpeTepaHn recToBW Kako LITO ce cTpajarbe, 3noba v npasga.
ByTkareTo Ha paka, nak, e ,,Bo3[p>KaHo, CO caMo [BE CKJIOMEHN paue Ha
KOW UM HefocTacyBa CnekTakoT Ha eKcLec, ToSKy npocnaseH of bapT, u
He HOCU UCTO ceMmnoTnuKo 6oraTtcTBo. Cenak, 6raejkn oBa e HaTnpesap BO
GyTKarbe Ha paka BO KOHTEKCT Ha 13noxba, Moxeme ga 6uaeme curypHu
[eKa e UHCLeHMpaHo (BO HALWIMOT pa3roBop 3a MPOeKTOT CO XacaH, Toj ro
KOPUCTN TEPMUHOT JIaxHO 6operse). 3aToa, Kako (oen oa) nepcopmaHc
apT, 61 Moxene da rn aHanuaupame (kako bapT) HeroBuTe rectoBu, Kako
LUTO Ce paLieTe Kov Tpenepar n MackuTe Ha TopTypara (torture masks) wto
rm KpujaT n3pasute Ha akTepoT, Kako 3Hauy Ha 6op6a, TpaHCchopMMpajKu
ro hM3NYKMOT HaMop BO BULIVNB MUT.

Mo>xxeme pa ce ocBpHemMe U Ha NOGEOHUKOT/TyOUTHWKOT LWTO ro
crmbonuanpa MopanHUOT Tpuymd, YecTo KOPWUCTEH 3a fa npeTcTasyBa
NpPaBUYHOCT, NPaBedHOCT, WM MOYMTYBaHe Ha MPUHUMNUTE BO pamMKuTe
Ha YecTo (DMKTMBHWUTE HapaTyBK 3a 6GOPEeHETO, KaKo LWITO € KOHLENTOT Ha
Justice (npaspa) Bo npodecrnoHanHoTo 6operse, MOHeKOorall KOPUCTEH Kaj
MMUHsaTa Ha 6opaynTe Kako LITO e JESSE JUSTICE sMiTH (Llecu Llactnec CmuT),
nopaHelleH HatnpesapyBay BO AmepukaHckn [nagujatop. Ho, XacaH ro
rnena oBoj HaTnpeBap Bo 6opba Ha paka (bopba Ha eaHaKBY) Kako Heraumja
Ha HeraumjaTa, kafe LWTo NO3UTUBHOTO Ce OJHEeCYBa Camo Ha TOTaUTETOT,
BK/y4yBajkun ja n ¢asaTta kage WTo bopumuTe Ce 3arnaBeHn u ce BpTaT -
noctameHTOT 3a 6opbaTa Ha paka ce BpTW, He € (DUKCHpPaH, A0AaBajKN KOH
OpamMaTn3moT M NpUHYAyBajkm rm 6opuuTe ga rm KopucTar cute CBOU
TeNnecHN cunv 3a Ja ce CNpoTUBCTaBaT Ha ABWXEHETO Ha APYrvOoT.

XacaH ce obuayBa fa ro enMMrHMpa YyBCTBOTO 3a NpaBha CTEKHATO
of, No6efHVKOT, UNK of, rnejadnTe Kou ce NAEHTU(UKYBaaT Co XepojoT,
WM HaoraaT KakBa OWIO emouMoHanHa BpCKa CO edeH Win apyr
NPOTUBHIIK, U IO rNefa NPOeKTOT Kako NMHBep3Wja Ha XepojoT BO Herosarta
aHTMTe3a BO NpeTepaHa nateTnyHa HEMOXXHOCT 3a 06e36epnyBarse nobena,
npeky npuamMara Ha n3pamHyBake Ha XMepapxuiTe, Un ‘nsegHadvyBarbe
Ha Xopu3oHTUTE’ (BO Magamepcky CTU) Co CUna, WTO Harnacysa HayuvH Ha
pasmMurcyBarbe HaaBop of 6pyTanHocTa u 6apa noTnopa u ctpateruvja. Bo
Taa cMmucna, 6opaunTe Ha paka cTaHyBaaT MCYE3HYBauykn MefujaTopy Ha
¢duvKTMBHa Hapaumja Koja BO cebe cospaBa (uKTMBHa 6opba Ha
NPOTUBHMLYK, NpeTepaHa 6e3 HameHeT MoGedHUK WU TyOUTHUK, NuleHa
3aToa of NpaBga. A

ARIEL HASSAN’S ART CAREER DEFIES EASY CATEGORISATION. BEING PRIMARILY A
PAINTER, HIS ARTISTIC PRACTICE SPANS VARIOUS MEDIUMS, EXISTING AT THE
INTERSECTION OF PAINTING, SCULPTURE, PERFORMANCE, INSTALLATION, AND MEDIA
ART (VIDEO AND VR), ALWAYS COHERENTLY CONCEIVED, AND INSTALLED WITH REGARD
TO THE ARCHITECTURE OF THE EXHIBITION SPACE.

HASSAN’S WORK AT FIRST SEEMS PERPLEXING, ENGAGING WITH HOW WE PERCEIVE,
INTERPRET, AND INTERACT WITH ART, OFTEN DESTABILISING CONVENTIONAL MODES OF
SEEING AND UNDERSTANDING THE PHENOMENA WE ARE WITNESSING. BY CONTINUOUSLY
PUSHING THE BOUNDARIES OF FORM AND MEANING, HASSAN HAS ESTABLISHED
HIMSELF AS A SIGNIFICANT VOICE IN CONTEMPORARY ART, ONE WHOSE WORK RESONATES
ON BOTH AN AESTHETIC AND EXISTENTIAL LEVEL.

HASSAN’S ARTWORK IS ALSO A LASTING TESTAMENT TO THE CONTINUING POWER OF
ABSTRACTION AND CONCEPTUAL ART, PROVING THAT THE PHILOSOPHICAL AND MATERIAL
DIMENSIONS OF ART REMAIN VITAL, EVEN IN OUR AGE THAT IS SO SATURATED AND
DOMINATED BY DIGITAL MEDIA. HASSAN’S INNOVATIVE AND THOUGHT-PROVOKING
WORK EXPLORES THEMES OF IDENTITY, CULTURE, AND HUMAN CONNECTION, OFTEN
DRAWING INSPIRATION FROM HIS EXPERIENCES AND CULTURAL CONTEXT, ADDING DEPTH
AND AUTHENTICITY TO HIS WORK. HIS ART IS ALSO CHARACTERISED BY THE ABILITY TO
BLEND TRADITIONAL TECHNIQUES WITH MODERN CONCEPTS, CREATING PIECES THAT
RESONATE ON THE INTELLECTUAL AS WELL AS EMOTIONAL LEVELS.

ROLAND BARTHES ANALYSED HOW MATERIALS AND OBJECTS CARRY CULTURAL
MEANINGS. LIKE BARTHES, HASSAN DECENTRALISES THE ARTIST’S AUTHORITY, MAKING THE
VIEWER THE PRIMARY INTERPRETER. HASSAN’S USE OF INDUSTRIAL MATERIALS, SUCH
AS RESIN, STRIPS THEM OF FUNCTIONAL PURPOSE, TURNING THEM INTO PURE SIGNIFIERS
OPEN TO REINTERPRETATION.

HASSAN ALSO TRANSFORMS THE ART EXPERIENCE THROUGH EXPLORATION OF
MANY OF THE PHENOMENOLOGICAL AND POST-PHENOMENOLOGICAL CATEGORIES OF LIVED
EXPERIENCE, WHERE AESTHETIC EXPERIENCES AND EXISTENTIAL CONCERNS BECOME
CENTRAL TO HIS WORK, BY EXPLORING IDEAS OF EXISTENCE AND HUMAN CONSCIOUSNESS
AND EXAMINING HOW TECHNOLOGY SHAPES AND TRANSFORMS THE HUMAN-TECHNOLOGY~-
WORLD RELATIONS.

GENERALLY, HASSAN’S LIVED EXPERIENCE CAN BE BROKEN INTO THE
PHENOMENOLOGICAL CATEGORIES OF MATERIALITY (BY RECOGNISING THE ACTIVE ROLE OF
MATERIAL OBJECTS AND STRUCTURES IN SHAPING THOSE EXPERIENCES), PERCEPTION (BY
EXAMINING HOW WE PERCEIVE THE WORLD AND THE STRUCTURES OF THAT PERCEPTION),
SPATIALITY (BY REFERRING TO THE LIVED EXHIBITION SPACE), TIME AND TEMPORALITY
(REFERRING TO SUBJECTIVE TIME), CORPOREALITY (REFERRING TO THE LIVED BODY), AND
RELATIONALITY (REFERRING TO THE LIVED OTHER), THUS CHALLENGING THE VIEWERS TO
RECONSIDER THEIR RELATIONSHIP WITH ART AND THE WORLD AROUND THEM.

AS DIRECTOR OF RIDDOCH ART GALLERY IN SOUTH AUSTRALIA, | INCLUDED HASSAN’S
THREE-CHANNEL VIDEO INSTALLATION TRACES AND DETERMINANTS IN THE 2018 PROGRAM
OF THE INAUGURAL INTERNATIONAL LIMESTONE COAST VIDEO ART FESTIVAL. IN THIS
INSTALLATION, HASSAN TURNS TOWARD POST-PHENOMENOLOGICAL RESEARCH, FOCUSING
ON THE RELATIONAL AND MEDIATED NATURE OF EXPERIENCE THROUGH THE CONTEXT OF
TECHNOLOGY, EMPHASISING THE ETHICAL AND POLITICAL DIMENSIONS OF TECHNOLOGICAL
MEDIATION AND MULTI-STABILITY (MULTIPLE AND CONTEXT- DEPENDENT MEANINGS AND
USES). THREE PANELS WERE SUSPENDED IN TRIANGULAR FORMATION, AND THE PROJECTED
IMAGES DELIBERATELY SPILLED OUT ONTO THE SURROUNDING WALLS, VISITORS WALKING
IN AND AROUND THE INSTALLATION, OFTEN LINGERING IN THE IMMERSIVE SPACE FOR MUCH
LONGER THAN THE 21-MIN LOOPING. THE INSTALLATION WAS VISUALLY ARRESTING AND,
IN RETROSPECT, PRESENTED A PROPHETIC VIEW OF THE CORONAVIRUS THAT WAS TO
ENGULF THE WORLD IN A FEW YEARS. THE PROJECT AFFIRMS THE NOTION OF POST-
PHENOMENOLOGY, REJECTING THE IDEA OF A FIXED, ISOLATED SUBJECT, PUTTING
FORWARD THE ARGUMENT THAT SUBJECTIVITY IS CO-CONSTRUCTED THROUGH RELATIONS
WITH TECHNOLOGIES.

THE PROJECT TRAGEDY OF EQUALITY HAS HAD THREE PREVIOUS DISTINCT ITERATIONS:
HEADSHAVING BATTLE, MUD WRESTLING, AND KNIFE FIGHT. THE FOURTH ACT AT THE
SKOPJE MUSEUM OF CONTEMPORARY ART IN THE PERIOD JULY — SEPTEMBER 2025,
PRESENTS AN ARM-WRESTLING MATCH BETWEEN TWO EQUAL CONTESTANTS, OCCURRING
WITHIN A TRIANGULAR ELEVATED PLATFORM DESIGNED BY THE ARTIST, AND BUILT
ESPECIALLY FOR THIS OCCASION. IT IS PRESENTED IN FRONT OF SCREENS SHOWING
THE THREE PREVIOUS ACTS STAGED IN TOKYO (JAPAN), ADELAIDE (AUSTRALIA), AND
BERLIN (GERMANY).

THE TRANSPARENCY OF ACTIONS AND SYMBOLS IN THIS WRESTLING MATCH SIGNIFIES
IT AS A SPECTACLE OF EXCESS. BARTHES’ INTEREST IN PRO WRESTLING IS FOUND IN THE
SCRIPTED PERFORMANCE, NOT IN THE GENUINE COMPETITION. ARM WRESTLING, ON THE
OTHER HAND, AS A PARED-DOWN SPECTACLE, UNLESS IT IS STAGED, LIKELY FALLS OUTSIDE
HIS CRITIQUE, UNLESS IT IS MYTHOLOGISED IN MEDIA OR CULTURE. FOLLOWING BARTHES,
HASSAN FRAMES THE PROJECT FUNCTIONING AS A MYTH FRAMED SYMBOLICALLY, AS A TEST
OF MASCULINITY, HONOUR, AND ENDURANCE. PRO WRESTLING'S APPEAL LIES IN ITS
EXAGGERATED GESTURES SUCH AS SUFFERING, VILLAINY, AND JUSTICE. ARM WRESTLING, BY
CONTRAST, IS RESTRAINED, WITH JUST TWO LOCKED HANDS LACKING THE SPECTACLE OF
EXCESS, SO CELEBRATED BY BARTHES, AND DOES NOT CARRY THE SAME SEMIOTIC
RICHNESS. HOWEVER, THIS IS AN ARM-WRESTLING CONTEST IN THE CONTEXT OF AN
EXHIBITION, WE CAN BE CERTAIN THAT IT IS STAGED (IN OUR CONVERSATION ABOUT THE
PROJECT WITH HASSAN, HE USES THE TERM FAKE WRESTLING). THEREFORE, AS A (PART OF)
PERFORMANCE ARTWORK, WE COULD ANALYSE (LIKE BARTHES) ITS GESTURES, SUCH AS THE
TREMBLING ARMS AND THE TORTURE MASKS, HIDING THE ACTOR’S EXPRESSIONS, AS SIGNS
OF STRUGGLE, TRANSFORMING PHYSICAL EFFORT INTO VISIBLE MYTH.

WE COULD ALSO REFER TO THE WINNER/LOSER SYMBOLISING THE MORAL TRIUMPH,
OFTEN USED TO REPRESENT FAIRNESS, RIGHTEOUSNESS, OR THE UPHOLDING OF
PRINCIPLES WITHIN THE OFTEN-FICTIONAL NARRATIVES OF WRESTLING, LIKE PRO
WRESTLING’S CONCEPT OF JUSTICE, SOMETIMES USED IN WRESTLERS’ NAMES SUCH AS
JESSE JUSTICE SMITH, A FORMER AMERICAN GLADIATOR COMPETITOR. BUT HASSAN SEES
THIS ARM-WRESTLING CONTEST (FIGHT OF EQUALS) AS A NEGATION OF NEGATION, WHERE
THE POSITIVE ONLY APPLIES TO THE TOTALITY, INCLUDING THE STAGE WHERE THEY ARE
STUCK IN AND SPINNING — THE PLINTH FOR THE ARM-WRESTLING SPINS, IT IS NOT FIXED,
ADDING TO THE DRAMATISM AND FORCING THE FIGHTERS TO USE ALL THEIR BODILY
STRENGTHS TO COUNTERACT EACH OTHER’S MOVE.

HASSAN ATTEMPTS TO ELIMINATE THAT SENSE OF JUSTICE GAINED BY THE WINNER,
OR OF VIEWERS IDENTIFYING WITH THE HERO, OR FINDING ANY EMOTIONAL CONNECTION
WITH ONE OR ANOTHER OPPONENT, AND SEES THE PROJECT AS AN INVERSION OF THE
HERO TO ITS ANTITHESIS IN AN EXAGGERATED PATHETIC INABILITY TO ESTABLISH A WIN,
VIA THE PRISM OF FLATTENING HIERARCHIES, OR ‘EVENING-OUT HORIZONS’ (IN A
GADAMERIAN STYLE) BY FORCE, WHICH EMPHASISES A MINDSET BEYOND BRUTALITY
AND REQUIRES LEVERAGE AND STRATEGY. IN THAT SENSE, THE ARM WRESTLERS BECOME
VANISHING MEDIATORS OF A FICTIONAL NARRATIVE WHICH ENACTS WITHIN ITSELF A FICTIONAL
WRESTLING OF OPPONENTS, EXAGGERATED WITHOUT ANY INTENDED WINNER OR LOSER,
DEVOID THEREFORE OF JUSTICE. A



