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U Hrvatsku sam doselila 2003. godine.

Najveca razlika od protekle selidbe bila je

ta $to sam ovaj put ja bila majka. Dojeci svoju

keer i zahvaljuju¢i vremenskoj razlici, Cesto sam

usred noci sjedila sama u tisini. S druge strane

prozora nalazilo se nesto nepoznato i strano, neki novi
svijet koji nisam dobro poznavala. Dok sam lezala ukrevetu,
okom sam pratila kretanje vjetra uhvacenog u sjeni zavjese.
Kao u snu, obuhvatila me prekrasna sjena Cipke.

BIOGRAFIJA

Akiko Sato rodena je 1967., Yokohama u Japanu, ali je dio svojega djetinjstva
provela na Filipinima i u Tajlandu. Studirala je unutrasnje uredenje na
Kuwasawa Design School u Tokiju. Preselila se u Seattle, gdje je na

tamosnjem Cornish College of the Arts diplomirala kiparstvo. Zivjela je u
New Yorku. Trenutacno Zivi i radi u Hrvatskoj.

Akiko Sato sudjelovala je u posljednje vrijeme u vie
interdisciplinarnih i multikulturalnih projekata. Radila je scenografiju
i kostimografiju za cijenjene i nagradivane multimedijalne plesne
trupe, primjerice za Gabri Christu i DanzAisu, te za Troika Ranch.
Takoder je radila scenografiju i kostimografiju za njujorsku
multidisciplinarnu pjesnikinju i performericu Tracie Morris.
"Sator koji prica pricu" prva je iz serije instalacija na temu

Satora koja je prikazana u Irskoj 2006. godine kao dio
projekta "Prelazeci vode i granice preko putova sjecanja”

koji su vodili Nizozemac Ruud Leijfermeijer i Boomerang

Theatre Company. Projekt "Sator od cipke" bit ce

druga instalacija iz serije na temu Satora i ujedno

njezin prvi rad koji se prikazuje u Hrvatskoj.

I'moved to Croatia in the year 2003. A major difference from the
last time | moved was that, this time, | was a mother. | was
breast-feeding my daughter and with the help of jet lag, |

was often left in silence in the midst of darkness. Beyond

the window there was something unknown and

strange, a new world | did not know well. As | was

lyingin bed, my eye followed the movements of

the wind captured in the shadow of lace. A

soft pattern was moving along the floor

and the window pane. Punto in aria,

stitches in the air, some call lace.

Svaka je kultura kao velika struja koju Cine ljudi $to
zajednicki dijele vrijeme. Osjecala sam se kao spuZvasta lopta
bacena u neku nepoznatu bujicu, plutajuci povrsinom vode. Morala
sam zapoceti s prikupljanjem novih znanja, i ba$ kao i spuzvasta
lopta kada upije dovoljno vode i potone, i ja ¢u utonuti u bujicu i
postati njezinim dijelom osjecajuci se bolje i sigurnije.

Svekrva koju nikad nisam upoznala gleda me s blago3cu, smijeseci
se na fotografiji. Da je jos na Zivotu, vjerojatno bi mirado pomagala
dajuci mi razlicite savjete. Razmisljajuci o tome, prisjecam se kako
mi je svekar jednom prilikom dao vrecu punu Cipke, uz rijeci: "Bi li

Zeljela uzeti ovo? Meni ne treba, jer u kuciionako nema Zene."

To je bio moj prvi kontakt s ¢ipkom u Hrvatskoj. Mrlje na cipki bile
supoput vrata vremenskoga stroja, prenoseci me u vrijeme kada su
se Cipke koristile u svakodnevnom Zivotu. Miris dobre juhe iz
kuhinje, pranje bijele posteljine, uspavanka koju svi znaju, ¢arobne
rijeci koje svaku djeju brigu pretvaraju u osmjeh. Jednu po jednu
uzimala sam ¢ipku i Sireciih na svojem dlanu otkrivala sam skrivene
savjete domacinstva, vrijednosti kucanstva, sve one stvari koje

moja kéi zasluzuje imati.

BIOGRAPHY

Akiko Sato was born in Japan, but spent part of her childhood in
Philippines, and in Thailand. She studied interior architecture in
Kuwasawa Design School in Tokyo, Japan. She moved to Seattle, United
States, holds a BFA in fine arts, from Cornish College of the Arts,
majoring in sculpture. She lived in New York, and currently lives and

works in Croatia.

Akiko Sato recently worked in numerous interdisciplinary, multicultural
collaborations. She worked on set and costume designs, with acclaimed,
award winning multimedia dance companies such as Gabri Christa and
Danzaiza, and Troika Ranch. She also designed sets and costumes for
Tracie Morris, a multi-disciplinary poet and a performer based in NY. Her
first tent series “Tent that tells a story”, an installation work was featured
in Ireland in year 2006, as part of “Crossing Water and Borders down
Memory Lanes”, curated by Ruud Lenfermeijer from the Netherlands and

the Boomerang Theater Company.

The lace tent project will be the second of her tent series, and her first

work shown in Croatia.

I'wasin a dream, | was embraced by the beautiful shadow of lace.

Each culture is like the current of a stream, with a group of people
who share time together. | felt like a ball of sponge just thrown into
a different current, floating on the surface of the water. | had to start
collecting new knowledge. Just like the sponge when it gets heavy
with water and sinks, | too had to sink into the stream to become a

part of it, and to feel much more comfortable.

The mother in law whom | have never met looks very kindly at me,
smiling in the photograph. If she were alive, she would probably
gladly have helped me by giving me various pieces of advice.
Thinking about it, | remember how my father-in-law gave me a bag
full of lace saying: “Would you be interested in taking this, | don't

need it since there is no woman in the house.”

It was my first contact with lace in Croatia. Stains on the lace
appeared to me like a door to a time-machine, and it swept me into
the real life when this lace was used.

SATOR — PRIJENOSNI DOM, UTOCISTE
Jos kao dijete Zivjela sam u 5 razlicitih zemalja.

U svojem radu Sator upotrebljavam metaforicki kao temeljnu
jedinicu doma, prijenosnoga doma koji mozemo posloziti i odnijeti
sa sobom na neko novo odrediste.

2006. godine istodobno sam radila svoju prvu seriju Satora u
umjetnickom projektu "Prelaze¢i vode i granice preko putova
sjecanja” koji su vodili Boomerang Theater Company i Ruud
Lanfermeijer uirskome gradu Corku. "Sator koji prica pricu” bio je
zajednicki rad s Ninom Burleigh, novinarkom i spisateljicom iz

New Yorka.

“Sator koji prica pricu”, tekst Nine Burleigh ispisan je osobitim
Cipkastim fontom preuzetim s jedne internetske stranice.

Ninin je tekst prica o njezinima djedu i baki kada su preselili u SAD
izIraka.

Proces cjelokupnog projekta "Sator od ¢ipke" bio je nevjerojatno
iskustvo za mene. Kako su radovi napredovali, najranija zamisljanja
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Smells of good soup from the kitchen, how to wash white linen, a
lullaby that everybody knows, the magic words that turn every
child’s worries into a smile. | took the pieces of lace into my hand,
one by one, unfolding with them all the tips of household, the

elements of home, the things that my daughter deserves to have.

TENT - A PORTABLE HOME, SHELTER
I'have lived in 5 different countries since | was a child.

I use the tent metaphorically in my work, as a basic unit of home, a
portable home, which one can fold and take away to the next
destination.

I made the first tent series in 2006, in an art project “Crossing waters
and borders down memory lane”, curated by Boomerang Theater
Company and Ruud Lanfermeijer, Cork, Ireland. “Tent that tells a
story”, was a collaborative work with Nina Burleigh, journalist and
writer from NY, the United States.

“Tent that tells a story”, a text of Nina Burleigh, was translated into
a knitting font downloaded from a web site.

Nina’s text was about her grandparents, who migrated to the United
States from Iraq.
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AKIKO
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SATO

Cipkastoga 3atora koji sam zamislila lagano su zamijenjena
opipljivom stvarnos¢u, potpomognutom naporima mnogih
ljudi, njihovim idejama i pomoci. Sator je izraden s nebrojenim
seoskim pricama ruralnog Zivota lepoglavskih Zena, pjesmama
opsesivne potrage za ljepotom u mikroskopskom svijetu cipke.
Pretacu¢i tradicionalnu umjetnost u kontekst suvremene
umjetnosti, Sto je za njih bila poprilicno neobi¢na ideja,
Cipkarice su prihvatile zadatak s velikim odusevljenjem i
entuzijazmom. Bilo je prekrasno gledati starije Cipkarice kako
preuzimaju glavnu ulogu u samom procesu izrade cipke, dok su
se mlade Zene spremno prihvatile drugih obveza. Rad u
zajednici bio je najuspjesniji dio ovog projekta, jer se dob
Cipkarica protezala kroz Cak tri narastaja. Posebno je lijepo bilo
vidjeti kako je tijekom rada sam projekt postao neka vrsta
okupljanja grupe starijih ¢ipkarica koje su kroz rad i zajednicka
druZenja oZivjele davno zaboravljene uspomene iz djetinjstva
kada su ucile raditi cipku.

Kao i s mojim prethodnim projektima, interakcija je bila
interdisciplinarna, multikulturalna i u konstantnom razvoju.
Uvijek nastojim da moje ideje ostanu u pokretu i da budu
sposobne prihvatiti nove podatke, kako bih u svakom trenutku
mogla uhvatiti kakav nov, neocekivan element strane okoline.

Volim svako novo saznanje koje katkad moze, sasvim
neocekivano, podici simbolicko znacenje mojega rada na
neku viSu razinu interpretacije bez mojega izravnog mijesanja.
To moze biti razlicitost kultura, nacina razmisljanja ili ljudi koji
sudjeluju u samome radu. U ovom konkretnom slucaju to je bio
motiv. — Sunce. U japanskoj mitologiji Sunce je Zensko
bozanstvo pod imenom Amaterasu i simbolizira Zenstvenost. U
drugim civilizacijama Sunce se uvijek povezuje s bozanstvima
muskih karakteristika, Sto je bio podatak koji je bez mojega
prethodnog znanja ili svjesne namjere donio sasvim novu
percepciju i znacenje samome motivu, naglasavajuci spajanje
razli¢itih kultura u jednu hibridnu formu.

Zeljela bih izraziti svoju zahvalnost profesorici Nerini Eckhel iz
Etnografskoga muzeja u Zagrebu Sto mi je otvorila vrata jednom
sasvim novom svijetu — svijetu hrvatske cipke. Njezino znanje i
radna snaga kao i Zelja za zatitu i ocuvanje Cipke kao
kulturnoga dobra Hrvatske bili su veliko ohrabrenje u mojem
poslu. Posebnu zahvalu dugujem cipkaricama za njihovu
nesebicnu poZrtvovnost i inspiraciju, a ponajvise za dobro
drustvo i njihovo dobro raspolozenje. Iskreno se nadam i zelim
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The process of the Lace Tent Project was a quenching experience for
me. As it progressed, the earliest perception of the lace tent | had
envisaged was slowly replaced with what grew to be a solid reality,
reinforced by many people’s efforts, ideas and help.

The tent was formed with infinite stories of the rural life of
Lepoglava women, poems of obsessive quest for beauty in the
microscopic world of lace.

Taking their traditional art into the context of contemporary art,
rather than attempting to create some unusual idea, the lacemakers
accepted the project with excitement and enthusiasm. It was
amazing seeing older lacemakers taking over the leading roles,
with younger people readily taking care of auxiliary
responsibilities. To work in a community was the most successful
part of this project, as the lacemakers were well spread over three
generations. It was particularly satisfying to observe how during
the process, the project itself became a gathering of a group of
elder lacemakers where they evoked and revived the
long-forgotten childhood days when they learned the skills of
lacemaking together.

As with my previous projects, the interactions were
interdisciplinary, multicultural and continuously evolving. | try to
keep my ideas and attitude fluid and receptive, so | can always

grasp new elements that come into contact unexpectedly in a
foreign environment. | enjoy the fresh input that can sometimes,
unexpectedly, shift the symbolic meaning of the work to a higher
level of interpretation without my control. It is the difference in
culture, manners and people that does that. In this particular case,
it was the motif — Sunce, the Sun. In Japanese mythology the Sun
is a female deity named Amaterasu, symbolizing femininity. In
other civilizations the Sun is always connected to deities with
male characteristics — an input that without my knowledge or
awareness brought an entirely new perspective to the meaning of
the motif itself, accentuating the project emerging of different
cultures in one hybrid form.

I'would like to express my gratitude to curator Professor Nerina
Eckhel from the Ethnographic Museum in Zagreb for opening the
door to a whole new world for me — the world of lace in Croatia.
Herknowledge and enthusiasm and her willingness to protect lace
as an important intangible heritage have been a great
encouragement to my work.

da 7ar ovih Zena nekako ostane sacuvan za buduca
vremena. A iskrenu i Cipkastu zahvalu upucujem i
svim muskarcima koji su na svoj nacin pridonijeli
ostvarenju ovoga djela, kao i sponzorima koji su omogucili
realizaciju ovoga projekta.

Special thanks go to the lacemakers, for their unselfish and noble
devotion and inspiration, and above all for their good
company and high spirits. | truly hope and wish that the
flame of these passionate women will be kept somehow

for the future. And a sincere and lacy thank you goes

to all the men who contributed in their own way,

as well as to all the sponsors and contributors

who enabled the realization of this project.
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LEPOGLAVSKA CIPKA

U Hrvatskoj, danas i u blizoj povijesti, izradbu

Cipke na batice nalazimo u sjeverozapadnom

dijelu panonskog prostora, prije svega u: Podravinui
Medimurju i Hrvatskom zagorju. To povezujemo s
Sirenjem te tehnike Cipkarstva iz prostora zapadne Europe.
Jedno od nasih najjacih sredista cipkarstva na batice, koje se
odrzalo i do nasih dana, svakako je Lepoglava.

Vjeruje se da su pavlini jo$ daleke godine 1400. svojim dolaskom u
Lepoglavu donijeli umijece izradbe cipke na batice. Potporu u
njezinu Sirenju dalo je i lokalno plemstvo, a izradba Cipke
udomacila se medu seoskim stanovnistvom prije svega kao
dodatni izvor zarade. S vremenom cipkarstvo postaje i poseban
oblik narodnoga stvaralastva. Siroka je paleta proizvoda koja se
mijenja ovisno o vremenu nastanka i Zeljama korisnika, od rubnog
ukrasa na platnenoj Zenskoj nodnji, koji Cipkarice iz Zagorja
prodaju Zenama iz susjednih podrucja, do ukrasa interijera
gradanske kuce. | u likovnostiizradaka vidljiv je veliki raspon — od
geometrijskih motiva uzih ili Sirih pruga do barokne stilizacij

raznolikih cvjetnih uzoraka.

Cipkarska vjestina odrZala se u Lepoglavi zahvaljuju¢i Banovinskoj
Cipkarskoj Skoli, osnovanoj pocetkom 20. stoljeca, koja djeluje sve
do Drugog svjetskog rata. Rad Skole odreduje i vrstu predmeta
koji se izraduju. To su pomajvise razliciti podlosci, salvete i
stolnjaci, zatim modni detalji, ovratnici i orukavlje, uz uvijek
prisutne primjerke crkvenog ruha. Pojedine nastavnice u Skolski

program uvode sve znacajke najboljih europskih Cipaka. Medu
njima svakako se istice Danica Brdssler koja u svoje nacrte Cesto
prenosi folklorne motive npr. zlatoveza ili Saranih tikvica, koji
lepoglavskoj cipki daju svojevrsnost izgleda i ljepotu po kojoj se

ona ipak izdvaja iz spomenutog konteksta.

I nakon ukidanja Skole i kasnijih kratkotrajnih oblika organizirane
poduke, mnoge Cipkarice nastavljaju s radom, pa se cipkarska
tradicija prenosi s koljena na koljeno.

Danas se vecina aktivnih Cipkarica, starije i mlade Zivotne dobi,
okuplja u Cipkarskom drustvu "Danica Brossler". Za ocuvanje i
obnovu Cipkarstva u lepoglavskom kraju svakako zasluzan je i
Medunarodni festival ¢ipke, koji se od 1996. svake godine odrZava

u Lepoglavi.

Takoder, zastitom izvornosti lepoglavske cipke, ona dobiva
posebno mjesto medu vrednotama hrvatske kulturne bastine, a
lepoglavski kraj poticaj i obavezu za ocuvanje tadicije.

Cipka na batice izraduje se na valjkastom tvrdom jastuku,
smjestenom u pletenoj kosarici, pomocu malih drvenih batica s
namotanim nitima konca, prema iscrtanom predlosku. Radi se
uvijek s parnim brojem batica, koji se u radu na odredeni nacin
ispreplicu. Dobiveni preplet se u nastanku pomocu pribadaca
ucvrdcuje za jastuk i tako ispunjava iscrtani motiv. Jacim i slabijem

stezanjem niti prilikom preplitanja, odreduje se qustoca tkiva i

Lepoglavu danas prepoznajemo po tradiciji
pletenja Cipke, i kaznionici, osnovanoj u
nekadasnjem pavlinskom samostanu, kompleksu uz
crkvu koju je freskama oslikao, i sam redovnik, I. K.
Ranger. U oba slucaja na djelu je popravak ljudi i drustva,
liepotom i drustvenom akcijom (sankcijom). Ovi mitemi
mjesta bit ce dijelom rada Akiko Sato. Ako je svrha
umjetnosti, kako tvrdi Panofsky, unosenje novih elemenata u
jezik kulture, a umjetnicko djelo jednadzba misao (ideja,
polaziste) plus predmet (ishodisno), Sator od Cipke koje su splele
lepoglavske zene bati¢ima Sto su ih izradili kaznjenici djelo je
umjetnosti koje se sluzi jezikom eksperimentalnog dizajna: Sator
male teZine strukturalnih elemenata i transparentan, kompleksan je
sustav osjetilnih - parametara; finoca detalja generira osjecaj
nematerijalnosti objekta (filtriranje svjetla i preslik mustre sjenom
postize se efektom javanskoga kazalista sjena). Pitanje ljepote, sveza
umjetnosti i ljepote (svojevrsne koordinate ljepote su geometrizirana
simetrija, koja jezikom psihologije ulijeva pouzdanje, te pravilnost, u
ovom slucaju prema nacelu “sitno i mnogo”: “Bog je u detalju”, jezikom
modernizma; odnosno, citatno$¢u postmoderne “vise nije manje”), koja je
svojevrstan feti$ savrsenstva u Satoru od Cipke svezuje se s inherentnom
vjestinom, ritualnom tehnickom izvrsnosti zasnovanoj na ritualnoj,
mantrickoj, repetitivnosti sa svrhom uzdizanja izvan i iznad svakodnevice,
odlazenja ka transcendentalnom, ponajprije od utilitarnosti uobicajenih
svakodnevnih cinjenja i pravljenja Zena u tradicionalnoj zajednici, tzv.
redundantnoga rada (pletenje kao pauza u tradicionalno Zenskom kucanskom
poslu, poput kuhanja rucka, stalno i iznova ponavljanje dnevnih rituala
kratkotrajnog ucinka, koji se podrazumijevaju). Pletenje (i Cipka kao ishod)
integracija je iskustva i dogadaja; pletenje je kolektivni dogadaj, interakcija na
djelu. Takoder je ¢in premoscivanja raskoraka izmedu umjetnosti i Zivota u smislu
potrage za njegovim estetskim, nekorisnim (izvan definicije potrebitosti;
utilitarnog i funkcionalnog) suplementom koji pobuduje osjecaj uZitka (eros),
zadovoljstva u onoga koji ga cini (plete), i vizualnoga konzumenta pletenine
(promatraca koji uziva, nalazi zadovoljstvo u njezinoj inherentnoj ljepoti). Izmedu
liepote i umjetnosti, kao i umjetnosne tvorbe i manualnoga rada, davno je otvorila
pukotinu avangarda, Sav koji danas blijedi poput oZiljka. Estetsko svojstvo djela
(Satora od cipke) istodobno je vrijednost djela, koje je empatijski objekt u smislu
da djeluje optimisticki i umiruje nas, stiSava, pri stupanju u njegov prostor.
Ljepota je mamac, ljepota procelja crkve ili Zelja za svidanjem u funkciji
prokreacije, dok je prema Dantu, na tragu Citanja Prousta, svijest o ljepoti
povezana s osjecajem srece. Pletenje Cipke proces je obuzdavanja, samokontrole,
interiorizacija, motilnoga rada. Razvoj finoce ruke, jedan od glavnih kriterija
evolucije Covjeka, proizasao je iz pletenja (Siblja, vezano uz religiju i
obiljezavanje teritorija prije pojave pletenja uporabnih predmeta, primjerice
kosara). Podaci koji su bitni za identifikaciju i interpretaciju disegna, sheme ili
matrice Cipke geometrijske kompliciranosti, zaboravljeni su, samu ideju ili
podrijetio motiva tesko je sa sigurnoscu rekonstruirati. Njegov arhetip
vjerojatno je mimeticki (moguce izraz povezanosti sa svijetom nekadasnjeg
Covjeka koji Zivi u ,integriranom” ambijentu, gdje ne postoji stvarna
distanca izmedu mita i prirode), na tragu Hegelova Daseina, tubitka i
svijesti o bivanju tu, odnosno Geista, duha raznih kultura. Mustra, u tom
“transhistorijskom razgovoru”, uvecana, gigantizirana, i oprostorena,
postala je tijelo koje omeduje odredeni prostor, odnosno, postala je
arhitekturom. Michael Hays arhitekturu razmatra kao instrument
kulture s obzirom na njezin mimeticki karakter, no i kao autonomnu
formu jer je takoder idealisticka. Pojam skretanja, detournementa,
tako je bio kljucan za situacioniste, podrazumijevajuci uzimanje
postojeceg elementa (ovdje: tradicionalna lepoglavska cipka) i
njegovo koristenje u druge svrhe (i na drugi nacin) od

predvidenih.

Nova poetska i duhovna dimenzija izlozbenog ambijenta,
razbijaju¢i njegov strukturalni kontinuitet (ravne linije,
ostri bridovi, Cetvrtasti tlocrt), dobivena je insertiranjem
Satora kao ,otvorenog sustava’, koji definira novi
interjer u interijeru. Cipka je ovojnica koja ne
funkcionira kao barijera unutarnjeg, ,receptivnog”,

i vanjskog prostora, vec je oblik prostornog

iskustva. “Umjesto da si postavim post-minimalisticko pitanje: Koliko sirova moze
biti arhitektura a da jos uvijek ima smisla, nasao sam se pred kozmopolitskim
pitanjem: Koliko moZe biti dotjerana, elaborirana, a jos uvijek se opirati
racionalizaciji?” (Dave Hickey). Sator od Cipke vrst je konceptualne arhitekture,
avangardne arhitekture koju Tafuri naziva onom “u budoaru”, jer nije primjenjiva
u praksi, ve¢ je manifestna, nalik na definiciju haute couture u svijetu mode. Takva
je arhitektura istodobno teorija i praksa, jer dok je polaziste za arhitektonsku
realizaciju nuzno ideja arhitekture, ona ne mora, zauzvrat, nuzno teziti
postvarenju. U tome je slicna konceptualnoj umjetnosti, umjetnosti izrade ideje
bez nuzde izrade artefakata odnosno objektivizacije. Arhitektura se suocava s
aporijom Zelje za komunikacijom, i svijesti da komunikacija vise nije moguca na
$to se nadovezuje Stirlingova “arheologija danasnjice’, gradnja brikolaza
vizualnog inventara proslosti, njegova retorickog prepri¢avanja: taj bi se postupak
mogao usporediti sa Strategijom ready-madea i starezne (objet trouvé)
umjetnosti. Sator od cipke je arhitektonska (“narativna“) skulptura, i ujedno
prostor definiran arhitekturom (podrazumijevajuci svaku gradnju forme), kojemu
konacnu definiciju daje korisnik (u ovom slucaju njezin kontemplator) krecuci se
njome, odnosno oko nje. Stoga je tijelo i danas istinska mjera za arhitekturu, bez
obzira na to je li ona antropomorfna, koja tijelu pruza materijalni (zakloniste; iako
Sator nacinjen od Cipke ne “drZi kiSu po strani”, Sto je u osnovi definicije
arhitekture C. Pricea; po tome je dekonstrukcija arhitekture) i duhovni (uZitak)
okvir. Kao Sto je razvidan utjecaj arhitekturne (izgradene) forme na percepciju
prostora, vrijedii obratno, dozivljaj prostora funkcija je arhitektonskoga (u smislu
da se sastoji od jednakovrijednih punog i praznog) oblikovanja. Deleuze prema
Spinozi definira tijelo kao svaki aranzman dijelova ili cestica koje se krecu zajedno
U istom smjeru. Stoga tijelo moze biti bilo $to, pa tako i pletacka praksa. Vazno je
svojstvo tijela da moZe utjecati ili biti utjecano drugim tijelima, te vise ili manj

mijenjati svoj okolis, ovisno o stupnju do kojega je i samo sposobno biti njime
mijenjano. Kalotasti Sator od cipke jasna je konstrukcija u prostoru i istodobno j

djelo intuicije; reprezentira etablirane kulturalne vrijednosti (tradicijski uzorak i
nacin pletenja Cipke), i pritom je autonoman apstraktni (ne i nepredmetni)
formalni sustav: optimalan odnos izmedu kulture i forme jest onaj uspostavljen
kao uskladivanja. Prema Haysu, svaki je artefakt in pobjede stvarnosti, dok je
svako autorstvo pruzanje otpora autoritetu, pa tako i autoritetu kulture.

Jednostavna lingvisticka analiza Satora od cipke, formalna deskripcija, bila bi
samo “drugi jezik” koji pluta nad izvornim tekstom. Prema taoistickoj koncepciji
odrazenoj u teaizmu, ¢ajnoj ceremoniji, zanimljivo je djelovanje, a ne djelo, ono
$to je vazno je dovravanje, a ne dovrsenost. Umjetnost Zivljenja podrazumijeva
nalazenje veli¢ine u najmanjim sitnicama, Stovanje relativnosti i vjeru u iluziju te

Y] S

bivanje u stalnoj potrazi za promjenom, jer su “odredeno” i “nepromjenjivo” samo
nazivi koji izrazavaju prestanak rasta. Supljina je virtualno, ali prazno stjeciste
postojanja. Praznina, sa znacenjem sugestije, gradivni je element oblika 3atora.
Sator je nalik na cajnu sobu Cija su vrata bila postavljena nisko, nalazuci gostima
da se sagnu pri provlacenju kroz njih, sa svrhom usadivanja poniznosti, tj.
demonstriranja ljepote poniznosti i ljubavi spram jednostavnom. | Sator od cipke
traZi od gledatelja da izgradi pravo stajaliste (aktivnu percepciju) da bi primio
poruku; cipka pritom djeluje poput Rorschachova testa, svakoga naginjuci na
vlastitu igru asocijacija. Umjetnost nas uci da stvari sagledamo na nov nacin,
stabilizirajuci repetitivne Zivotne prakse: covjekovu, svoju, okolinu G.iN. Paulsson
shvacaju kao istodobno fizicki i simbolicki (ovisan o socijalnom znacenju, odnosno
shvacanju i “dekodiranju” drustva) milieu. Tako spomenuti “primitivni” covjek
nikad nije ravnodusan prema okolisu, sve pojavnosti i sile u njemu su “pune
bogova“, sintetizirajuci ih kroz magijske i ritualne konotacije. Kao i on, i arhitekt
odnosno umjetnik polazi od tzv. “schemate”, od ideje ili koncepta umjesto
vizualne impresije, kako je ranije misljeno. Mit je kolektivno podsvjesno,
kolektivni san koji objasnjava nasu kolektivnu prirodu (prema C. Lévi-Straussu):
vjerojatno je podrijetlo uzorka lepoglavske Cipke iz praindoeuropskog prauzorka
sunca, strukturom i temom: “priroda vs. kultura“. Prema C. Norberg-Schulzu, koji
razlikuje funkcionalnu i simbolicku gradnju, Sator od cipke je potonja (“symbol
milieu”). Ona je istodobno, nadodala bih, kreativna (u tom smislu je umjetnost
koja nas “u¢i da stvari sagledavamo na nov nacin) i reproduktivna (ima
“stabilizirajucu funkciju u ponavljanju poznatih Zivotnih situacija“; dakle slijedi i
podreduje se “kanonu”, kao tradicionalna umjetnost). U “gradnju” $atora ugraden
je proces socijalizacije: u doslovnom prijevodu s engleskoga, “the building task” je
reguliranje odnosa covjeka i njegova okolisa, uspostavljanje fizicke kontrole nad
okolisem: barijere (ogradivanje, zatvaranje odnosno omedivanje prostora), filtra
(vrata koja mogu biti otvorena, zatvorena, odnosno imaju potencijal vizualnog i

fizickog povezivanja unutarnjeg i izvanjskog prostora) ili prijelaza (praga),
garantiraju¢i time druStvenu stabilnost odnosno stvaraju¢i preduvjet za
uspostavljanje zajednice. U pri¢i Marka Twaina stranac ce biti ubijen zbog
nestanka jedne od triju udica koje posjeduje prosirena obitelj u eskimskom igluu i

smatra svojim bogatstvom i jamstvom opstanka, nesto poslije pronadene
zapretene u kosi djevojke koja mu je kao gostu bila “dodijeljena”.

Modificirana oprostorena Cipka (apstrakcija Gaussova matematickog dokaza
zakrivljenosti prostora) je simbolicki konstrukt, nastao na temelju Akikina
povezivanja iskustva mjesta rodenja, novog, i mjesta prebivanja u meduvrement;
i semanticki konstrukt, zadrzavajuci onaj inherentan, koji je izvan arhitektonskog
jezika: uslojenih znacenja funkcije i oblika. Cipka se vezuje uz odijevanje, kao
svojevrsni punctum (da parafraziramo Barthesov termin koji je vezan uz medij
fotografije) odijela ("druge koZe") kao Covjekove zastite od “svijeta” ija ekstenzij
je arhitektura (“treca koza“). Judita je, odjevena u najljepse (Cipkane?) haljine,
opila Holoferna u njegovu Satoru, vlastitim mu macem odrubila glavu i polozila na
pladanj kao trofej. Kao semanticka i esteticka informacija, Sator je pecina
(prirodno  zakloniste) i tabernakul (akcentuiranje duhovnog); stati¢nog,
homogenog, hijerarhijski nepodijeljenog i stoga savrenog tlocrta kotaca (krug je
prosirena tocka: srediste kruga), koji, uz radijalnost mustre Cipke (oznacitelj)
sugerira oblik sunca (oznaceno). Arhetip lepoglavske cipke sugerira sunceve zrake
kao naizmjenicno ravne i valovite linije (elaborirana matrica kojom se Cipka
razlikuje od mreze; zmijolika linija, prema Hogarthu, moze biti “noga ucitelja
plesa, noga stolca, Zensko tijelo ili oblik cajnika”), kao konvencija simbolicki
prikazujuci svjetlost i toplinu koji emaniraju iz istoga ZariSta, generatora,
premjeravajuci svemir i ¢cineci stari vidljivima (ili je rije o prikazivanju svjetlosti i
kise, aspekata Zivotvornosti, kao yang, koje je Sunce, i yin, $to je katkad Mjesec u
ovisnom odnosu spram Sunca). Zanimljivo je, u keltskom, kao i starim
indoeuropskim jezicima, ime Sunca bilo je Zenskog roda (majka, dajuci zivot; u
uskoj asocijativnoj svezi s majcinom utrobom iz koje potjece sav Zivot i koja j
relativno sigurna, mracna i topla, ujedno ishodiste prakse arhitekture), da bi
poslije ono bilo dovedeno u vezu s muskim autoritetom. Za Freuda je Sunce, taj
muski autoritet, eksterni princip uljudivanja i drustvenog ugovora. Sunce j
super-ego. Naime, covjekom te ¢ini ono $to te ujedno razara: civiliziranje, koje te
tjera na obuzdavanje nagona slicno Suncu koje je Zivotvorno, ali i unistavajuce
(izaziva susu i opekline...). Sunce je u hrvatskom jeziku srednjeg, dok je, kao
odstupanje od nacela, na japanskome imenica Zenskoga roda. Manipulacija
svjetloscu glavni je agent kod gradnje hramova i religijskih zgrada. Svjetlo,
prirodno i umjetno, gradivni je materijal Akikina (u suradnji s lepoglavskim
pletiliama) Satora jednako kao i konac (Cipka), stvarajuci sofisticirane efekte
prosijavanja (zbog propusnosti pletiva), preslike teksture Cipke i sjencanj
(hommage zapadnoj tradiciji slikarstva, suprotno japanskoj, slike plosne i bez
sjena), zatvara istodobno introvertni i otvoreni prostor. Sator od Cipke
podrazumijeva da je nacinjen od niza polariteta: gore/dolje, Cvrsto/meko,
svijetlo/tamno, puno/prazno. Kao kad se projektira zvuk, zvucanja liturgije i
orgulja u crkvi, Akiko situaciju izlozbe kreira kao sinestezijski dogadaj (event):
"zavjesom” od batica za pletenje koji lupkaju jedni o druge zbog strujanja zraka
(poput batica klavira), rekonstruira akusticku komponentu samog procesa
“gradnje” Satora (metodski slicno u filmu Lawrencea Kasdana Tjelesna strast /u
izvorniku Body Heat, 1981./ zvuk mobila na terasi, sve glasniji zbog priblizavanj
oluje, akcentuira Zudnju, rastucu napetost medu protagonistima radnje —
Zena/muskarac).

Analiza arhitektonske forme temelji se na opisu i analizi elemenata (pritom j
ornament medijator tumacenja cjeline) i njihova meduodnosa, te relacije s
okolisem: jer svaka gradnja pripada Sirem kontekstu (mjerilu) od vlastite punine i
praznine, “plasta” i prostora koji obavija (tako B. Zevi tretira Partenon kao
arhitektonsku skulpturu, jer je prostor interijera minoran i nedokuciv: sakriven,
nepristupacan ljudima). Intermediary objects ili “medupredmeti”, termin kojim
spomenuti Norberg-Schulz oznacava fenomenologiju stvari i “objasnjava” tu
pojavnost s obzirom na uvjete i kontekst u kojem je pojavnost (fenomen) dana,
primjenjiv je na sator od Cipke, koja umjesto “Cvrste” i apsolutne forme takoder
ovisi o relaciji s drugima, odnosno interakciji s okolisem, zbog cega je nemoguce
stabilizirati njezino znaenje i otvaraju¢i stalnu potrebu za njezinom
reinterpretacijom.

LEPOGLAVA LACE

In Croatia, today and in the recent past, we can find bobbin
lace making in the north west part of the Pannonian
area, particularly in the Drava basin, in Medimurje

and Hrvatsko Zagorje. This can be linked with the

spread of the technique of lacemaking from

the area of Western Europe. One of the

major centres of bobbin lacemaking,

which is still in existence today, is

Lepoglava.

It is believed that as
long ago as 1400,
the Paulists,

when they first came to Lepoglava, brought with them the art of
making lace on bobbins. The local gentry gave support for the
expansion of the craft, and the making of lace was received by the
rural population above all as a source of additional earnings. With
time, lacemaking became a special form of folk art. A broad range
of products, changing according to the time they in which the were
created and the wishes of customers, from hem decorations on
linen clothing for women, which the lacemakers of Zagorje sell to
women from neighbouring areas, to the interior décor of bourgeois
houses. Inthe visual aspects of the items too there is clearly a large
range — from geometrical motifs with narrow or broad strips to

Baroque stylisation of diverse floral patterns.

The skills of lacemaking were able to be maintained in Lepoglava
thanks to the Banovina Lacemaking School, founded at the
beginning of the 20th century, working all the way down to World
War Il The work of this school determined the kind of objects that
are made. These are most of all various doilies, napkins and
tablecloths, fashion details, collars and cuffs, with the examples of
vestments still to be found. Some teachers brought into the
syllabus all the features of the best European lace.

Among them we should certainly include Danica

Bresler, who in her drawings often

introduced folk art motifs, for

example, of embroidery

ingold thread

or patterned gourds, which gives the Lepoglava lace a specificity of
appearance and beauty that makes it stand out from the context
mentioned.

Even after the abolition of the school and the later short-lasting
forms of organised tuition, many lacemakers went on with the
work, and so the lace tradition was transmitted from generation to

generation.

Today most of the active lacemakers, younger and older, are
gathered together in the Danica Bresler Lacemaking Association.
And the International Lace Festival, held in Lepoglava every year
since 1996, is certainly to be credited with helping to preserve and

revive lacemaking in the Lepoglava area.

With protection of the authenticity of Lepoglava lace, it has
acquired a special place among the things of value of the Croatian
cultural heritage, and the Lepoglava area has obtained a stimulus

to, and responsibility for, the preservation of the tradition.

Bobbin lace is made on a hard, cylindrical pillow, located in a
woven basket, with the help of little wooden bobbins wound
round with thread, according to a drawn pattern. An even number
of bobbins is always used, and in the work they are twisted and
crossed in a certain way. The ground or mesh obtained is at the
outset fastened onto the pillow with pins and thus the drawn motif
is filled in. By tightening the threads more or less during the
making of the ground, the density of the fabric is determined and
the characteristic nuances are obtained. Also

interesting are the forms of the
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Etnografski muzej

Ethnographic Museum

dobiva karakteristicna nijansiranost. Zanimljivi su i oblici
mrezastih podloga koje povezuju ukrasne motive. MreZice mogu
imati veca ili manja, kruzna ili dugoljasta okanca, ili okanca u
obliku pcelinjeg saca. U ornamentici ukrasa, uz geometrijske
motive, javljaju se stilizirani vegetabilni oblici cvijeta, lista, Zira i
drugih koji nose interesantne lokalne nazive - zvezda, krizi, sunce,
roZa, makova roza, cvetek, kiflek, zafrka¢, grozdek...

SUNCE - AKIKO - SATOR

Dolaskom u Hrvatsku Akiko Sato, umjetnica iz Japana, prvi put se
susrece sa hrvatskim cipkarstvom, pa tako i lepoglavskom
Cipkom. Zadivljena je samom tehnikom izrade i specificnom
ornamentikom kao i vjeStinom rada cipkarica. Istovremeno
promislja kako bi sve te osobitosti mogla iskoristiti za svoje nove
likovne / kiparske kreacije. Pritom Zeli u potpunosti postovati
tehniku izrade i likovnost ornamentike. Medu motivima
lepoglavske ¢ipke narocito ju je privukao tableti¢ ,sunce”, buduci
da motiv sunca u japanskoj kulturi ima posebno znacenje.

Tako je nastala ideja da se TABLETIC SUNCE pretvori u kiparsku
instalaciju - SATOR OD CIPKE. Pri tome: ornamentika ostaje ista -
24 sunceve zrake, samo povecanih oblika; materijal ostaje isti —
pamucni konac svjetle boje, ali nit je deblja; pribor ostaje isti —
drveni batici, ali vecih dimenzija, a umijesto pribadaca koriste se
duzi cavli¢i. Na kraju i struktura preplitanja ostaje vjerna originalu,
prepoznatljiva po svakom segmentu svog nastajanja.

Konacni produkt ipak je, u pozitivnom smislu, nesto novo —
kiparska instalacija, trodimenzionalni ukras odredenog prostora.

Time cipkarstvo i njegove tradicijske vrijednosti dobivaju novu
primjenu, pa time nadamo se i novi krug Stovatelja.

Interesanto je ali i znakovito da su Cipkarstvo kao vjestina i ¢ipka
kao produkt hrvatske nacionalne bastine prepoznati kao osobiti i
vrijedni od strane Covijeka koji dolazi iz druge kulturne sredine, a
pri tome ima i visoke estetske kriterije produbljene tijekom
Skolovanja.

Etnografski muzej iz Zagreba, od samog pocetka, u potpunosti
podupire projekt "Sator od Cipke" i pruza struénu pomoc u
organiziranju suradnje s Cipkaricama, izradi alata, odabiru
materijala i pracenju postupka izrade. Interesantno je iskustvo na
koji su nacin Lepoglavske Cipkarice prihvatile ovaj izazov. Iz
kazivanja deset Cipkarica razlicite Zivotne dobi i Cipkarske
edukacije, koje su provele vise mjeseci u zajednickom radu na

Satoru i etnoloska je struka mogla iscitati
bezbroj podataka o povjesti i sadasnjosti
vjestine Cipkarstva u Lepoglavi, o kojima ce vise

rijeci biti drugom prilikom.

Nadamo se da ce ovaj projekt otvoriti nove mogucnosti
koristenja i prezentacije tradicijskih vjeStina lepoglavske

Cipke u Hrvatskoj i u Svijetu.

The fame of Lepoglava today is based on the lacemaking tradition, and for the
penitentiary, set up in what used to be the monastery of the Paulites. This is complex
alongside the church in which the frescos were painted by Ivan Ranger, himself a
religious. In both cases it's the improvement of people and society that are concerned,
with beauty and — via social action — sanction. These mythemes are part of the work
of Akiko Sato. If, as Panofsky claims itis, the purpose of artis to put new elements into
the language of a culture, and the work of art equals thinking (idea, point of departure)
plus object (original), the tent of lace knotted by the women of Lepoglava, with
bobbins made by the inmates, is a work of art that uses the language of experimental
design. This tent, transparent, with little weight to its structural elements, isa complex
system of sensory parameters. The fineness of detail generates a feeling of
non-materiality in the object (the filtration of the light and the copy of the pattern in
the shadow produce the effect of the Javanese shadow play). The issue of beauty, the
bond of art and beauty (the coordinates of beauty are a geometrically treated
symmetry, which with the language of psychology gives confidence, and reqularity, in
this case according to the principle of “little and much”; “God is in the details”, in the
language of modernism; or in the inter-textuality of the post-modern “more is not
less”), which is a kind of fetish of perfection, is bound up in the lace tent with an
inherent skill, with the ritual technique of excellence based on mantric repetitiveness,
the purpose being to rise above and beyond the quotidian, to move towards the
transcendental, above all away from the utilitarianism of the common everyday
actions and makings of women in the traditional community, of the redundant work
(knitting as respite from the traditional female household jobs, like cooking dinner, the
constant and reiterated daily rituals of short-lasting effect, which are taken for
granted). The twisting or winding and the lace as their result are the integration of
experience and event. The lace-making activity is a collective event, interaction at
work. Itis also an act in which the discrepancy between art and life is overcome — in
the sense of the search for an aesthetic and non-useful (outside the definition of the
necessary, the utilitarian and the functional) supplement that arouses the feeling of
pleasure (eros), the pleasure in what makes it (winds it), and the visual consumer of the
woven work (the observer who enjoys, finds satisfaction, in its inherent beauty).
Between beauty and art, as between the creation of art and manual work, the
avant-garde long ago opened up a rift, a seam that today fades like a scar. The
aesthetic quality of the work (the lace tent) is at the same time the value of the work,
which is an empathic object in the sense that it works optimistically and calms us,
quietens us down, as we enter into its space. Beauty is the draw, the beauty of the
facade of a church or the desire to please serving the purpose of procreation, while
according to Danto, after reading Proust, the awareness of beauty linked with the
feeling of happiness. Making lace is a process of restraint, self-control, or interiorising,
of motile work. The development of manual refinement, one of the main criteria in the
evolution of mankind, derived from weaving (of wattle, wicker, related to religion and
the marking of territory before the appearance of the weaving of use-objects like
baskets). Data that are essential for the identification and interpretation of the disegno,
the diagram or the mesh of geometrically complex lace are forgotten, it is very hard to
reconstruct with any certainty the idea or descent of the motif. The archetype is
probably mimetic (possibly an expression of connection with the world of the
mankind of long ago who lived in an integrated ambience where there was no real
distance between myth and nature), along the lines of Hegel's Dasein, there-being and
awareness of being here, or the Geist, the spirit of different cultures. The pattern, in
this trans-historical conversation, enlarged, made massive, put into space, became a
body that bounds a certain space, or, became architecture. Michael Hays considers
architecture an instrument of culture because of its mimetic character, but also an
autonomous form, for it is also idealistic. The concept of turn-about, derailment,
detournement, was crucial for the Situationists, meant to understand the taking of an
existing element (here: traditional Lepoglava lace) and its use for other purposes —and
in a different way — from that it was intended for.

The new poetic and spiritual dimension of the ambience exhibited, breaking up its
structural continuity (the straight lines, the sharp edges, the square plan) is obtained
by the insertion of the tent as “open system”, defining a new interior-in-an-interior.
The lace is a membrane that does not function as barrier between internal, receptive
and external space, but as a form of spatial experience. “Instead of asking the
post-minimalist question: Just how raw can architecture be and still have a meaning?
Ifound myselffaced with the cosmopolitanissue: How polished and elaborate can it be
and yet still resist rationalisation?”(Dave Hickey). A lace tent is a kind of conceptual
architecture, an avant-garde architecture that Tafuri calls architecture “in the boudoir”,
for it is not applicable in practice, rather is a kind of manifesto, like the definition of
haute-couturein the world of fashion. Such architecture s at once theory and practice,

for while the point of departure for architectural effectuation is necessarily the idea of
architecture, it does not, by way of return, necessarily have to aim at being
accomplished. In this it is like conceptual art, the art of working out the idea without
the need to make an artefact, an actual objectivisation. Architecture faces the aporia of
desire for communication, and awareness that communication is no longer possible.
This is continued by Stirling’s “archaeology of the present day”, the construction of a
bricolage of a visual inventory of the past, its rhetorical re-telling; this procedure might
be compared with the strategy of ready made and object-trouvé art. The lace tent is an
architectural, a narrative, sculpture, and at the same time a space defined by
architecture (implying every construction of form), the final definition of which is
supplied by the user (in this case, the person contemplating it), moving around it, or in
it. Hence the body is today the genuine criterion for architecture, irrespective of
whether it is anthropomorphic, which offers the body material (shelter; although a
tent made of lace does not keep the rain out, which is at the basis of the definition of
architecture of C. Price; and hence is deconstructive architecture) and a spiritual
framework (for pleasure). As can be seen the influence of architectural (built) form on
the perception of space works the other way round, the experience of space is a result
of the architectural (in the sense that it consists of equivalent full and void) formal
treatment. Deleuze, after Spinoza, defines the body as every arrangement of parts or
particles that move together in the same direction. Hence a body can be anything,
even the practice of knitting, weaving. An important property of a body is that it can
affect or be influenced by other bodies, and modify to a greater or lesser extent its
environment, depending on the degree to which it is itself capable of being changed
by them. The calotte-shaped tent of lace is a clear construction in space, as well as
being a work of intuition; it represents established cultural values (traditional pattern,
the manner in which lace is made), and it is also an autonomous and abstract (though
not non-objective) formal system. The optimum relation between culture and form is
that which is set up as adjustment. According to Hays, every artefact is an act of the
victory of reality, while all authorship is offering resistance to authority, including to
the authority of culture. A simple linguistic analysis of the lace tent, a formal
description, would just be a “second language” floating above the original text.
According to the Taoist conception expressed in the cha-no-yu, the tea ceremony, itis
the doing that is interesting, not the thing done, what is important is completing, not
the completedness. The art of living takes for granted the finding of dimension in the
smallest details, the respect forrelativity and the beliefinillusion and being in constant
search for change, for the defined and the unchangeable are just words that express
cessation of growth. A hollow is a virtual but empty juncture of existence. Emptiness,
with the significance of suggestion, is a structural element of the tent form. The tentis
like a tea room the door of which is placed low, enjoining the guests to bend while
passing through it, the idea being to implant humility, i.e., to demonstrate the beauty
of humility and love for the simple. The lace tent too asks the viewer to build the right
viewpoint (active perception) to be able to take on the message. And the lace in the
meantime works like a Rorschach test, inducing in all their own association games. Art
tells us to look at things in a new manner, stabilising the repetitive practices of life. G.
and N. Paulsson understand the environment, people’s, one’s own, as both a physical
and a symbolic (depending on the social significance, or the understanding of and
decoding of “society”) milieu. The mentioned “primitive” manis thus never indifferent
to his environment, for all the phenomena and forces in it are full of gods, synthesising
them through magical and ritual connotations. Like him, the architect or artist takes
off from the schema, from the idea or concept, instead of visual impression, as earlier
thought. Myth is the collective subconscious, the collective dream that explains our
collective nature (according to Lévi-Strauss); probably the origin of the pattern of
Lepoglava lace is the ur-Indo-European ur-pattern of the sun, in structure and theme
— nature versus culture. According to C. Norberg-Schulz, who distinguishes between
functional and symbolic building, the lace tent would be the latter — a symbol milieu.
[tis at the same time, | would add, creative (and in this sense itis art that teaches us to
look at things in a fresh way) and reproductive (it has a “stabilising function in the
repetition of known life situations; it follows and subordinates itself to the canon, as
traditional art). The process of socialisation is incorporated into the “building” of the
tent: “the building task” (as it is formulated in English) is the regulation of the
relationship between people and environment, the establishment of physical control
over the environment — barriers (fencing, closing off or bounding space), filters (door
that can be opened, closed or has the potential for the visual and physical connection
of interior and exterior space) and transition (sill, threshold), quaranteeing thus social
stability or creating the precondition for the establishment of a community. In a Mark
Twain story, astranger s killed because of the disappearance of one of three hooks that
is owned by the extended family in an Eskimo igloo, considered by them to be their
riches and quarantee of survival, found later caught up in the hair of a girl who was

assigned him as guest. The modified/spatialised

lace (an abstraction of Gauss" mathematical proof of

the curvature of space) is symbolic, was created on the

basis of Akiko's bringing together the experience of her

birthplace, the new place, and the place of domicile in the

between time; it is also a semantic construct, retaining that

which is inherent, which is outside architectural language: the

stratified means of function and form. Lace s related to apparel,

a kind of punctum (to rephrase the Barthes term related to the

medium of photography) of clothing (@ second skin), a human

being’s protection from the world, whose extension is architecture (a

third skin). Judith, dressed in her finest (lace?) gown befuddles

Holofernes in his tent, cuts off his head with his own sword and places it

on a plate as trophy. As semantic and aesthetic information, a tent is a

cave (a natural shelter) and a tabernacle (accentuating the spiritual); it has

the static, homogenous, hierarchical, undivided and hence perfect ground

plan of the wheel (the circle is an expanded dot, the centre of the circle), that,

along with the radial pattern of the lace (the signifier) suggests the form of the

sun (the signified). The archetype of the Lepoglava lace suggests the sun’s rays

as alternately straight and sinuous lines (the elaborated ground through which

lace differs from the mere net; the serpentine line, according to Hogarth, can be

the “leg of the dance teacher, the leg of the table, a female body or the shape ofa
teapot”), as convention symbolically showing light and warmth that emanates
from the same source, the generator, measuring the universe and making things
visible (or presentation of light and rain, aspects of life-giving, yang, which is the
sun, and yin, sometimes the moon, in its dependent relationship to the sun).
Interestingly, in Celtic and in old Indo-European languages, the name of the sun was
feminine (mother, giving life, closely associated with the mother’s womb, from
which all life derives, and which is relatively safe, dark and warm, at once the origin of
the practice of architecture), later being associated with the authority of the male. For
Freud the sun, that male authority is an exterior principle of civilisation and the social
contract. The sun is the super-ego. What makes you man is also what tears you apart:
civilisation, which forces you to restrain your urges s like the sun thatis life-giving, but
also destructive (causing drought and burns). In Croatian the sun is neuter in gender,
while, as a departure from the principle, in Japanese the noun suggestions of
femininity. Manipulation with light is the main agent in the construction of temples
and religious buildings. Light, natural and artificial, is the structural material of Akiko's
tent (in collaboration with the lacemakers of Lepoglava), just as much as the thread,
the lace, creating sophisticated effects of filtering (because of the permeability of the
weave), copies of the texture of lace and shading (tribute to the western tradition of
painting, as against the Japanese, of flat and shadowless pictures), closes off a space
atthe same time introvert and open. A tent of lace means that it is made of a number
of polarities — up and down, hard and soft, light and dark, empty and void. As when
sound, the sounding of liturgy and organ in church, is projected, Akiko creates the
situation of the exhibition as a synaesthetic event — with a curtain of bobbins that
strike against each other as a result of the stream of air (like the hammers of the
piano); she reconstructs the acoustic component of the actual process of
“building” the tent, methodically similarly to the film Body Heat, 1981, of
Lawrence Kasdan, in which the sound of the mobile on the terrace records the
coming of the storm ever more loudly, accentuating the desire, the growing
tension among the protagonists of the action — women and men.

Analysis of architectural form is based on a description and analysis of
elements (and ornament s the mediator of the interpretation of the whole)
and their interrelations, their relations with the surrounds; for each
construction belongs to a broader context (scale) than its own fullness
and emptiness, the membrane and the space that enfolds (thus B. Zevi
treats the Parthenon as architectural sculpture, for space of the
interior is minor and unfathomable: concealed, inaccessible to
people). Intermediary objects, the term that Norberg-Schulz
(already mentioned) uses to refer to the phenomenology of

things and explains this phenomenality with respect to the
conditions and context in which the phenomenon s given, is

applicable to the lace tent, which instead of a firm and

absolute form, also depends on its relation with others

that is, its interaction with the environment, for which

reason it is impossible to stabilise its meaning,

opening up a constant need for reinterpretation.

mesh grounds that link together the decorative motifs. The meshes
can have larger or smaller, circular or elongated openings,

openings in the form of a honeycomb. In the ornamentation,
along with geometrical motifs, there are stylised plant forms of
flowers, leaves, acorns and others that have interesting local
names meaning — star, Cross, sun, rose, poppy rose, crescent,
bunchandsoon...

SUN — AKIKO — TENT

When she came to Croatia, Japanese artist Akiko Sato met for the
first time with Croatian lacemaking and so of course with
Lepoglava lace. She was greatly impressed with the actual making
technique and with the particular ornamentation as well as the
skilled work of the lacemakers. At the same time she thought that
all these features could be used in her new artistic — sculptural
creations. At the same time, she wanted to respect the technique
of making and the visual features of the ornamentation in their
entirety. Among the motifs of Lepoglava lace, it was the Sun doily
that particularly attracted her, since the motif of the sun has a
particular meaning in Japanese culture.

Thus came into being the idea of turning the Sun Doily into a
sculptural installation called Lace Tent.  The ornamentation
remained the same — 24 sunbeams, only in much enlarged forms;
the material was the same — cotton thread of light colour, only
with a thicker thread; the same equipment was used — wooden
bobbins, only of larger sizes, and instead of pins, longish nails were
used. And at the end, the mesh structure remained

faithful to the original, and is

identifiable in every segment of the creation.

But the final product is, in a positive sense, something new — a
sculptural installation, a three-dimensional decoration for a given
space. Thus lacemaking and its traditional values have acquired a
new use, and we hope a new circle of admirers.

[tis interesting and significant that lacemaking as skill and lace as
product of the Croatian folk heritage have been identified as
individual and valuable by a person from another cultural setting,
who has into the bargain high aesthetic criteria enhanced during
her training.

The Ethnographic Museum of Zagreb has from the very beginning
supported the project Lace Tent, and given expert assistance in the
organisation of the work together with the lacemakers, the making
of the tools, the choice of materials and monitoring the process in
which the work was made. It was interesting to experience how
the Lepoglava lacemakers took up this challenge. ~ From the
accounts of the ten lacemakers of various ages and levels of
lacemaking training, who spent several months

working together on the tent the discipline of

ethnology was able to see numerous

items of information about the

past and present of the

skill

of lacemaking in Lepoglava, discussion of which is reserved for
another occasion.

We hope that this project will open up new
opportunities for using and presenting the
traditional skills of Lepoglava lace in Croatia

and elsewhere in the world.
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