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Comwa Abannesa

MYATUMEAHUJAAHA YMETHOCT BO PEITYBAHKA
MAKEAOHMJA BO ABAECETTHOT BEK

HHCTaAaHHja, aMGI/ICHT, HCP(l)OPMaHC, KOHICNITYAaAHAaYMCTHOCT,
XCIICHUHT, GOAI/I apT, ACHA apT, CHpOMAalIHA YMETHOCT

MyaTumesnjasHaTa yMeTHOCT Bo MakeAoHHja Aocera He €
ceondaTHO H COOABETHO TPETHPAHA M Ny0AMKyBaHa.
MysejoT Ha coBpeMeHATa YMETHOCT ja H3AaAe myOAnKanujara
Aumonozuja namaxedouckama auxosnaymemmocm 1894-1994
200una, BO KOja IIPETCTAaBH CEACKI{Hja HA ACAQ OA AUKOBHHTE
YMETHOCTH CHCTEMATH3HPAHH BO COTAACHOCT CO KAACHYHHTE
00AaCTH: CAHKAPCTBO, CKYANITYpa, 00jeKTH 1 rpaduka, cozpa-
BAaHH BO TEKOT Ha EAHO CTOAETHE.

AeA oA IpeTcTaBeHHTE ABTOPH M NPHUIIaraa Ha MYATHMEAH-
jaAHaTa mpakTHKA, HO Taa He Oeme mocebHo eaabopupana,
HHTY aBTOpUTE 0€a TOAKYBAHH OA TOj ACHEKT, HAKO HEKOH OA,
HHB 0€a HHBOABHPAHHM TOKMY BO cpepHTe HA HEKAACHYHH-
te uckycrsa (Faurop Credanos, Ilerpe Hukosocku, Tome
Anmesckn, Mckpa Ammurposa, JKanera Banream, Josan
Ilymkxoscku, Mcmer Pamuxkesuk, Cranko ITaBaecku u ap.).
OBaa ny6aukanuja ce poOKycHpa Ha CTpOraTa CeACKIHja Ha
aBTOPHTE OA BH3yeAHHTE yMeTHOCTH BOo X X BeK, KOH ru o0e-
AEXYBaaT 3aPOAOKOT, PAa3BUTOKOT U IIOAEMOT Ha BU3YECAHATA
eMIHpHja IITO T'M M3MECTYBa KOAOBHTE Ha BOOOHYaCHHTE
AMCIHIIANHH BO 0Baa cpepa Ha TBOPEINTBO. AKI[CHTOT € CTa-
BEH HA OHHE YYECHHIH BO AHKOBHOTO NPE3CHTHPAHE KOU
OHAe HATAACEHO HHOBATHBHH H OCKCIIOHHPAHU HA H3A0XKOH-
T€ BO APXKaBaBa H BO CTPAHCTBO, KAKO APTYMEHTH IIOAEAHAK-
BO 32 HUBHATa aKTHBHOCT M BpeAHOCHA cTojHOCT. Kaj HuB Ha
PAeKCHOHACH HAYMH Ce TPETHPAAT TPAHULUTE Mely CAMKap-
CTBOTO, CKYAIITYpaTa H/HAM rpadHKaTa CO HATAACYBABE H HA
BAETYBAabETO BO HHTEPAHCIHIAHHAPHH PEAAIIUH, MUCAEjKH
M TyKa IPE3CHTANHHTE HA CAMHTE KOHICNTH HAU HACH
KAKO YMETHHYKH CHTHTETH, BKAYYYBAHETO BO ACAOTO HA
OIKPY>KYBamETO (EKCTEPHEPOT HAH EHTEPHUEPOT), ACA OA HO-
BHTE TEXHOAOTHH, HIPaTa / TAHI[OT, HATAACEHOTO KOPUCTEHE
HA He-yMETHHYKHTE MaTepHjasu u cA. Kuura 2 ce pokycupa
Ha 42 TBOpuH (poAeHH BO HepHOAOT 0A 1936 A0 1974).
HaaBop 04 0B0j H360p OcTaHyBaaT HHIMACHTHH IPOjaBH Ha
aABTOPH YHE TBOPELITBO PEYHCH 3TACHYBAa BO HAPEAHHOT IEepPH-
0A, ABTOPH KOH CE OPHEHTHPAAE KOH APYIH cpepH, yMETHH-
[[M YHH KBAAUTETH, AKTHBHOCTH U PU3HOHOMHH HABECTYBAaT
HOBH Pa3MHCAH KOH Ke OuAar nojacHo poepunupanu Bo XXI
BEK (Bopnc IllemoB, Jane YasoBcku, Aennc CaparmHoBcKH
n Caobopanka CresueBcka, Hopa CrojanoBuk, Maprapu-
ta Knceanuka, busjana Mcnjanus, H6paxum Bean, Anjana
Tomuxk, loko PapoBanosBuk, Cranucaasa IITapoBuxk, l'oppana
Bpennocka, Huna I'emrrakoBcka, Becaa Ayanmaraocka, Mu-
pocaas Crojanosuxk — Illyku, Hukosa Beakos u ap.).
ABropure 0p 06sacta Ha poTorpadujara H BHACO-YMETHOCTA
OCTaHyBaaT Aa OHAAT eAa0OpHpPaHHU BO APYra IPUAHKA.

Sonja Abadzieva

MULTIMEDIA ART IN THE REPUBLIC OF
MACEDONIA IN THE TWENTIETH CENTURY

installations, ambient art, performances, conceptual art,
happenings, body art, land art, arte povera

Multimedia art in Macedonia has not been comprehensively
and adequately treated and published until now.

In 1994, the Museum of Contemporary Art (MoCA) in
Skopje published a book called Anthology of Macedonian
Fine Arts 1894-1994 that presented a selection of fine art
works systematized according to the classical fields: painting,
sculpture, objects, and graphics, created during a period
encompassing an entire century.

Some presented artists belonged to multimedia art practice;
however, this was not particularly elaborated upon; similarly,
authors were not considered in that specific context,
although some of them were involved in areas of non-
classical art experience (Gligor Stefanov, Petre Nikoloski,
Tome Adzievski, Iskra Dimitrova, Zaneta Vangeli, Jovan
Sumkovski, Ismet Ramicevic, Stanko Pavleski, etc.).

This book intends to focus on a strict selection of artists that
were active in visual arts during the 20th century, i.e., artists
that marked the genesis, evolution, and rise of visual art
practice that changed the codes of conventional disciplines
in this field of creation. Emphasis is placed in presenting
those artists who were assertively innovative and more
exposed at exhibitions organized in the country and abroad,
as arguments equally for their activity and importance. In
considering them, a flexible manner is employed in treating
the borders among such areas as painting, sculpture, and/
or graphic art; articulation is also given to involvement
in interdisciplinary context; when I say this, I mean
presentations of the very concepts or ideas as art entities,
incorporation of environment (exterior or interior) in
artwork, some new technologies, dance/dancing, underlined
use of non-art materials, etc. The second book in this series
focuses on 42 artists (born between 1936 and 1974).

This selection omits incidental appearances of: authors
whose production would almost fade in the period to come;
authors who decided to switch to other areas; artists whose
qualities, activities, and individual style would suggest new
considerations that would be more clearly defined in the 21st
century (Boris Semov; Jane Calovski; Denis Saraginovski
and Slobodanka Stevcevska; Nora Stojanovic; Margarita
Kiselicka; Biljana Isijanin; Ibrahim Bedi; Dijana Tomic;
Gjoko Radovanovic; Stanislava Sarovic; Gordana Vrencoska;
Nina Gestakovska; Vesna Dunimagloska; Miroslav
Stojanovic-Suki; Nikola Velkov; etc.).

Artists active in photography and video art would be selected
and presented in another book.



Tpeba aa ce mpuaHae AeKa HMCYeKOpOT oa IlaaToHoBara
TPHUAOTHja Ha HMACHTH(HKyBame Ha ybaBHHATa, BHCTHHATA
1 Boror AOLIHM CO BEKOBH AOAEKA AQ ja AOCTHTHE ,,yMETHO-
CTa Kako couujasHa aBaHrappaa“ Ha Cen CHMOHOBATa ILKOAQ.
Bo 1865. IIpyaoH 3060pyBa ,,3a IPUHIJUIIOT Ha YMETHOCTA U 33
Hej3MHATa COLMjaAHa HaMEHA" M IO II0CTaByBa IIPAIIAbETo 3
aHAXPOHHM3MHTE Ha MY3€HTE H BOOIIIITO 3a COIjHjaAH3aljHjaTa
Ha yMeTHOCTa. MapKCHCTHYKO-ACHHMHHCTHYKHTE TEOPHH Ce
HacodYyBaar I10 TOj ITaT CO HCXOAUIITE BO MaAOPMAIIHH OA TO-
TAAHTAPUCTUIKH BUA. PyTypuctrre Bo XX BEK OTBOPEHO IO
AQHCHpaaT IMPOTECTOT IPOTHB 3acTapeHUTe GOPMH H COAPIKH-
HHM CO HOBH BHM3HMM 32 MAHOTO OIIITECTBO. MoHApHjaHOBaTa
CIIAOTEHOCT co praro3odujara, IOTOA AAAAUCTHTE, & ITO HUB U
KOHCTPYKTHBHCTHTE (pycKaTa aBaHTapAa) IH ACKOHCTPyHpaaT
CTapHTe MOAEAH AO aIlCYPA, TO BHECYBAaT OHA OA XXHBOTOT Ha
roaeMa BpaTa. A 30IITO A3 HE IO CMETaMe 3a IIPOTO-KOHIIEITY-
aAa M CyIIpeMaTHCTHYKOTO ‘6eA0 Ha 6eA0’ MAH LIPHO Ha 6eA0’
Ha Kasumup MasjeBny? HajroaeMHOT IpeAU3BHK, H3peYeH Ka-
TErOPHUYHO U AMPEKTHO Ha ONIITECTBEHATA EAMTA M HEj3HHATA
ecrercka npedepennuja ("ToraAHO OTCYCTBO Ha A06ap BKyC) e
AMPEKTHOTO ,ypHHHpame  Ha Mapcea AHIIaH BP3 ACKAAEHT-
Hara Gypyxoasuja: ,-IM ro ¢pamB nucoapor (ce paGoTH 3a Ae-
aoto Donitiana Ha AMLIaH, M.3.) BO HUBHHUTE AHMLIA H Cera THe
Aoaraar H My ce BOCXHTYyBaar IIOpaAH HeroBaTa ybaBuHa™,
Aapan3MoT U AHIIaHOBHTE AHKOBHHM KaAaMOypH IOAOLHA
CTaHyBaaT MOAHTBEHHK Ha ABHXKemweTo Puyxcyc (1951-1958)
U cuHTarMmaTa Ha bojc: ,,)KHBOTOT Moxe pa 6HAe yMETHHYKA
$opma —ymeTHOCTa MOXKeE Ad 6rAe camnoT XKuBoT®. Josed Bojc,
cemak, CTaHyBa KYATHa QHUIypa BO aKTOT Ha OCAOOOAYBAIbE OA
XHMEPapXUCKHOT peA Ha AMKOBHHTE CTOAYMBba. Toj ja 36ora-
TyBa MapKCHCTHYKaTa AOKTPHHA 3a 6ECKAACHO OIILITECTBO,
BepyBajKH A€Ka CEKOj MOXKe H Tpeba Aa OHAE KpeaTHBEH, 3a1LUTO
CaMo TOTall € OHTOAOLIKH ortpaBpaH. Ho, 0p ocobeno sHaueme
3a pacIpoCTpaHyBame Ha BUPYCOT Ha HEroBaTa XapHaMa e He-
ropaTa AMYHa yOEACHOCT BO IIPHMATOT Ha HAEjaTa, BO KOACK-
THBHOTO A€jCTBYBakbe H BO MAKCHMaAHOTO IIPOIIHPYBarbe Ha
[OHMMOT CKYANITypa (3BYKOT, My3HKaTa, FAACOT, 360pOT, IHC-
MOTO, ABHKEEETO — C€ MOXKE A CE CBEAE Ha IIOMMOT CKYAIITY-
pa, IT0A YCAOB Aa CTaHYBa 360p 3a ,,CBECEH YMETHHYIKH aKT ).
Bo mepecerTuTe ropuHM janonckara rpyna Iyuiau crpose-
AyBa 3aCHAEHHM YMETHHYKH aKTHBHOCTH KOHM Ke ja 3apasar M
aMepHKaHCKaTa yMETHHYKA CIjeHa X BO 1958 Ke I'M MOTTHKHAT
xeneHHH3HTe Ha AraH Kenpoy. Ha ceBepHOaMepHKaHCKHOT
KOHTHHEHT BeKe € IIOATOTBEHA KAHMa 32 CAOOOAHU YMETHHY-
KH akTUBHOCTH (BO 1951 ropuna Ilon Keji 3a Bpeme Ha KOH-
Leprot opranusupa Bo Black Mountain College 1pB xenieHHHT
co Aejsup Tjyaop, Mepc Kanunram, Pobept Paymenbepr u
Ap. HeroBaTa aBaHrappHOCT Kako Heraljja Ha XereMOHHjaTa
Ha aIICTPaKTHHOT eKCIIPECHOHM3aM U IIOII-apPTOT Ce HCUYUTYBA
BO MCKa30T Ha PaymieH6epr: ,,Jac cyM 3a yMETHOCT, HO 33 YMeT-
HOCT KOja HeMa BPCKa CO YMETHOCTa. YMETHOCTA MMa BPCKa CO
>KHBOTOT."

HB Kaen Bo ®pannuja (1960) ro usBeayBa CBOjOT CKOK BO
IIpa3Ho, a ITOAOLHA M aHTPOIIOMETPHHUTE U IPOTAACYBAETO
Ha IIpasHaTa rasepHja Kako YMETHHYKO AEAO, CO KOH BAeE-
ryBa BO OpOHTaTa Ha YMETHOCTA Ha TEAOTO, Ha HAEjaTa KakKo
YMETHHYKH IIPOAYKT. OBHE M APYTH CAMYHH A€jCTBYBama Ha

It is to be admitted that the leap forward, from Plato’s
trilogy in identifying beauty, truth, and God, was belated for
centuries until reaching the state of “understanding art as
social avant-garde” as offered by the Saint Simon School of
Art. In 1865, Proudhon spoke about “the principle of art and
its social purpose”; in this context, he also raised the question
about museums and their outdatedness, and generally about
socialization of art. Later, Marxist-Leninist theories took
this road, the outcome of which was a totalitarian-system
distortion. In the 20th century, futurists openly initiated
protest against outdated forms and content, offering
new visions of future society. Mondrian’s alignment with
philosophy, later Dadaists, followed by constructivists (the
then Russian avant-garde) deconstructed traditional models
to the very absurd; they inserted real-life elements and
situations into art in grand fashion. In addition, why should
not one consider the suprematist “white on white” or “black
on white” of Kazimir Malevich a proto-conceptuality? The
greatest challenge, stated emphatically and directly to the
then social elite and their esthetic preference (“total lack of
good taste”), was direct “urinating” by Marcel Duchamp on
the decadent bourgeoisie: “I threw the pissoir (i.e., Duchamp’s
artwork called Fountain, author’s note) into their faces and
now they come and admire it because of its beauty”.
Dadaism and Duchamp’s art puns and disturbances later
became the bible of the Fluxus movement (1951-1958) and
Beuys' syntagm: “Life can be an art form; art can be Life
itself.” Joseph Beuys, nevertheless, became a cult personality
in the process of rejecting art formalities. He then went on
to contribute to the Marxist doctrine on classless society,
believing that every individual can and should be creative
because such an individual is only ontologically justified in
this context. Still, of great significance for spreading “the
virus” of his personal charisma was his own conviction in
the supremacy of idea as such, in collective action, and in
maximum extension of the notion of sculpture (sound, music,
voice, word, letter, movement — all of these items can be
reduced to the notion of sculpture, under the condition that it
is a matter of “a deliberate act of art”).

In the 1950s, the Japanese group Gutai pursued striking
art-related activities that would later “infect” the American
art scene; in turn, it would stimulate the happenings made
by Allan Kaprow in 1958. In North America, a climate
for free art activities was already promoted (in 1951,
during a concert at the Black Mountain College, John Cage
organized the first happening together with David Tudor,
Mars Cunningham, Robert Rauschenberg, etc.). His
avant-garde straightforwardness as denial of hegemony of
abstract expressionism and pop art is seen in a statement by
Rauschenberg: “I am for art, but for art that has nothing to do
with art as such. Art has to do with life.”

In France, in 1960, Yves Klein performed his Leap into the
Void; later he also executed his Anthropometries and had an
empty gallery pronounced as a work of art. This made him
prominent in the field of body art, of idea as a product of art.
These and other similar activities on the sidelines of elitist
exhibitions organized at museums and galleries were to be



MaprHHHTE Ha €AUTHCTHYKHTE H3A0KOH BO My3eHTe U Tase-
puure, TeOpeTHYapUTe Ha yMeTHOCTA: XeHpu PanHT, Ypcysa
Mejep, I'peropu BeTkok, 3aepAHO co caMHTe yMETHHIU: Jo3ed
KomyT, Paymen6epr, Coa Ayur, ben Borue, Aaraac Xebaep,
Bejuep u Ap., ke ru AepHHEpaaT KaKO KOHIIENTYaAd HAH KaKo
KOHIJeNITyaAHa yMeTHOCT. Ho, kora ce aHaAn3Hpa reHesaTa Ha
YMETHHYKHTE II0jaBH, HEU30EXKHO Ce 3aKAydyBa A€Ka AHKOB-
HHOT AMKTYC aIICOAYTHO € BO KOpeAallHja CO CAyJyBarbara BO
KOMITA€KCHHOT OIIITECTBEH )KMBOT Ha YMETHHKOT. besapyro,
OKOAHOCTHTE I'M MEHYBAaT YMETHHKOBHTE CTOjaAHIITA. YMET-
HOCTa Ha HPOUIMPEHHTE MEAHMYMH, HAH MYATHMEAHjaAaTa
KOja e MpeAMeT Ha 0Baa KHHUTI'A, HE € HCKAYJOK.

Bo 1962 ropunna, epHa HCTpa)kyBadyka Irpyna Ha BH3yeAHHTE
yMeTHOCTH oA ITapus, ciopeAyBajkH ro TBOPELITBOTO CO OIl-
IITECTBOTO, KOHCTaTHpa A€Ka YMETHHKOT € M30AHpPaH, AeKa
MHUTOT 3a KpealHjaTa M KyATOT KOH OAPEACHH AMYHOCTH H
ojaBH 6ecrpeKOpHO GpYHKIJHOHHPA, AeKa IOCTOH LIPHO-6€A0
BPEAHYBame Ha €CTETCKHTE H aHTH-ECTETCKHTE YMETHHYKH
HCKa3H, AeKa OIPEACACHA AMKOBHA €AMTA IPOAYLIHPA YHH-
KaTHH A€AQ M A€Ka YMETHHKOT € 3apOOCHHK Ha I1asapoT CO
yMeTHHYKH Aesa. Kora Ha oBHe 3aKAyYOI[H Ke CE€ AOAAAAQT aH-
TPOIOLIEHTPU3MOT, QETHUIIHN3MOT, IOMMOT 33 HAaIIPEAOKOT II0
ceKoja LleHa, €eKOHOMCKAaTa eKCIIAOATallMja U eCKaAallMjaTa Ha
KOHCyMepCKaTa ICHXOAOTHja, HEH30e)XXHO e Aa Ce pasOyAH CBe-
CTa Ha TBOPIJUTE 3a IIOAMTHYKATA, COIJHjaAHATa M EKOHOMCKa-
Ta PEaAHOCT M 32 HEONIXOAHOCTA OA MEHYBalbe Ha PEAAIIHUTE
YMETHHK-OIIITECTBO.

ITosHaTnTe cAydyBama Ha 6apuxapute Bo Opannuja (1968)
M HaCTaHHUTE IITO CACAYBaaT BO APYTH 3€MjH, OTBOPAaT HOBA
HAacoKa Ha MHTEACKTYaAHHOT aHTa)XMaH: )Keaba 3a mpoMeHa
MaHHpeCTHpaHa Kako peBOAT. OBHe HACTaHH, CTUMYAHPAaHH
0A MHTEAEKTYaALM OA THIOT Ha Xepbepr Mapxyse u Kaop
AeBu-Crpoc, TH HacO4yBaaT YMETHHIIUTE KOH HCTPaXKyBame
Ha HOBH KOAEKCH, TH OCAODOAYBaaT yMOBUTE OA TOACMH TEMH,
OA TIOMMOT Ha BEYHOCTA M TPAjHOCTA U TH CBPTYBAaT KOH r'OAO-
TO cexkojaHeBHe. I'pynara mto Aesu-Crpoc ja opHeHTHpPa KOH
AMHTBHCTHYKH 3aCHOBAaHHTE CHCTEMH, ja IIPEMECTyBa AUKOB-
HaTa IIparMaTHKa OA MOAEPHHCTHYKOTO T€TO BO OTBOPEHHUTE
IIPOCTOPH Ha CA00O0AATA HAa H300POT, ja OPHEHTHPA KOH ,CEMH-
OTHYKHOT KallalJHTET Ha HeOOjeKTHATA YMETHOCT .
HnBep3aujaTa Ha BPEAHOCTHUTE, HEAYPATUIHOCTA K OCBOEHATA
ca060pa Ha KeAbaTa, CO3AaBaAT TPAHCMEAHjaAHA H HHTEPAKC-
LUIIAHHAPHA CMeca Ha jasuuu 1 KoaoBH. OHa LITO € 0 ocobe-
Ha Ba>KHOCT, € IPUKAYYyBalbeTO Ha MApIHHAAHHTE [I0jaBH BO
mainstream-oBHTE.

Hus, Ha np., AoHaap Kycnur ru cMera 3a moAMAaAyBadKH U
peBHUTAAMBHPAYKH eHepruH (,EAHA corpo-yMeTHHYKa rpymna
ce 06HOBYBa caMaTa cebecH MpeKy KOHCyMHpakbe Ha APyTa, Ha
3arOBOPHHYKH EKOHOMHYECH KaKO M Ha €CTETCKH HA4uH").
APpPYyIITBOTO Ha 3arOBOPHHIIMTE HA HOBOTO I'O COYMHYBaaT aA-
TepHATHBLM HAH KPEaTHBLIH OA IepudepHjaTa Ha ANKOBHATA
cueHa. bes npeppacyau THe KOHBeprupaar KOH 3a€AHHYKHTE
KOAOBH Ha MHTEPMEAHjaAaTa, KOH TH IOApasbupaar rpadu-
THTE, CTPHIIOBHUTE, XCIICHHH3HTE, YMETHOCTA Ha 3eMjaTa H
YMETHOCTa Ha TE€AOTO, NepPOPMaHCHTE, BHACOTO H GHAMOT.
YpuBajKu ja naejaTa 3a BEYHOCTA U TPACHETO, THE TH CEACKTH-
paaT OHHE MOMEHTH OA T€aTapoT, apPXHTEKTYParTa, CIEKTAKAOT,

defined as conceptual art by various art theoreticians like
Henry Flint, Ursula Meier, Gregory Bettcock, together with
artists themselves such as: Joseph Kosuth, Rauschenberg,
Sol LeWitt, Ben Vautier, Douglas Huebler, Weiner, etc.
Nevertheless, when one analyses the genesis of such art
phenomena, it is then to be concluded that a personal artistic
dictum is absolutely in correlation with events occurring in a
complex social life of a given artist. Certainly, circumstances
do change personal positions and attitudes of an artist. Art
by means of expanded media, or multimedia art that is the
subject matter of this book, is no exception.

In 1962, comparing art creation with contemporary society, a
Paris-based group for visual arts research concluded that an
artist was isolated as such, that the myth about creation and
the cult of certain personalities and phenomena functioned
perfectly, that there was a black-and-white assessment of
esthetic and anti-esthetic artistic statements, that a given
artistic elite produced unique works of art, and that an
artist was a prisoner of the art market. When one adds
anthropocentrism, fetishism, notions of progress by any
means, outright economic exploitation, and the escalation
of consumerism to the previously mentioned conclusions, it
is then necessary to raise awareness of artists about political,
social, and economic reality, and about the prerequisite to
change existing relations between artists and their society.
The well-known events concerning the 1968 Paris barricades
and happenings that followed in other countries paved the
way for new course of intellectual commitment: the very
desire for change now shown as revolt. These events, inspired
by intellectuals like Herbert Marcuse and Claude Lévi-
Strauss, drove artists to explore new codes, released artists’
minds from “great topics,” from the notion of eternity and
continuity, and made them turn to the bare everyday life. The
group, which Claude Lévi-Strauss focused on linguistically
based systems, transferred art practice from modernist ghetto
to open plains of choice of freedom, toward “the semiotic
capacity of non-object art.”

Inversion of values, non-auraticity, and obtained desire for
freedom created transmedia and interdisciplinary mixture of
languages and codes. Inclusion of marginal phenomena into
the mainstream became of great importance. For example,
Donald Kuspit considered them to represent rejuvenating and
revitalizing energy (“A socioeconomic group renews itself by
consuming another group, in a conspiringly economic and
esthetic manner”).

Groups advocating the introduction of new things consisted
of alternative artists or creative people from the periphery
of art scene. Having no prejudice or bias, they converged
toward shared intermedia codes, which imply graffiti, comics,
happenings, land art and body art, performances, videos, and
movies. By abolishing the notion of eternity and continuity,
they selected those moments from theater, architecture,
spectacle, circus, ballet, pantomime, music, or fine arts that
bear clear language correlative and character of repetition.
Defending from the auraticity of museums and their art
collections with physically viable artworks, they inverted
working materials from being consistent to extremely



LHPKYCOT, 6aA€TOT, TAaHTOMHMAaTa, My3HKaTa HAH AMKOBHATa
YMETHOCT KOHMIITO HMaaT jaceH ja3u4eH KOPEAATHB H KapaKTep
Ha PeNeTUTHUBHOCT.

BpaHejkn ce op aypaTHYHOCTa Ha My3eHTe M HHBHHUTE KO-
AEKIIMH CO QU3MYKH M3APKAHMBHU A€AQ, THE TH HHBEPTHpAAT
MaTepHjaAHUTe 3a paboTa OA KOH3HCTEHTHH BO KPajHO TPOIL-
AHBH M BpEMEHH: KCEPOKCH, OTIIedaTonH, pororpaduu, BuAe-
OAEHTH, IIPTEXXH, KOAQXKH, MAIlU MAM AMjarpaMM Ha XapTHja,
IPUPOAHU MaTepHjasH. TeA0TO, TOBOPOT, ja3HKOT, 300pPOBHTE,
ACTPUCTHYKHTE U HyMepHIKHUTe GOPMH — CETO TOa CTaHyBa
MaTepHjaA 32 YMETHOCT.

»B0 1970 ropHnHa Gellle jacHO AeKa Ce II0jaByBa HOB THII yMET-
HocT Bo Ibyjopk u Bo EBponckuoT cBeT. Momute 6p3o pAepuuu-
PpaHa Kako KOHYeUihyasHd YMEMHOCTL / ugejd yMemiHoOCTL Ui
apowupernu mequymu (gpyia ymemnuuxa upaxmuxa), Taa noa-
pasbupa H3BOHPEAHH BAPHETETH Ha YMETHHUIKH ACAQ.

OHa 1ITO Ha cUTe UM Oellle 3aeAHHYKO Oellle OTPpAAETO Ha
»0yP>KOACKHTE" ACIIEKTH Ha TPAAMIIMOHAAHATA YMETHOCT.
AeaaTa Ha OBaa Apyra yMETHOCT 4€CTO He ITOCTOeja KaKo 00jeKTH,
TYKy OCTaHaa Kako uAeH. OHa IITo $H3HIKH OIICTOjyBalle Oelle
CaMO €A€H BHA AOKYMEHTAllMja PEA€BAaHTHA HAa KOHI[EIITOT
(Tperopu Berkok).

TpaHc-cy0jeKTHBHOCTA bellle 1 OCTaHA BHCTHHCKATa AOOAECT
Ha 0Baa YMETHOCT, KOjallITO ja M36pHUIIIa rpaHUIaTa Mel'y yMeT-
HHUKOT-KPHTHYapoT u mybaukata. Hexoaky obuau aa ce pe-
KOHCTPyHpaaT OBHE II0jaBH Ha MY3€jCKO PaMHHIINTE (H3AOX-
6ure [’ Art conceptual, une perspective, Bo MysejoT Ha MOAEPHA
yMeTHOCT Ha rpaaoT ITapus Bo 1989/90 roauna; Reconsidering
the Object of Art Bo Aoc AHyeaec Bo MysejoT Ha coBpeMeHa-
Ta yMeTHOCT BO 1995 ropuna; Global Conceptualism: Points
of Origine — 1950-1980 Bo Queens Museum of Art Bo Ibyjopk,
1999) ru MOTBpPAYBaaT CHTEe FOPEHABEACHH KOHCTATAL[UH, HO
OHa ILITO HE¢ MOOHMAH3HpPA BO OBHE Mera My3e€jCKH IIPOEKTH €
TOAKYBaWeTO Ha OBOj AMKOBEH (pEHOMEH KaKO yMETHHYKa
KaTeropuja co IpouIMpeHo 3HaYeme, BO KpajHa eKCTeH3Hja.
Brpapenu ce n HekoM acneKTH Ha HMHCTaAaluuTe U nepdop-
MaHCHTE CO KOH Ce OOHOBYBa KOHIIENITYaAHHOT TOBOP H Ce pe-
AebHHMpaA BO HEO MAHM BO IIOCT-KOHIjenTyaAmu3aM. IIpakrmd-
HO, 0OEAMHYBambETO Ha CHTE AMKOBHH ja3HI[H IO IIOI-apTOT
HAH II0 KP3jOT Ha MCTOPHjaTa Ha YMETHOCTA MAH IIO KPajoT Ha
duro3odujara, He ja 3arieAyBa paHATa OKOAY TEPMHHOAOIIKOTO
oInpeAeAyBame Ha GOPMHTE Ha HETPAAULIMOHAAHATA YMETHOCT.
HanAuBOT Ha peMHTepIpeTallMHuTe Ha omycoT Ha Mapcea
AMIlIaH, 0A HETOBOTO IOjaBYBame A0 ACHEC, KAKO COCTOj6a Ha
[IepMaHEHTEH IIPHAMB Ha AyOOIMHTCTBO Ha TEOPETHYApPHUTE Ha
YMETHOCTA, € BO AUpEKTHA KOpeAallija M CO YMETHOCTA Ha Ipo-
IIMPEHUTE MEAHYMH, aKO C€ 3eMe IIPEABHA ACKa TBOPEIITBO-
TO Ha OBOj TOAEM YMETHHK € AabopaTopHja 0 Koja IOTEKHYBa
aAXeMHjaTa Ha YMETHOCTA, YHj IIPB O3HAUYHTEA € HAEjaTa.
IToBexke 0a jacHO € pAeKa AHIIAH K HETOBUTE CACAGCHHIIH Ce €ACH
roseM HpaIlaAHHK — He3aBpIIEH HAHM HEAOOOjaCHET IIPOEKT.
BakBaTa 3araTka BO IIPOIIEC, CO NOCTOjaHa GAEKCHOMAHOCT BO
AeOHHHPAKETO ¥ BAAOPH3UPAETO, IO COOUYBa NPOCYAYBadOT
/ TOAKYBa4OT CO KOHTPOBEpP3HjaTa LITO ja AaBa cA0b6OAATA BO
TEPMHHOAOUIKHTE Pa3AMYyBaka Ha CHTE ITOjaBHOCTH BO KOH-
Lenrtyasara. Bo 0TCycTBO Ha ONIIT KOHCEH3YC, H OBOj IIPHCTAII
KOH BaKBHOT AUKOBEH (EHOMEH € PaCTOBAPEH OA TBPAH pOpMy-

consumable and ephemeral: Xerox copies, prints, photos,
video tapes, drawings, collages, maps or paper charts, nature-
made materials. The human body, speech, language, words,
lettrist and numerical forms — all this became art material.
According to Gregory Bettcock, in 1970 it was clear that a
new type of art was emerging in New York and the world of
Europe. Very quickly defined as conceptual art/idea-based art
or expanded media (alternative art practice), this implied an
excellent variety of artworks.

What everything had in common was the rejection of
“bourgeoisie” aspects of traditional art.

Works of this other art often did not exist as objects; rather
they remained as ideas. What physically remained was only
some kind of documentation relevant to the concept.
Trans-subjectivity has been the true merit of this art, which
erased borders between artists and critics on one hand, and
the public on the other. Several attempts to reconstruct
these tendencies within a museum context (exhibitions
like [Art conceptual, une perspective at the City of Paris'
Museum of Modern Art in 1989/1990; Reconsidering the
Object of Art at the Los Angeles Museum of Modern Art in
1995; Global Conceptualism: Points of Origin 1950-1980 at
the Queens Museum of Art in New York, 1999) confirmed the
aforementioned conclusions; however, what mobilized people
in context of such mega-museum projects was interpretation
of such art phenomenon as art category with expanded
meaning, to the extreme extension.

There was also incorporation of some aspects of the shown
installations and performances, which renewed the conceptual
discourse and redefined it into a neo- or post-conceptualism.
Practically, fusion of all art languages after op art or after the
end of history of art or the end of philosophy did not heal
the wound concerning the terminological definition of non-
traditional art forms.

The outburst of re-interpretations of Marcel Duchamp’s
oeuvre, since its appearance, as situation of permanent
show of curiosity made by art theoreticians, is also in direct
correlation with art of expanded media, if one takes into
consideration that the art legacy of this great artist represents
a specific laboratory that originated alchemy of art, whose
first indication is the very idea.

It is very clear that Duchamp and his followers even today
representagreat question mark;i.e.,a project thatisunfinished
or not fully explained. Such conundrums in progress, having
permanent flexibility in definition and valorization, makes
a deliberator / interpreter face controversy that is offered
by freedom of terminological differentiations among all
phenomena of conceptual art. In the absence of general
consensus, this approach to such art phenomenon is also
void of rigid formulations: I use conceptual art as signifier
in extension. Indeed, some types of land art, performances,
happenings, or body art are not pure visual arts, pure
theater, and architecture of earth; this is especially true
when installations become multimedial (something from
everything); in the words of Gillo Dorfles, still they can be
classified as Truth: autonomous forms in themselves, whose
language is derived from the simultaneous presence of



AQIIMH: KOHIIENITyaAHAaTa YMETHOCT ja KOPHCTaM KaKO O3HAYH-
TeA BO eKcTeHsHja. Hekou BUAOBH Ha seHg apili, iepPOopMaHCH,
XeIIeHUH3H HAM 00gU apili He Ce HUTY YHCTa AUKOBHOCT, HUTY
YHCT TeaTap MAM aPXUTEKTypa Ha 3eMjaTa, a 0COHEHO Kora HH-
CTaAaLIMHTE CE€ MYATHMEAHjaAHH (OA C€ IO HELITO), ,HO MOXKAT
Aa 6uaar KaacupUIpaHH KaKo BHcTHHA: aBTOHOMHH $popMHU
BO cebe, YHJIITO jasHK € M3BEACH OA CHMYATAHOTO IIPHUCYCTBO
Ha €AEMEHTH KOH AOAraaT OA PasAMYHH YMETHHYKH jasHIjH.
MerrameTo Ha yMETHOCTHTE H HUBHaTa CHMOHO3a ce 0bjacHyBa
Kako 30oraryBame M PEHECaHCa Ha rAaBHATa YOBEKOBa Kpea-
tuBHOCT  (OKmao Aopdaec). KocmonoanTcknor xapakrep Ha
HOBHTE AUKOBHH I10jaBH IIOHATAACEHO I'M MapKHpPa AMBEP3UTE-
THTE U ja IPaBH UIPaTa yLITE IONPOBOKATHBHA, AOBEAYBajKH ja
AO aIICypA AOTHKAaTa Ha PUTHAHHTE 3aTBOpara Ha CAOGOAHHTE
AMKOBHH aKTHBHOCTH BO LIBPCTH pOPMYAH.

*

MojoT npHcTan Iy MOYHUTYBa MOCTYAATHTE HA HOBHUTE YMETHHY-
KM IIPaKTHKH X HUBHHUTE TOAKYBalbe BO €KCIIaH3Hja H IIINPOYHHA:
[IPUCYCTBOTO Ha KOXEPEHTEH KOHILIENT KaKO OCHOBEH O3HAYyBad,
[IOBTOPYBameTO (IPOLECyaAHOCTa), AeMaTepHjaAHSHPAYKHOT
aCIIeKT, peAalifjaTa co >KUBOTOT U CEKOjAHEBHETO, OTCYCTBOTO
Ha XUIIOKPH3Hja, AOCETAMBOCTA U AYXOBHUTOCTa CO Marujara Ha
MHBEP3UHTE Ha 3HA4YeHara, CAOOOAATa HA MCKA30T AO OICLie-
Hoct. Ho, MeTopoaouixuor nocryaar (Xanc 3epeaMajep) oA Koj
He OTCTaIlyBaM, € 6apameTO OHTOAOILIKA AUMEH3Hja Ha ACAOTO
BO CaAMOTO A€AO, IIPEKy aHaAM3a Ha CTPYKTypaTa Ha KOHKpeTHa-
Ta TBOp6Oa ,,KaKO Pe3yATaT Ha BOOYyBakbe Ha HajdHAYajHUTE OCO-
6GEHOCTH LITO IPABUAHO Ce IIOBTOPYBaaT BO aHAAU3HPAHHUTE I10-
jaBu“ (Jan Bujasocronxw).

ITo6yaara 3a 06paborka Ha oBaa IIpobAeMaTHKa BO Makepo-
HHja BO ABA€CETTHOT BEK € IIOTTHKHATA OA HEKOAKY IPHYHHH:
- 0A KOHCTAaHTHOTO MaprUHAaAH3Hpame M 3aMIDKyBame IIpeA
OBHE I10jaBY;

- OA COMHEXOT A€Ka BO MaKEAOHCKAaTa AMKOBHA YMETHOCT HeMa
AOBOAHO YMETHHYKH MaTepHjaA CO MyATHMEAHjaAHA COAPXKHHA;
- 0A COBHAHHETO AEKa AaATEPHATHBHHUTE ACjCTBYBakba OA MHHATO-
TO, ACHEC Ce PeaKTyaAH3Hpaar co 3abp3aH pUTaM H Kaj Hac H BO
CBETOT;

- 0A OTCYCTBOTO Ha IIOCEPHO3€H IPHCTAI KOH IIOCOYEHHUTE BU3Y-
€AHHM YMETHOCTH, AO HEOAAMHA €r3UCTHPAYKH BO AllOKpHPHHU
bopmu;

- 0A YOEAEHOCTa BO OHTOAOLIKATA KOHIPYEHTHOCT U KOMIIATH-
OHMAHOCT Ha MYATHMEAHjaAQTA CO CETa APYTa ANKOBHA EMITHPH]a;
- OA IIPEeAU3BHKYBadKaTa CyIITHHA Ha BAKBHOT BUA H3Pa3HOCTH;
- 0A KeAbaTa HAYOOIUTCTBOTO 3a OBaa APyra AMKOBHA IIPAKTHKA
Aa AOOHE IT0O0OjeKTHBEH CTATYC;

- op moTpebara Aa ce cobepe peAeBaHTHA AOKYMEHTALIHja H AQ Ce
€BHACHTHPAAT ILTO € MOXKHO ITI0BEKe YMETHHYKH PaKTH 3a pas-
HOpOAHAaTa paboTa Ha aBTOPUTE BO MYATHMEAHjaAHUTE ChEpH;

- OA HEM30EXKHOCT Aa Ce Haraacart 6a3MYHHUTE IPOMOTOPH H aB-
TOHOMHH aBTOPCTBa BO OBHE KPEaTHBHH A€jCTByBalba.

I'enesaraHaMAejaTa 3a MpeTCTaByBakhe HA MYATUMEAHjaAHATA
NpakTHKa BO MakepOHMja MMa U APyTa KOHOTaluja. 3a Bpe-
Me Ha MOjOT CTYAHMCKH IpecToj Bo HammonaannoT mysej 3a

elements coming from different languages. Mixing arts and
their symbiosis is explained as diversification and renaissance
of the major human activity. The cosmopolitan nature of new
art phenomena places a greater accent on marking diversities
and so makes the game even more provocative; this in turn
takes the logic of rigid confinement of free artistic activities
inside strict formulas to the very absurd.

My approach respects the postulates of new art practices and
their interpretation in extension and width: presence of a
coherent concept as basic signifier, repetition (processionality),
dematerializing aspect, relation to life and everydayness,
absence of hypocrisy, wittiness and cleverness by magic of
inversions of meanings, and artistic freedom to the level
of very obscenity. However, the methodological postulate
(Hans Sedlmeier) - which I fervently adhere to - is searching
for ontological dimensions of a given work inside that work,
by means of analysis of that specific work of art, as a result
of noticing the most important features that have regular
repetition patterns in analyzed phenomena, according to Jan
Bialostocki.

The motivation to treat this topic in Macedonia in the context
of the 20th century is driven by several reasons:

- by the constant marginalization and ignoring of these
phenomena;

- by the doubt that in Macedonian art there is not enough
artistic material with multimedial content;

- by the knowledge that alternative tendencies from the past
today become again relevant with greater pace in our country
and the world;

- by lack of a rather serious approach to the said visual arts,
which until recently have existed in apocryphal forms;

- by being convinced in the ontological congruency and
compatibility of multimedia art with all other art experience;
- by the challenging essence of such types of expression;

- by the wish that curiosity about the other art practice acquire
a more unbiased status;

- by the need to collect relevant documentation and to record
as many as possible art-related facts about the heterogeneous
work made by artists in multimedia areas;

- by the inevitability to underline basic promoters and
autonomous authorships in these creative activities.

The genesis of the idea to present the multimedia practice
in Macedonia also has another connotation. During my
study stay at the Paris National Museum of Modern Art
(1967/1968), the Latin Quarter, and the galleries located on
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Tanrop Yemepcku
TIpuaor 2, 1977, aeran op uncrasanuja, MCY, Cromnje

MopepHa yMmeTHOCT Bo Ilapus (1967/1968) Bo Aamwurnckuoii
xeapui nBo rasepunTte Ha ByaeBapor Cen 2Kepmen, AeTpUCTHY-
KHTe MaKcuMu Ha Ben BoTue, MUHIMaAN3MOT K 06jeKTHTE Ha
Buxrop Basapean u TopoHH o3HayyBaaT KOHTPAIyHKT Ha
HOBHOT peaAansaM Ha Kputnuapot Iljep Pecranu. MysejoT Ha
AEKOPaTHBHHTE YMETHOCTH (BO TOa BpeMe HajaBaHTapPAHHOT
My3ej oA Apyrara cTpaHa Ha CeHa, a ¥ Bo jeA ITapus), ru us-
AOXKYBa aMOMEHTHTE CO KOBM M OHM3apHHTE IamaraAl Ha
Januc Kyneanc. IToponHa, OrHOT, 4aAOT 1 60pbHTE TPasU B
IrpaAH Mel'y CTYAGHTHTE U IOAHIIMjaTa Ha YAMYHHUTE OapHKa-
Au Bo ITapus ce moka’xyBaaT KaKo yIITe II0OaAaPMaHTEH 3HAK
Ha papMKaAHH IPOMEHH.

AunxosHara cuieHa Bo CAA, Ha Koja IPUCYCTBYBaM A€CETHHA
ropauHH noponsa (1977), ja MaHHdecTHpa UCTaTa TEHAEHIIHja
KOH 0CAOOOAYBabe Ha AYXOT OA MOACAHTE Ha MHHATOTO. KHH-
rute Ha Ypcyaa Mejep u I'peropu beTkok cTaHyBaar Aea oA
MojaTa AparoneHa AuTeparypa. Ho ymre mpea Toa, Bo mode-
TOKOT Ha CEAYMAECETTHTE, TAHAEMOT Aparony6 Bexxan / Mu-
sout Konjoman (1972/1974) tajuo nsBeayBa nepdopMaHCH Ha

Gligor Cemerski
Supplement 2, 1977, detail from the installation, Museum of Contemporary Art, Skopje

the Boulevard Saint-Germain, the lettrist maxims by Ben
Vautier, the minimalist art and objects by Victor Vasarely
and Toroni denoted counterpoint of the new realism of art
critic Pierre Restany. The Museum of Decorative Arts (at that
time the most avant-garde museum on the Left Bank of the
Seine, and even in Paris) displayed the ambient works with
horses and bizarre parrots by Jannis Kounellis. Afterwards,
fire, smoke, and hand-to-hand combat between students and
police at the street barricades in Paris were seen as even more
alarming signs of radical changes.

The art scene in the USA, which I would visit ten years later
(1977), demonstrated the same tendency of freeing the spirit
from models of the past. Books written by Ursula Meier and
Gregory Bettcock became part of my precious literature
collection. But, even before this, in the early 1970s, the artistic
team of Dragoljub Bezan and Milos Kodzoman secretly
conducted performances (1972/1974) at hidden places, far
away from the public (in the region of Mount Skopska Crna
Gora, or in a studio); Simon Semov and his colleague Nikola



OCaMeHH MeCTa, AAACKY OA ybanKara (Ha mapuHuTe Ha CKOII-
cka Llpua I'opa mau Bo areaje), a CumoH IlleMOB 1 HETOBHOT
xoaera Hukxosa ®uaAaHOCKHY ' OOMKOAyBaaT IIAAHUHUTE HU3
MakeAOHHja ¥ AMKOBHO HHTEPBEHHpaaT BO IpHpoaaTa (O
1973 ropuHa), AoAexa yMeTHHKOT AymaH [lep4rHKOB, € om-
CeAHAT OA BpcKaTa Mel'y yMeTHocTa M ¢Huao3odHjaTa, oA CH-
CTEMOT Ha IIOBTOPYyBabe 1 baparbe Ha 3HAYCHETO 3aA CAHKATA.
AVKOBHH €KCIIEPHMEHTH BO OBaa CMHcAa npaBu u CHMOH
Ysynoscku (1975/76), moponHa Bo ayaara Ha Puaosodpcku-
oT ¢akyarer, Ckomje. MysejoT Ha coBpeMeHaTa yMETHOCT €
npsara opHIIHjaAHA HHCTHUTYLHja LITO BO TOj mepuoa (1982),
a 3a BpeMe Ha MOjOT AMPEKTOPCKHM MaHAAT CTaHa AOMaKHH
Ha HHBHHTE HEOOHYHM axTuBHOCTH. OpraHusanujaTa Ha
MaHHdecTanujaTa Ho8u 140jasu 60 MaKeqoHCKAMLA AUKOBHA
YMEULHOCTA HAa HICTOPUYAPOT Ha yMeTHOCTa Baapumup Beanu-
KOBCKH BO AomoTr Ha MaapauTe (1984), HEKOAKYTe HU3AOXKOH
mrto MCY ru npukaxka op AOMEHOT Ha Apyiaitia ymeimnu4xa
dpaxmiuxa Ha JyrocaaBHja, TOAEMaTa PETPOCIEKTHBHA H3-
Asoxx6a Ha Payxcyc Bo MCY u dpannyckata Ypdanuiteitiu,
yIITE IOBEKe ja PasApasHyBaaT AYOOIIMTHOCTA 3a HETPAAH-
LIHOHAAHHTE POPMH Ha BU3yeAHHTe yMeTHOCTH. Kora Bo 1995
FOAMHA I'Ml IpoydyBaM in situ (Bo TOKHO) YyA€CHHTE aKIIMH Ha
janmoHckure rpynu I'yiiau u Mono-xa, AepUHUTHBHO chakaM
A€Ka MYATHMEAMjaAHUTE YMETHOCTH, KaKO HajTOAEMH AHKOB-
HH rA00aAMCTHYKH ABFDKEEA BO IIPOILIEC CE BO CE YIITE KUBA U
cBexxa popMa M Co OTpOMHa eHepruja.

Pepakiipjata Ha CIIMCaHHETO 3a BH3YEAHHM YMETHOCTH Ilose-
moto cikaxao (6poesure 7/8 op 1998 roanna) mpasu TeMaT-
cKH OAOK 1OpA HacaoB: Kouyedihyarnaiha yMemdHocih medy
AHMUYULAYUJAULA HA UGHUHATAA U DEKOHCUUDYKYUJAULA HA MU-
namouto? CeTo Toa, HAKyCO NPHUKaXKaHO, IOCTENEHO ja MOOHAHU-
3Mpa HAgejaTa IITO Ce PeaAusHpa M npeky usaoxbara Konyeii-
WLYANHUOUL GUCKYPC 80 MAKEGOHCKATLA MOGEPHA YMEULHOCHL, BO
2003 roarHa Bo MysejoT Ha coBpeMeHara yMeTHOCT Bo Ckomje.

*

CrioMHaTHTE TeHEPaAHH NPOMEHM Ha yMETHHYKAaTa CBECT BO
3aIapAHOEBPOIICKUTE CPEAMHM ce pedACKTHpaaT M Bp3 OIl-
IITECTBEHO-TIOAUTHYKOTO OMEKHYBambe Ha KAMMaTa BO HEKO-
ramHa JyrocaaBHja (3a pasAHKa OA APYTHTE COLMjaAMCTHYKH
3eMjH Ha HAUIMOT KOHTHHEHT). Mako 3eMajku NPHKAYYOK
CO 3aAOILIHyBame, BO cropepba co Xpparcka man co Cpbuja,
MakeaoHHja BO OBOj NEPHOA IIOYHYBA A CE ABMDKH HaCIPOTH
TeYEHHETO Ha IPOKAAMHPAHUTE AUKOBHH ITPaBHAA.

Meryroa, ymre mpes Bropara cBeTcka BojHa, BO IIO3HATHTE
SHAHHM BECHHIIM BO y4yuAHuITara (6e3 pasAMKa Ha HHBHHOT,
FAQBHO, BOCITUTEH KapaKTep), MOXKHO € Aa ce 6apaaT aHAAOTHH CO
HEKOH IIOAOLIHE)KHH IPOAYKTH Ha 6PHKOAAXK TEXHUKHTE (CTPHII,
KapHKaTypa, TeKCT, rpadurn). [Tncaresor CaaBKO JaHEBCKH BO
BecHUKOT [Tuonep (3 janyapu 1945 ropnna) objaByBa Heaedu-
HHpaHa GpopMa Ha LIPTEX CO IOe3Hja 3a AEIIA, EACH BHA AMYHA
¢$opmyaa Ha KoHLenT-cTpuIl. I'pynara Jexnec (1953) uspasa Ma-
HHQECT CO BUACH HCYEKOP OA ITO3HATATa YMETHHYKA eMITHPHja.
Hejsunure 4AeHOBH (apXHUTEKTH, CKYAIITOPH, FpadpHIapH, CAMKa-
pu: Bopko Aasecku, Aumde ITporyrep, Aumurap KoHAOBCKH...)
ce 3acTamyBaaT (HaKo IIoBeKe Ha TEOPHCKH OTKOAKY Ha A€jCTBEH
IAaH) 32 CA060AHA GAYKTYaIIHja HA AUCITUIIAMHHTE X BHECYBaaT

Fidanoski roamed through the mountains in Macedonia and
made site-specific art actions in nature (1973); similarly, at
that time artist Dusan Percinkov was obsessed with relations
between art and philosophy, with the system of repetition and
the search for meaning behind a painting.

Art experiments in this context were also conducted by Simon
Uzunovski (1975/1976) later in the entrance hall of the Skopje
Faculty of Philosophy. The Museum of Contemporary Art
(MoCA)-Skopje became the first official institution, which
hosted their unusual artisticactivitiesin this period (1982) that
coincided with my term of office as director of the Museum.
Organization of the exhibition New Tendencies in Macedonian
Fine Art by art historian Vladimir Velickovski, shown at
MKC (Youth Culture Center) in 1984, several exhibitions
organized by MoCA-Skopje as part of the cycle Other Artistic
Practice in Yugoslavia, the great retrospective by Fluxus at
MoCA-Skopje and the French exhibition Urbanities — all this
further stimulated the curiosity about non-traditional forms
of visual arts. When in 1995 I was able to study in situ (in
Tokyo) the marvelous actions made by Japanese art groups
Gutai and Mono-ha, 1 definitely understood that multimedia
arts, as the greatest art globalist movements in process, were
still in vibrating and fresh form, full of great energy.

The editorial staff of the visual arts magazine The Large
Glass (nos. 7/8, 1998, MoCA-Skopje) was engaged in making
a thematic presentation called Conceptual Art between
Anticipation of the Future and Reconstruction of the Past? All
this, briefly presented above, gradually promoted the idea that
was also the driving force behind the 2003 exhibition called
Conceptual Discourse in Macedonian Modern Art, organized
by MoCA-Skopje.

*

The aforementioned general changes in artists’ awareness
in the countries of Western Europe were also reflected in
relaxation of the social and political climate in the then
Yugoslavia (unlike the other socialist countries of that time
in Europe). Although joining somewhat later by contrast with
Croatia and Serbia, in this period Macedonia started to move
contrary to the course of the proclaimed artistic principles.

However, even before WW II, in the well-known wall
newspapers in schools throughout the country (regardless
of their mostly educational character), it would be possible
to search for analogies with some later products of bricolage
techniques (comics, cartoon, text, graffiti). In the children’s
magazine Pioneer (3 January 1945), writer Slavko Janevski
published an undefined form of drawing accompanied by
children’s poetry, a type of personal formula of a comic-strip
concept. The art group called Today published its Manifesto in
1953, evidently going beyond the established artistic practice.
Its members (architects, sculptors, graphic artists, painters:
Borko Lazeski, Dimce Protuger, Dimitar Kondovski...)
advocated (more theoretically than actively) free fluctuation
among art disciplines and offered initial considerations in

11
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Aunmurpue Aypatjocku
Bopxec u jac, 1980, xoaax / xaptuja, A4 popmar, concreHocT n pororpaduja Ha aBTOPOT

npBsa pasmucaa Bo MakepoHHja 3a mHTepMeaujasHocTa. Yae-
HoBHTe Bopko Aasecku n Aumdye Ilporyfep seMoHcTpupaar
ocobeHa aHTaXKMPAHOCT 3a IpaBaTa Ha yMETHHKOT Ha CAODOACH
HCKa3 BO AUCITYTHTE CO C€ YIITe 3aKOPAaBEHHTE CTABOBH Ha ACA
OA BAAA€jauKaTa €AHTa 3aAOAXKEHA 3a KYATypara (IOAEMHKH K
AHjaAO3H BO jaBHHTE CPEACTBA 3a HHPopMupasse). [Tepyunupa-
Ha OA ACHEIIIeH paKypC, Taa FPYEBHUTA PEIIEHOCT Ad Ce IObeAH
HAEOAOIIKATA AOTMa HAa BDEMETO U3TA€AA KAKO BEAHUYECTBEHO
OTBOpame HOBH OPHEHTAIJMH Ha YMETHUYKHTE H3PA3HOCTH,
a A€jCTBYBabETO BO TPYIH CTaHYBa ONIIT MaHHP Ha FOAEM
6poj aATepHATHBHU aKTUBHOCTH (3epo, Bupo 3a esoryyuja u
no8 Konyenitt, 1 AM, xako 1 HaCTallMTe Ha TAHAEM aBTOPHTE
M. Konioman / A. Bexxan, C. Illemos / H. ®upanockn).

Bo cpeannara Ha meecertuTe roanHu Aymras Iepanskos (1965
/66) co3paBa KOHIIENT-CAUKH: KAACHYHH MacAa Ha ITAATHA BO
KOH HA€jaTa H AUKOBHOTO 3aIIOYHYBaaT HOBa popMa Ha AHjaAOT.
MoHTa)XHHTe NON-apT 00jeKTH U npBaTa Mycangpa Ha Toma
IITHjakOBHK ' CTOITyBaaT MEAHYMCKHTE IPAHHIIM Ha CKYAIITY-
para, apxuTeKTypara, 06jeKToT 1 cAuKapcTBoTo. Ce jaByBaar u
npBHTe 6YKBH H 6POjKH BO HETOBHOT aHTaXXHPaH IUKAYC Jose-
xoil Hexoiaw 6poj (1965). OdopmyBamero Ha Ecitieitiuuxaitia
nabopamopuja (1959) Ha CKOICKHOT YHHBEP3HTET, [0 HHH-
nujaTHBa Ha npodecopor ITaBao Byx ITaBaoBHK, opm ymiTe
MMOAAAEKY BO eAyKallyjaTa Ha MAAAMTE U PE3YATHPA BO PEAUIIA

Dimitrie Duracovski
Borges and I, 1980, collage/paper, A4 format, property and photo of the author

Macedonia on intermedia art. Group members Borko Lazeski
and Dimce Protuger showed great commitment on the
rights of artists to have artistic freedom, in the then ongoing
disputes with the rather conservative views of the ruling elite
in charge of state-sponsored culture (polemic and dialogs
in the then mass media). Perceived in present context, such
feverish commitment to overcome the then prevalent socialist
ideological dogma seems like a magnificent opening to new
directions and tracks for artistic statements, while afterwards
art group engagement became the tendency in many
alternative activities involving groups like: Zero, Bureau for
Revolution and New Concept, 1 AM, also including events by
artistic pairs such as M. Kodzoman / D. Bezan, S. Semov / N.
Fidanoski.

In the mid-1960s, Dusan Percinkov (1965/1966) made his
conceptual paintings: classical oils on canvas, where underlying
ideas and artistic elements commence a new form of dialog.
Prefabricated and assembled pop-art objects and the first of a
series called Moussandra by Toma Sijakovic fuse media borders
among sculpture, architecture, object, and painting. Itis a period
when the first letters and numbers appeared in his committed
cycle called Man Sometimes a Number (1965). The establishment
of the Esthetic Laboratory (1959) at the University of Skopje,
initiated by Professor Pavao Vuk Pavlovic, resulted in a series of



AKTHBHOCTH Ha IPOQECOPUTE U CTYACHTHUTE (IOAOLIHA, BO 1978
TOAMHA, ITOA PaKkoBOACTBO Ha mpod. Kupua TemkoB ce caydy-
Ba I1pBoiio KOAEKILUBHO CAUKAE HA 10AeMATA CAUKA, OA TPYTIA
CAHKapH).

Hajmanaoro Teatapye Ha cBeTOT 3eseHaiia iycka (BO OCyMAe-
CETTHTE), U3BEAYBajKH 'l TeaTap-niepOpMaHCHTE BO PasHHU
IrPaACKH IIPOCTOPH M Ha YAHIIUTE, Ce para BO KOMyHKaI[UCKH-
oT aMmbueHT Ha PrAosodckara saboparopuja.

X WU ABHXXEHETO H POK-MY3HKaTa — BO CBETOT Beke apHp-
MHPaHH AEMOHCTPALIMH Ha OCBOEHA CAODOAA — IO IOTKpPEIy-
BaaT MHUCAOBHHMOT MEXaHH3aM Ha ABaTa BeKe CIIOMHATH KAy Y-
HH YMETHHYKH TaHAEMH BO MaKEAOHCKHOT AMKOBEH apeaA:
CumoH llemos / Hukoaa ®upanocku u Aparosy6 besxan /
Muaom KortomaH.

IIpBuoT Takos rect ro npasu llleMoB caMOCTOjHO, CO AUKOB-
Ha MHTEPBEHIIHja BP3 aBTOMOOUA Ha 3sailinuitie flecoyy BO
Byrapuja (readymade 06jexT BO ABHIKEIbE, H3ACIICH CO CAH-
KapCKY MHTEPBEHIIHH), IITO Ce CAyYyBa BO HcraTa 1968 ro-
AHHa Kxora rpynara L]psenu tiepucitius op 3arpeb ro 6ou co
IjpBeHa 00ja IOAOT Ha AOLJHOAHTHYKHOT IePUCTHA BO CITAHT.

Cumon Illemos / Hukoaa @upanockn (co Apyru yuecHurn)
Bo gecr na Pem6panT, 1984, aAuxosna axiuja, mecapauara ,bane”, Cxomje

I

activities made by university professors and students (similarly,
in 1978, under the leadership of Professor Kiril Temkov, First
Collective Painting of the Great Picture was executed by a group
of painters).

The smallest theater in the world (as advertised) called the
Green Goose (in the 1980s) was launched in the communication
ambience of the Philosophical Laboratory by offering theater-
based art performances at different locations and premises in
the city of Skopje.

The hippie movement and rock music, already recognized in
the world as signs of freedoms earned, offered support to the
intellectual mechanism of the already mentioned key artistic
pairs on the Macedonian art scene: Simon Semov/Nikola
Fidanoski and Dragoljub Bezan/Milos Kodzoman.

The first gesture of that kind was made individually by Semov,
by means of artistic intervention on car at the Golden Sand
beaches in Bulgaria (ready-made object in motion, covered with
artist’s interventions); this took place in 1968, the year when the
Zagreb-based art group Red Peristyle applied red color on the
floor of the late Antiquity peristyle in the coastal city of Split.

Simon Semov and Nikola Fidanoski (with other participants)
In Honor of Rembrandt, 1984, site-specific art action, "Bace” butcher shop, Skopje
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I'pyma,3epo”
IIporosepo neppopmanc, 1984, Aom na maapure, Hltun, poro: Konva IMuprocka

Herosure 3aeAHMYKH AMKOBHH akiiuu co Hukoaa ®@upaHockn Ha
MaKeAOHCKUTe NAaHUHH ([Tramura, Totemu u ca., 1973 1.), a no-
ACAHAKBO H BO ypOaHaTa CpeAHHA, HMaaT MapKy3eOBCKa ACHOTA-
nHja — ca060aa pasbpaHa Kako COjySHHIITBO CO €CTETCKOTO (KO-
AOPHCTHYKH KOPEKIIMH Ha OIPEACACHH IIPEAMETH U AOKALIHH).
AxnuuTe 1 nHTepBeHIuuTe Ha IllemoB / PHAQHOCKH, MOTHBH-
PaHH OA ONTHMHCTHYKH H XXH3HEPAAOCHH MOOYAH BO AYXOT Ha
XHITH IICHXOAOTHjaTa, Haj9eCTo BO HajpasSHOBUAHH GpOPMH, HHTe-
IrpHpaaT ¥ MHOIITBO MAAAH YMETHHULIH, IpHjaTean op Ckomje 1
KaBaaap1iu, Ap>kejKH A0 eCTeTHKATAa CO3AABaHa HA CAMOTO MECTO
HH3 3a€AHHYKH Pa3rOBOPH M Pa3MHCAyBame. 3a’KHBYBaHETO
Ha AMKOBHOTO IOAHe6je Bo KaBasapiu co MAQAUTE AMKOBHH
tBopuH (1975) co ynorpeba Ha HEKOHTPOAHPAHO KOAHYECTBO
60ja KaKo OCHOBEH MaTepHjaA 3a ypOaHN ANKOBHH aKIIHH, € IIOA
HenocpeaHo BaxjaHue Ha Illemos 1 @upanocku. OsHayeHocTa
Ha HUBHOTO TBOPEMITBO KaKO MYATHMEAHjaAHO, H BOCIIHUTHO-
3a0aBHO M KPEAaTHBHO, € OA OCOOEHO 3HaYEHE 32 HATAMOIIHOTO
pacTerme Ha HHTEPECOT Ha MAAAUTE AaBTOPH 33 HETPAAUIHOHAA-
HH ANKOBHH I'OBOPH.

"Zero" Art Group
Proto-zero Performance, 1984, Youth Center, Stip, photo: Konca Pirkoska

Joint art actions, by Semov and Fidanoski, which were made
in the Macedonian mountains (Scarecrows, Totems, etc.,
1973) and equally in urban environments, had Marcuse-like
denotations: freedom understood as alliance with the esthetic
(coloristic corrections of specific objects and locations).

Art actions and interventions, pursued by Semov/Fidanoski,
motivated by optimistic and lively inspirations in the spirit
of hippie psychology, most often in very different forms,
also involved many young artists, friends from Skopje and
Kavadarci, respecting the esthetics created on the spot
through joint discussions and reflections. Revival of the
artistic ambience in Kavadarci - made by young artists (1975)
by using an unrestricted amount of color as basic material
for urban artistic actions - was under the direct influence
of Semov and Fidanoski. Denoting their production as
multimedial, and of being of educational, entertaining and
creative nature was of great importance for further rise
in interest by young artists to explore non-traditional art
renditions.



Oco6eHo I1IeMOB 1 A€HeC € BO KOHCTaHTHA PeAaLiHja Co MAAAMTE.
AprymMeHTanujara Ha BAKBHOT CTaB I'o AOGHBa Hajy6eAANBHOT
€IMAOT Ha PETPOCHEKTHBATA HAa AATEPHATHMBHHTE aKTUBHOCTH
Ha ABajliaTa aBTOpH BO My3ejoT Ha cOBpeMeHaTa YMETHOCT BO
Cxomje (1986).

Ha oBoj MucAoBeH 6AOK My ce OAMCKH HHTEpBEHI[UUTE Ha Bro-
aeta BaaxkeBcka 1 borpan I'pabyaocku op Ilpraen — yiite eaeH
TaHAEM 3aMHTEPECHPAH 3a HMHTPHTHTE BOCIIOCTABEHH BO KOH-
TaKTHUTE Ha ,,CKYAIITYPaAHOTO (DAOKOBH HAH HCUTHET MEpMep)
CO NPHPOAHMTE H TPAACKH amMbueHTH. [loponHexXHHTE Tpaa-
CKH IIPHUKA3HH, aKITHHTE Ha CAACHE ADBja Ha apxHTeKTHTe ['0Ko
PapoBaHoBHK 1 Mupko CTaHKOBHK Ce HHHIJUPAHH OA HCTHTE
M3BOPHIIITA, HO ja FEHEPHPAaT U €KOAOIIKATa IPOOAeMATHKA Ha
€AHO IOIIMPOKO COLIMjaAHO H €THYKO PAMHHIIITE.

Hacnopeano Ha npaxrukara Ha I1lemoB / PHAQHOCKH ce OABH-
Baar nIpBuTe NeppopMaHcH Bo MakeAOHHja Ha ABOjkaTa Aparo-
my6 Beoxan / Muaom KoyromaH, HsBeAyBaHH BO KOHCIIHpaliHja
M Ha AOKAIJHH HEAOCTAIIHH 3a jaBHA KOHCyMaIjaja (BO aTeAjeTo
Ha Korjoman, Ha maannnara Cxorncka Lpra Topa). 3a pasanxa
0A TIPBOCIIOMHATHTE aBTOPH, THE PabOTaT BO MAETaAd U CAaMH
3a cebe. ITeppopmancure Ha Crorncka L]pua I'opa 1 Bo aTeajero
Ha YMETHHKOT BO 1972/73 ropMHa ce CHHXPOHH Ha HaCTaHUTE
IIOBP3aHHU CO GOAU apT M XCIICHUHT, H3BEAYBaHH OA HUBHHUTE KO-
aeru Bo 3arpeb u Bearpaa.

Muoapar AecoBcku
Coca Cola, 1985, KOM6!/IH1/IPZLHZ). TEXHMKA, CONCTBEHOCT U poTorpaduja Ha aBTOPOT

Even today, Semov remains in permanent contact with young
people. Argumentation for such a viewpoint got its grand finale
at the retrospective presenting the alternative activities by both
artists at MoCA-Skopje in 1986.

This artistic reasoning was also noted in interventions made by
Violeta Blazevska and Bogdan Grabuloski, both of Prilep; this
artistic pair was interested in intrigues made in contacts between
“the sculptural” (marble blocks or grains) and the natural and
urban environments. Later urban art stories, such as campaigns
to plant trees made by architects Gjoko Radovanovic and Mirko
Stankovic, were initiated by the same sources, being able to generate
environmental awareness at a wider social and ethical level.

In the same period when Semov/Fidanoski conducted their
art practice, the artistic pair made of Dragoljub Bezan/Milos
Kodzoman executed their initial performances throughout
Macedonia; such performances were made in a conspiring manner
and at locations out of reach for the public (in the private studio of
Kodzoman and the Skopska Crna Gora mountain region). Unlike
the former artistic pair, the latter pair worked in an underground
manner and only for themselves. Their 1972/1973 performances
made in the Skopska Crna Gora mountain region and the private
studio of the said artist were synchronous with the events relative
to body art and happening and performed by their colleagues in
Zagreb and Belgrade.

Miodrag Desovski
Coca Cola, 1985, mixed media, property and photo of the author
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Jopaan IpaGyaocku - [pabya Jordan Grabuloski - Grabul
Komynuxanumu. 85, mopHa MHCTaAaLHja (P‘ndHOBH,\HH TEOMETPUCKH pOPMU OA TEPAKOTA, AHC)a, .’.cMiJ) Communications, 1985, floor installation (various geometric sh;lpcs made up of terracotta, leav h)
Jyrocaosencku kyarypes nienrap, [apus Yugoslav Cultural Center, Paris




AYyP¥ BO OCYMAECETTHTE TOAMHH, TO3HATHOT aATepHaTHBEL], To-
mucaas I'oToBall ce ocMeAyBa TeA€CHATa YMETHOCT AQ ja CBEAE
Ha ITIOAOXKYBakbe Ha COIICTBEHATa roAa QUIypa Ha 3arperiCKHOT
acdaat, a Maprna A6pamoBHK Bo 1975 roprHa ro npaBu nep-
dopmancoT Ymewminocitia mopa ga buge y6asa — ymetanuxoi
mopa ga buge yoas. YOO neppopmancure Ha Bexxan u Korroman
ce BO CAOXKEHA peAaljyja Co TeaTapoT, IAaHTOMHMATa, TEAECHATa
YMETHOCT, 1eppOPMAHCOT ¥ XEIICHHHTIOT.

O6Mucaenara ciieHorpaduja u Gy Ty pUCTHIKHTE KOCTUMH (aHa-
AOTHA Ha HAyYHO-PaHTACTHIHHTE GHAMOBH), KOPHCTEHETO UH-
TEPECHH AOAATOIH (KyKAH-MaHEKEHH, CBETHAKH, HAPTHAHA,
adHOHOBH YYIIKH, CBETACYKH TeAA Ha OOAEKATA U CA.) C€ AHTH-
LIMIIaljHja Ha IPETCTaBHUTE LIITO ACHEC T'M TAEAAME BO CIIOTOBHTE
Ha IIO3HATHTE [IejadH 1 HUBHHUTE (paHOBH: H30OMACTBO Ha €POTH-
Ka K cap0-Mas3o pekBusuTH. HopMaAHO e 1ITO Ha H3A0XKbaTa Ha
M. Konoman 4poia Bo HexoraurtHuor LleHTapoT 3a KyATypa U
nupopmanuu — Cromje, cera KHMLT (1973), kaae IITO € H3AOXKEHA
M HeroBaTa HeOOHMYHa KyKAa-00jeKT, yOAHKaTa € HEIIOATOTBe-
Ha, a TIIOAHIHjaTa, [0 AOATHTe MHPOPMATHBHH PasrOBOPH CO
aBTOPOT, ' IIpeMayKyBa CO IjpHa 60ja AMKOT Ha aBTOPOT M Ha-
CAOBOT Ha M3A0XKbaTa /poia Ha IIAAKATOT 3a M3A0XKOaTa, AOACKA
I10 HEKOAKY ACHOBH ja 3aTBOpa M H3A0XKbaTa. BakBaTa 1eHsypa
e 6e3 mpecepaH BO AHKOBHOTO MHAje Ha MaKEAOHCKATa AMKOB-
Ha ymeTHOCT. Ho, 6e3 pasauka Ha OBHe HHIJHUACHTH, aBTOPUTE
IIPOAOAXKYBAaT Ad A€jCTBYBaaT Ha OTBOPEHO M BO 1974 ropnHa
ce oTBOpa BTopaTta n3aoxba Ha Musomur Korroman Bo MaapUH-
CKHOT KYATYPEH LieHTap co 3aepAHHUKkuTe YOO neppopmMaHCH.
Ha oBue 6ecKOMIIPOMHCHH AHCKYPCH BO TOa BpEME, He UM € 00-
pHATO AOBOAHO BHHUMaHMe. Ho BpemMeHcKkaTa AUCTaHIIHja A€HEC
HHU AO3BOAYBA OBHE AB3jIla aBTOPH Ad TH BKAYYHMe BO IIHOHEP-
CKHTE PEeAOBH Ha eppOpMaHCHUTE M HA YMETHOCTA Ha TEAOTO.
HaaBOp 0OA AMKOBHHTE HHCTHTYLHH ce OApXyBa (1973) mu
MYATUMEAMjAAHUOT HACTaH UAU XelleHunl BO aTEAJeTO Ha Ma-
ectpo Ilerap MaseB cAHKap O IMOCTOjaHO CBEXX IPHCTAI KOH
YMETHOCTa, aBTOP KOj YMHOT Ha CAMKAaIbe IO CBEAyBa Ha CBO-
€BHAHO TEAECHO CAMKapcTBo. HeroBoTo aresje cranyBa ymer-
HHYKA CIleHa CO 6aAeTCKH, MY3HYKH BOKAAHO-HHCTPYMEHTAA-
HH, CBETAOCHH H AMKOBHH €A€MEHTH Ha IIOBeKe CAOOOAOYMHHU
MaKeAOHCKH TBOPLIU (IllemoB, ®upanocku, Hukoaa MBaHoB,
3aarxo ITon CredpaHOB, Mel'y KOM M HAIIIMOT AHTAUCKH ITPHjaTeA,
cankapor Aenuc Boysen). Bo 0BOj mpoTo-MyATHMeAHjaAeH
HACTaH KOPHCTEHH Ce HEKOHBEHIJMOHAAHHU MaTepHjaAH: Kepa-
MHYKH ITAOYKH, jaXKHIba, KaMeba, BPEKH, LIHIITHbA, pAyOpOC-
LIEHTHH 00U, PA3HOBUAHH CBETACUYKH T€AA H AD.

YmTe epeH apxuTekT mo npodecuja — CUMOH Y3yHOBCKH,
BO OBOj IEPHOA TH NOYHYBa UMKAycute Tpxarajiu, Ilpege-
au, Ciaucoyu v npoexture laruuuya, Esepo, Ilpeciia nu Ilup-
fon. OmpepeAyBajku ce 3a HajbaHaseH epeMepeH MaTepHjaa
(ceaorejm, jaxkuma, XapTHja, BECHHLIH, BOAQ) — HE TIOBEKe Mac-
AO, TAQTHO, HAM 9€TKA — Y3YHOBCKH HU3 PA3HOBHAHH HACTAIIH
ro 36oraryBa YMETHHYKOTO KHBECHE 1 ja HAMETHYBa HAgjaTa
Kaxo npuMapeH GpakTop BO yMETHHYKOTO ,,A€A0 . CIIPOTHBHO
oa IlTemoB / Pupanocku u Bexxan / KoyomaH, T0j ro ucppaa
€CTETCKHOT KOA OA AMKOBHATa areHAa, HO He TO HIHOpHpa
HMHTEPaKTHBHHOT MOAEA BO co3paBameTo. Herosure Cituco-
yu (1975) ce npBUTE eKCIIAMIIMTHH HCKAa3H HA ACTPUCTHYKATA
KOMIIOHEHTA BO AMKOBHATa IIpaKTHKa Kaj Hac.

As late as the 1980s, well-known alternative artist Tomislav
Gotovacdared toreduce bodyartto thelevel of placing his own
naked body on the Zagreb pavement, while in 1975 Marina
Abramovic made her performance Art Must Be Beautiful —
Artist Must Be Beautiful. The UFO performances by Bezan
and Kodzoman maintained a complex relationship with
theater, pantomime, body art, performance, and happening.
The rather elaborate scenography and futuristic costumes
(similar to those in SF movies), employment of interesting
accessories (tailor’s dummies, lamps, nargilehs, poppy pods,
illumination utensils mounted on costumes, etc.) actually
was anticipation of images that we see today in promo spots
showing famous singers and their fans: plenty of eroticism
and sadistic/masochist accessories.

It was normal that — at the 1973 exhibition called Drugs
organized by M. Kodzoman at the then Center for Culture
and Information-Skopje, now KIC, where his unusual doll
object is shown even today - the public was not prepared;
on the other hand, after a long interrogation of the artist,
the police crossed out the picture of the artist and the title of
the exhibition Drugs on the exhibition poster in black. After
just a few days, even the exhibition was closed. Such state
censorship was unparalleled in history of Macedonian art.
Nevertheless, in spite of these incidents, the artists continued
their work in an open manner and in 1974, the second
exhibition by Milos Kodzoman opened at MKC, offering
those joint UFO performances. Scant attention was paid to
these uncompromising discourses at that time. Nevertheless,
the passage of time allows us today to include these authors
as the pioneers of performance and body art in the country.
A multimedia event or happening by maestro Petar Mazev
also took place outside formal art institutions in 1973, by
staging it in his own studio. Mazev was a painter who always
had a fresh approach to art and who reduced the act of
painting to some kind of body painting. His studio became
an art stage offering ballet, music/vocal and instrumental,
light, and fine art elements created by several freethinking
Macedonian artists (Semov, Fidanoski, Nikola Ivanov, Zlatko
Pop Stefanov, also including our English friend, painter Denis
Bowen). This proto-multimedia event used unconventional
materials: ceramic tiles, ropes, rocks, bags, bottles, fluorescent
colors, versatile lighting fixtures and so on.

Simon Uzunovski, another artist who is also professionally
engaged as an architect, started in this period to work on his
cycles Rollings, Regions, Lists, and projects Galicica, Lake,
Prespa, and Pirgon. Committed to using the most banal and
ephemeral art building material (scotch tape, ropes, paper,
newspapers, water) and to rejecting oil, canvas, and brush,
Uzunovski diversified artistic practice by means of various
presentations and imposed the very idea as a primary factor in
“artwork.” Unlike Semov/Fidanoski and Bezan/Kodzoman,
in his works he discarded the esthetical code from his art
agenda but did notignore the interactive model in the creation
process. His work Lists (1975) was the first explicit suggestion
of the lettrist component in Macedonian art practice.
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Hrop Mutpukecku
IIpocropua cauka, 1986, ambueHTarHa KOHCTPYKIIHja, (nAaTHo, 60ja, SKULIH, HajAQH)

Taaepuja na AAYM, Cromje

BonoppymuTte Ha oTdpaeHaTa ymeTHOCT, ArekcaHAap CTaHKOB-
CKH T 00AHKYBa HOBUTE BUAOBH Ha apPT-CTPHII, CO U3MECTYBaIbE
Ha MapTHHHUTE Mel'y KAQCHYHHOT CTPHII, CAMKaPCTBOTO M HOBATa
TeKcTyaAHOCT. HaTamonHaTa HeroBa mpoAykijuja, AepUHHpaHa
KaKO aATePHATHBHA HAH aHAEPIPayHA, ce OOMAyBa Aa pacKHHe
CO XHITOKPH3HjaTa Ha OIIITECTBEHUTE HOPMH H PapH3ejcTBOTO
1 He € 3a H3HEHaAyBambe Heropara GyHKITHja BO 0pOPMYBAETO
Ha rpymnara 3epo Bo 1985 roanHa ¥ BO aKIJHHTE U3BEAYBAaHH BO
OCyMA€eceTTHTE BO MAapAMHCKHOT KyATypeH 1jeHTap Bo Ckorje,
BO paMKuTe Ha rpynara I AM.

Co nocraskara Ilpu.oi 2 Ha I'aurop Yemepcku Bo Mysejor Ha co-
BpeMeHaTa ymeTHOCT — Cxomje (1977) CIOHTaHO ce co3paBa aM-
OHeHTaAHa I0CTaBKa HAH CBOCBHAHA MHCTaAALHja (KOPHUCTEHA €
HEroBaTa IIPEAAOT-HAEja 3a MOHYMEHTAaAHO Aea0o Bo MAHY, mac-
AO Ha IIAATHO, 12,30 x 6 M, TAMHEHH I'yAa0H IOCTABEHH Ha CTaAa-
KM, TEKCTOBH, IIPTEXH, pOTOrpadHH U IMAPOAH CO CAPKACTUIHA
KOHOTAIIHja, CKYAIITYpa CO 3aAelleHa YCTa CO LIPH CeAOTejI). 3a-
MHCAEHA KaKO IIHHUYHA Nepcudaaska Ha moauTHKara Ha MAHY
BO M300pPOT Ha YMETHHYKH IIPOEKTH 3a BHATPEILHO YpeAyBaibe
Ha HOBaTa 3rpaja Ha oBaa AKaA€MHja, Taa e KOHIIEIITYaAHO OC-

Igor Mitrikeski
Spatial Picture, 1986, ambient-specific art construction (canvas, paint, wire, nylon)

DLUM Gallery, Skopje

On the other hand, in the basement of discarded art,
Aleksandar Stankovski formulated new types of comic strip
art, by changing the margins among classical comic strip,
painting, and new textuality. His later art construction,
defined as alternative or underground, tried to distance itself
from hypocrisy of social norms and pharisaicalness; hence, it
was no surprise to note his role in establishing the art group
called Zero in 1985 and in artistic actions performed at MKC
in the 1980s, in context of I AM, another art group.

By means of the work styled Supplement 2 by Gligor Cemerski
shown at MoCA-Skopje in 1977, an ambient art display or a
specific installation (his proposed idea for a monumental
work in the MANU building was used; this represented oil
on canvas, 12.30 x 6 m, clay pigeons set on shelves, texts,
drawings, photos, sarcastic slogans, a sculpture whose mouth
was sealed with black tape) was created. Conceived as a
cynical persiflage related to the policy pursued by MANU
(Macedonian Academy for Science and Arts) in selecting
artworks to be used for interior decoration of the then new
building of this Academy, it was a conceptually elaborated



MHCA€HA AMYHA peakilMja Ha MEXaHH3MHTE BO OIIIITECTBEHOTO
ceAeKTHpambe BO 06AacTa Ha AMKOBHATa yMeTHOCT. KoAky 1 Aa e
HMHKOMITIATHOMAHA H HHIJUACHTHA BO HETOBUOT CAUKAPCKH OIIYC,
OBaa I10jaBa AHTHIIMIIMpa MaTepHjaA KOj € OA MHTEPEC 3a €BOAY-
1IMjaTa Ha aATEPHATHBHHOT AHCKYPC Bo MakepoHHja.

Herosuor Bpcuuk TanHac AyaoBcku Bo 1975 ropmHa cospasa
KOHIIENT-CAUKH BO TPAAHLIMOHAAHA TEXHHUKA (AKPHAMK Ha [TAAT-
HO), HCTO TaKa CO aHTa)XKHpaHa IPOGAEMATHKA, HEKOHU OA HHB
3aCHOBAaHM Ha YMCTA TEKCTYaAHOCT, KOja BO HAaTaMOLIHHTE He-
roBa aKTHBHOCT €CKaAHpa BO MPOEKTH CO AOBOAHO €KCIIAMITUT-
HH HaCAOBM: HHCTasauwjara Hwuitiepsenyuu 80 6eso (1982),
nepdopmancure [leiiea n Tecihamenits, Hcihopuja na anidu cau-
xattia Bo Bearpap (1984) n MHOTY OAOITHA GH3aPHHOT IIPOEKT
o 2002 ropnna: Jasu upasen upocuiop moixce ga upeuiciuiasysa
YMEUHULKO geno?

HsroxbennTe rasepun Ha YndTe amaM ce TpeTHpaaT Kako CBO-
eBHAHaA napadpasa Ha ,,roaara” raaepuja (Sunyato) na M Kaen
04 1960 ropuna. KoHLIENTOT BO CAMKaTa BO CEAYMAECETTHTE
CTaHyBa OYHTAEACH H BO MHHHMAaAHCTHYKHTE MOHOXPOMHH
A€Aa M BO CAMKHTE-apXHMTEKTOHH Ha AparaH IleTkoBuK,
YHjaIITO aKTHBHOCT IIOBPEMEHO Ce IIpojaByBa 1 BO aMOHeHTaA-
HHU KOHIIEIITH BUAeHH Ha buenasetro Ha MmaapuTe Bo MCVY u Ha
usaox6ata 9 ¥ — Hosa maxegoncka ymetnociti Bo 1995 (jacHa
KOHIIeNITyaAHa aMOHeHTaAHM3allija Ha AE€A OA IIPOCTOPOT BO
1poekToT Cumbuo). CAUIHO OAAEITYBarbe Ha CAUKATA OA SHAOT
€ KapaKTepPUCTHYHO U 32 KOMIIOHHONAHHTE OPUTaMH-CAMKH Ha
Aparosy6 bexxan (Ha caMocTojHaTa H3A0XK6a Bo 1980 roauHa).
Tpeba pa ce 06pHe BHEMaHHE U Ha eAeH cauKap op Crpyra —
AuMuTpre AypaljoBckH, 003eMeH 0A HAEjaTa 3a CO3AaBarbE Ha
Heo-MeAHjasa Bo Makeaonuja. HeroBara TBop6a Bopxec u jac ja
M3pasyBa peyrCH KAaCHYHaTa GopMa Ha KOHIENITYaAHHOT IIPH-
cran (noBropyBame ¢pororpadun co Mara HHBep3Hja). [TonHa-
KOB MA€€EH IIPUCTAIl MMa BO APYTOTO HeroBo paeao MAAEBHY
— NIGREDO - ALBEDO; DUCHAMUP: ANDROGIN; NITSCH:
PUREFACTIO (1987)...

Aumurpue Aypanosckn
1. Masesuua:Nigredo-Albedo, 2. Duchamp- Androgin, 3. Nitsch- Putrefactio, 1987

TPHIITHUX, KOMGI/IHMp:lHa TEXHUKA

personal reaction to the mechanisms applied in artwork
selection made by the then state and society institutions.
Regardless how it was incompatible with and incidental in his
body of work, this event anticipated material that is of interest
to the evolution of alternative discourse in Macedonia.

In 1975 his contemporary Tanas Lulovski executed conceptual
paintings using traditional techniques (acrylic on canvas);
these paintings have committed topics; some of them are based
on pure textuality, which in his later works would escalate into
projects with rather explicit names: installation Interventions
in White (1982), performances Ashes and Testament, History
of Anti-Painting shown in Belgrade (1984), and much later
the 2002 bizarre project called Can Empty Space Represent
Artwork?

The exhibition galleries of Cifte Amam were treated as some
type of paraphrase of the 1960 “empty” gallery (Sunyato)
of Yves Klein. In the 1970s, the picture concept became
also evident in the minimalist monochromes and in the
architecton paintings made by Dragan Petkovic. From
time to time, his activity could also be noticed in ambient
art concepts shown during the MoCA Youth Biennale and
at the exposition 9% - New Macedonian Art in 1995 (clear
conceptual ambientalization of portion of space as seen in the
project Simbio). Similar separation of a picture from its wall is
characteristic also for the componable origami pictures made
by Dragoljub Bezan (shown at solo exhibition in 1980).

One should also pay attention to an artist based in Struga:
Dimitrie Duracovski. He is obsessed with the idea of creating
neo-media art in Macedonia. His work Borges and I denotes
the almost classical form of conceptualist approach (repetition
of photos with slight inversion). A somewhat different idea-
based approach is seen in his other work called MALEVICH -
NIGREDO - ALBEDO; DUCHAMP: ANDROGIN; NITSCH:
PUREFACTIO (1987)...

Dimitrie Duracovski

1. Malevich: Nigredo-Albedo, 2. Duchamp-Androgin, 3. Nitsch-Putrefactio; 1987
triptych, mixed media
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I[Merpe Hukorocku
ITpocropn, 1989, o6jextn 0 npauku u nepopmanc co Karann Aapnk, Hosu Cap,

Petre Nikoloski
Spaces, 1989, objccts made ()f[wigs and joint pcrformancc with Kathleen Ladik, Novi Sad



Anexcanpap CTaHKOBCKH
Tajua Bewepa X, 1990, macao u dororpaduja va manea, 170 x 270 cm.
concTBeHOCT M GpoTorpaduja Ha ABTOPOT

Ha mMacoBHHOT XenneHUHT HHiepseryun 60 upociiop, OAP>KaH BO
Mysejor Ha coBpemeHara ymerHocT (1982), ymeTHHYKaTa CAO-
60Aa ce KOPUCTH A0 MAKCHMYM BO OYKBaAHA CMHCAA Ha 300pOT:
MysejoT cTaHyBa OTBOpeHa apeHa 3a eKCIIOHHparbe Ha HHBEH-
THBHHTE IOPUBH Ha MaKEAOHCKHTE M CTPAHCKHUTE YMETHHIIH,
HOCETHTEAHTE, BpaboTeHuTe Bo MCY M HCTOpHYApHTE Ha yMET-
Hocra. CAoBeHEYKHOT YyMeTHHK Mapko ITorayHuk op rpymnara
Illemiias usseayBa Haypiud na butiorapua unidepsenyuja, Illxora
3a upociopoiti, Cilomenux na upupogaiia.

I'aurop Credanos co Aparan IleTkoBHK ce aBTOpH Ha HHilep-
senyuuitie co iamyx. lllemon u OGupanocku umaat Kosrexiiusna
uniniepsenyuja (6oerme Ha LIEMEHTHUTE SUAOBH U CKaAH Ha BAe-
30T Ha MCY, 60eme Ha [1AATOTO ¥ Ha OAACAHH IIPEAMETH, aBTOPH
ce 1 Ha CKyAnTypara [oaujaili - excii03uja Ha 60y, pacIHyBaibe
Ha I]piuexcoiti kon nebotuno). Ppanmyckuor ymerauk XKepap bpa-
ceA M3BeAyBa Ooerbe Ha IpeAMETH, aBTOp e Ha [laseiaitia Ha ma-
xegoncxuie sceru u Cikonoi wa Kapa Maprc. Ob6jextoT Cpye e
aeao Ha Tomac Aexpep, a Mckpa I'pabysocka npasu Ilpoexyuja
60 dpocitiopoti. Yaectsysaar u Cranko L'oprues, Kupua Jocu-
¢oB, 3aarko I'auropos, Koae Mumes, Panko Aaxuk, PapMuaa
PapuBoeBuk, HeBenka Aasecka, foybuna AamjaHoBcka, Mapu-
kxa bouBaposa, Coma ITaHueBcka, Buxropuja BaceBa u Apyru.

Aleksandar Stankovski

Last Supper X, 1990, oil and photo on panel, 170 x 270 cm,
property and photo of the author

MoCA-Skopje organized a large-scale art happening called
Interventions in Space in 1982 that was attended by many artists.
At this happening, artistic freedom was pursued to the maximum
possible extent. The Museum thus became an open arena for
display of the inventive outbursts and brainstorming contributed
by the Macedonian and foreign artists, the MoCA staff, visitors,
and art historians. Slovenian artist Marko Pogacnik, member of
the art group Shempaz, executed Draft of Bipolar Intervention,
School of Space, Natural Monument.

Gligor Stefanov and Dragan Petkovic were authors of Interventions
with Cotton. Semov and Fidanoski executed Collective Intervention
(painting of the cement walls and stairs at the entrance to MoCA;
painting of the plateau and specific objects; they are also authors of
sculpture Goliath - an Explosion of Colors; crucifixion of Drawing
to Heaven). French artist Gérard Brassel was engaged in painting
of objects; he is author of Palette of Macedonian Women and Chair
of Karl Marx. The object Heart is the work of Thomas Lehrer,
while Iskra Grabuloska executed Projection in Space.

One could also note the participation of: Stanko Gjeorgjiev, Kiril
Josifov, Zlatko Gligorov, Kole Misev, Ranko Dakic, Radmila
Radivojevic, Nevenka Lazeska, Ljubica Damjanovska, Marika
Bocvarova, Sonja Pancevska, Viktorija Vaseva, and others.
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HHTepaKTHBHOCTA M COLMjaAH3allMjaTa Ha KPEaTHBHHOT YHMH
I'M MOOHMAMSHpAaT MEXaHH3MHTE Ha XCIICHUHIOT, HeppopMaH-
COT, KOMOHHHPaHHUTE 00jeKTH, CAOBOAHOTO IIpcKambe co 6oja 1
aMOHeHTaAHHTe pOPMALIMH CO HAEjaTa KAKO AIICOAYTHA BOAHA-
Ka Ha CHTe ANKOBHH ITPOIIECH.

I'pynata 1 AM co Mua4yo MaHY€BCKH BO YAOTa Ha TAABEH HAE-
€H IIPOMOTOP, OPraHH3HUPa MYATUMEAHjAAHH aKTHBHOCTH BO
Aomort Ha MaapuTe Bo Ckomnje (Bo 1983 1 1984) co TeHACHIU-
O3HO HaraacyBame Ha KOACKTHBHHOT IIPHCTAIl BO IPOLECOT
Ha CO3AaBameTo. XeIeHHH3NUTe, NepPOPMaHCHUTE CO TEAe-
CHaTa YMETHOCT, u3paboTkara Ha 06jeKTH, IPOEKLHHTE Ha
CAQjAOBH, MY3HYKHTE H3BEAGH H PasrOBOPH ACTAMHO ce 00-
PasA0XKyBaaT M BO HUBHHTE IIAIIHPOrpapHpaHy TEKCTOBH, BO
KOH € OTIIeYaTeH ¥ NPBHOT Manugecih Ha KOHYeLithyaru3MO T
Bo Maxkeponuja. OBaa AMKOBHA pabOTHAHHIIA € BO AYXOBHA
6AM3MHA CO COLMjaAHATa IIAACTHKA M CO IIpepaBarbara Ha
HajroaeMuoT Payxcyc mar — Josed bojc.

Bo cuHXpOHMja CO HHTEAEKTYaAHUCTHYKHTE OOAMIIM Ha HOBATa
yMeTHHYKA IPaKTHKA IPOAOAIKYBAAT U HHTEPBEHIIMHTE KOU CE
Bp3yBaaT 3a KOHTAKTOT CO IIPHPOAATA U 3a60paBeHUTE TPAAH-
LJMH U TaraHCKH obmyan. Bo oBoj koHTeKCT € 1 akiujara Cittol

bean Ubpaxum
O6jexr, 1991, kamen 1 ApBo, 130 x 50 x 30 cm.

Bedi Ibrahim,
Object, 1991, stone and wood, 130 x 50 x 30 cm.

Interactiveness and socialization during the creative artistic
act offered motivation to further the process of happening,
performance, mixed-media objects, free-style color splashing,
and ambient art production in context of the very idea being
the absolute guiding principle in all art explorations.

The 1. AMgroup, having Milco Mancevski as its major conceptual
promoter, organized various multimedia art activities at MKC
in Skopje in 1983 and 1984. These activities offered tendentious
articulation of collective approach to process creation. The
group’s happenings, performances emphasizing bodyart, project
production, projection of slides, music performances, and art
discussions were also elaborated and explained in the group's
hectographed texts. The first ever Manifesto of Conceptualism
in Macedonia was also published on such hectographed copies
and handouts. This sort of art workshop maintained a spiritual
intimacy with the social plastic and lectures of the greatest
Fluxus art sage — Joseph Beuys.

In synchrony with the intellectualist forms of the new art
practice, there was also continuation of environmental and
site-specific art actions that related to nature and forgotten
traditions and pagan customs. The site-specific action Stack



H3BEACHA BO TPEBHHOT IPOCTOP A0 MaKEeAOHCKHOT HAapOACH
teatap Bo Cxomje, Bo 1983 roauna. Konnennujara 6ere 3aea-
uuuka (MCY co apxurexture JKusko ITonoscku, Uckpa paby-
Aocka, Mutko Xayu Iysa, 3aarko Xanu [Tenos u Ap.). Ypbauu-
OT IIPOEKT BO ypbaH aMOHEHT, CO IOBHKYyBalbe Ha IIPHPOAATA U
PYPaAHHOT aCIeKT, OTBOPH IIpalllaka CO XOAUCTHYIKH KapaKTep:
ja HOTCeTH MybAMKAaTa Ha HEOIIXOAHOCTA OA IOBP3YBaIETO Ha
APEBHHUTE ITaTaHCKH PUTYaAH U CEAOTO CO >KMBOTOT BO TOAEMHTE
arAoMepalMi Ha HaceACHHETO. PeKBUSHTHTE M MaTepHjaAHTe
TAQBHO Ce OAHECYBaa Ha BOHIPAACKHTE aMOHEHTH (CeHO, caaMa,
TpEBa, CTPAIIIMAO 3a ITHIIH, A€TaAd, KAACOBH ITYEHKa, PpeHepH
0A AyOeHHMIA, XapTHEHH ACHTH, KPAaBH, CACH KO, 3allascHH da-
KeAH, eTHO HHCTpyMeHTH). CAydyBarbaTa He 6ea cO MHTepaKTH-
BeH KapaKxTep, HabsyAyBaunTe 6ea KOHIICHTPUPAHU Ha CACACEHE
Ha aKLMjara Ha H3BeayBauuTe. HacraHoT He Gellle papo mpu-
¢areH oa KPUTHKATA, a U OA rparaHHTe, HaKo ce paboTele 3a
COeAHMHYBame Ha YMETHOCTA CO >KHBOTOT, 3a TPHBHjaAH3aIlHja
Ha YMETHHYKHTE KaTETOPHH PEACBAaHTHH 3a BUCOKATa MOACPHA.
IloBp3an co uckycrBara Ha Hoe Crosenume Kyncit 1 Ha My-
suukara rpyna /Aajoax op CaoBeHuja, cankapor Benxo 1]BeTkoB
e Mer'y npBuTe Bo MaxeaoHuja (1983) koj ja mpoMoBHpa BHAEO
MpOAYKIjHjaTa.

Herosara usaox6a Kcepoxcu (1987) npercraByBa aHra>kKHpaH
jasuK, MAaHUPECTHPAH CO TABTOAOIIKH AHKOBEH IIPHUCTAIl ¥ CO
HaraaceHa KOHLIENTyaAH3aljHja Ha HACOAOIIKHTE COAPKHHH.
ABajija MAaAM CKYAITOPH OA bearpaackaTa AMKOBHA aKaAe€MHja,
Ha CAMOCTOjHHTE U3A0XKOH BO AOMOT Ha MaapuTe — Iaurop Cre-
¢anos (1983) u Ilerpe Huxoaocku (1985) — a moroa 3aepAHHY-
KH IIPETCTaByBajKH ja 3a IPB IaT He3aBHCHa MakeAOHHja Ha
MerynapopHOTO GueHase Bo Benenuja (1993), Ha eaeH araBu-
CTHYKH HauHH, 6AM30K Ha janloHcKaTa rpymna Moxo-xa ja BHeCY-
BaaT Ha TOAEMa BpaTa CyNITHAHATA BapHjaHTa Ha CHpPOMAaIIIHATA
yMeTHOCT (arte povera) Bo MakeaoHHja.

AwnHeapHuTe HHTepBeHIIMH Ha CTepaHOB M MYATHMEAHjAAHHTE
poeKTH co neppopmanc Ha Hukoaocku (Bo copaborka co mo-
erecata u meppopmepkara Karann Aapuk) CHMOHOTHYKH IO
pasrpapyBaaT TPaAHIIMOHAAHOTO IIOMMambe Ha CKYANTypaTa.
IToao1Ha 1 ABajllaTa MMHUTPHPAAT BO AHTAHja OA KaAE€ I1ITO, 0CO-
6eHo Huxoaocky, Ha IOBeke KOHTHHEHTH BO CBETOT AQHCHpa
COILMjaAHO O3HaYE€HH aMOHEHTH CO HapaljHja COCPEeAOTOYeHA Ha
XeHAHKEIIMPaHUTE HAH Ha IIOTPOLIYBavyKaTa AaKOMOCT Ha bora-
THTE OIIIITECTBA.

Bo Hacoka Ha cHpoMalIHaTa YMETHOCT C€ M TPAHCIIAPEHTHHTE HH-
craranuu Ha Mbpaxum BeAn, KOHIIEHTpHpPaHH BP3 CBETAOCHHTE
$eHOMEeHH BO IpHpoAaTa (AUCKPETHO BMETHY Bathe MHHU]aTy PHH
[IaPYEHIIA OA OTACAAAO IIITO CO3AABAAT HCOOUYHU OIITHYKH UIPH).
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Tome Anuescku
Torox ($pyrypucruuxa noesuja), 1993, dppus op upno-6ean pororpadun

performed in the grass area next to the Macedonian National
Theater in Skopje, in 1983, was also executed in this context.
It involved a joint concept (MoCA, together with architects
Zivko Popovski, Iskra Grabuloska, Mitko Hadzi Pulja, Zlatko
Hadzi Pecov, etc.). The urban project, executed in an urban
setting with reference to the nature and rural aspects, opened
issues with a holistic character: it reminded the audience of
the necessity of connecting the ancient pagan rituals and
village with life in the large cities. 'Props' and materials mainly
related to out-of-town 'ambiance’ (hay, straw, grass, scarecrow
for birds, aircraft, corncobs, watermelon lanterns, paper strips,
cows, a horse, lighted torches, ethnic instruments). The events
did not have an interactive character; viewers were mainly
focused on monitoring the action of the performers. The event
was not acclaimed by the critics and the citizens, although it
was about merging art with life, about the trivialization of
artistic categories relevant to high modern art.

Related to the experiences of the Neue Slovenische Kunst and
Slovenian avant-garde music group Laibach, painter Venko
Cvetkov was among the first in Macedonia (1983) to promote
video production as such.

His exhibition called Xeroxes (1987) offered committed
language, demonstrated by means of tautological art approach
and underlined conceptualization of ideological content.

Two young sculptors, both fresh graduates from the Belgrade
Fine Arts Academy, overtly introduced the subtle version of
arte povera in Macedonia in an atavistic manner similar to that
of Japanese art group Mono-ha. It involved Gligor Stefanov
(1983) and Petre Nikoloski (1985) in the context of their
individual exhibitions held at MKC-Skopje, followed by their
joint participation at the Venice Biennale where independent
Macedonia was represented for the first time (1993).

Linear interventions made by Stefanov and multimedia
projects, accompanied by performance of Nikoloski (in
collaboration with poetess and performance artist Katalin
Ladik), symbiotically deconstructed the traditional
apprehension of sculpture. Afterwards, both of them would
migrate to Great Britain and carry on their art practice. In
this context, Nikoloski was especially active in producing,
on several continents, socially marked ambient art objects,
offering narration focused on handicapped people or on
consumer greediness of rich societies.

The transparent installations made in this period by Ibrahim
Bediarein also in context of this arte povera, concentrating on
illumination phenomena in nature (discreet insertion of very
small fragments of mirror that create unusual optical games).

KODAK 5053 TMY

Tome Adzievski
Brook (Futuristic Poetry), 1993, frieze made of black and white photos
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Awjana Tomuk Papescka
He60T0 3aIITHTHHK MAM AQAH € OBA MOjOT A0OM?, 1996
MHCTaAALHja (uoumxua'ra MMYEHMIIA, xap'mjzl), YudreAmam, Cxromje

Ha oBaa ,cupomamrHa® crjeHa c¢ IOIPHUCYTHH ce 6GpavHH-
or TanAeM Baaxescka / I'pabyaocku (Bo Buroaa u Ckomje)
[IpeKy MHTEPBEHILIMH CO CAaMa, APBja, MepMepHH GAOKOBH,
CTaKAa, a IOTOA M CO 3BYIJH BO €KCTEPHEPHH U HHTEPHEPHH
AOKAIJHH.

Diana Tomic Radevska
Protecting sky or is this my home?, 1996
installation (grown wheat, paper), Cifte Amam, Skopje

One could also note the increasing presence of the artistic pair
and married couple consisting of Blazevska / Grabuloski on the
“arte povera” scene (in Bitola and Skopje) by their site-specific art
actions involving straw, trees, marble blocks, glass; later these art
actions were also accompanied by sounds in exterior and interior
locations.




O6up 3a HHTerpHUparbe HAa MYATHAMHTBAaAHHUTE AHKOBHH II0-
CTaIlKH Ce OCTBAapyBa M BO OpraHM3aljHja Ha KpUTHYapoT Baa-
aumup Beanuxoscku Bo AoMmor Ha Maaaure (1984). M3aox-
6ara Hosu #0jasu 80 MAKeqoHCKAWLA AUKOBHA YMETLHOCIHL Ce
OCMHCAyBa Kako 00eAHHyBatbe Ha BeKe HAaIIPaBEHHUTE ACA], CO
AKTUBHOCTHTE KOHIITO Ce CAy4yBaaT BO XXHBO. Merly mosHa-
tuTe nMuma lllujak, Mases, bexxan, M. Korzomas, ITeTkoBHK,
PapoBaHOBHK, Y3yHoBCKH 1 I. CTedaHOB, rnoce6HO BHUMaHHeE
IPHUBAECKYBaaT MYATHMeAHjaaHHTe meppopmaHcH Ha Cao-
60opan PusoBcku u Baapumup Beanuxoscku, Iosiioprotudo
padare na Benepa u eizexyyuja Ha goimaitickoiio 80 Kpuitiu-
Kama u ymemnociia, Ilagois na Kpumusapoius ¥ TEACCHHUOT
neppopmanc Ha ApcoBckHd. IToeHTaTa Ha OBHE aKI[MH aAy-
AHMpa Ha OIPEACACHH OIIITECTBEHO-KYATYPHH COCTOjOH BO
MaxeAOHHja CO KPUTHYKO-CHMOOANYHH O3HAYHTEAH.

Hopa CrojanoBuk
Flash.back., 1996

BuAco-nieppopmanc n uHcTarannja, Yupre-Amam, Cronje, oro-apxus na CAC, Cromje

Art critic and artist Vladimir Velickovski made an attempt
to organize and integrate multilingual art procedures at
MKC-Skopje (1984). The exhibition called New Tendencies
in Macedonian Fine Arts was conceived as a fusion of already
made artworks with activities that were performed live. In
context of artworks by well-known artists like Sijakovic,
Mazev, Bezan, M. Kodzoman, Petkovic, Radovanovic,
Uzunovski, and G. Stefanov, multimedia performances
Rebirth of Venus and Execution of the Dogmatic in Critique and
Art, and Fall of the Critic by Slobodan Filovski and Vladimir
Velickovski, and body art performance by Arsovski stole the
show. The point of these actions alluded to then certain social
and cultural circumstances prevalent in Macedonia, while at
the same time offering critical and symbolical connotations.

Nora Stojanovic
Flash.back., 1996
video performance and installation, Cifte Amam, Skopje, photo archives of SAS, Skopje
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HenocpepHo mo oBaa u3A0XKG6Ga, MOBTOPHO Ipyna aBTOPH pa-
KxoBopeHa o IllemoB 1 PHAQHOCKH, IO CIIPOBEAYBA IIPOEKTOT
Bo ueciti na Pembpaniti Bo Mecapuunara baye Bo Cxomje (1984).
THe H3A€TyBaaT OA AMKOBHHTE KAHMIIEA HMHTEPIIPETHPKH TO
HHAHUBHAYAaAHO BHAYBAIE€TO Ha TOACMHOT XOAQHACKH CAHKap.
ITapoAHMCKO-KOMHUYHATA ¥ AYAMYKa KOMIIOHEHTA Ha IICAHOT Ha-
CTaH Ce HAarAacyBa M CO YHTame Ha (pparMeHTH OA KHHraTa Ha
Pycomup Boraanoscku Yygottio #a Ce. Topéuja. Cepuosnocta na
HHHIIMjaAHAaTa ANKOBHA IPOOAEMATHKA CE CII0jyBa CO 3a6aBHHOT
M MHTEPAaKTHBHHOT IITHMYHT Ha OBOj HEOOHYIEH OMaiK.

AyXOT Ha KOAEKTHBHOTO, KaKO M BO CBETCKaTa KOHILCITyaAHa
nparma (Zero, Fluxus, GRAV, M.1.D., USCO, Asusxcenue...), ¥ Kaj
HAC Ce aKLeHTHPa cO GOpMUpatse IPYIIH KOH IIOAOATO BpeMe pabo-
TaT 3a¢AHO. TaKOB € CAy4ajOT CO MaKEAOHCKATA IpyIIa 3epo.

Yiurre npea oQHIMjaAHO Ad Ce IPOKAAMHpPAAT KaKo IPyIIa, HEKOA-
KyMHHa OA HAHHOT COCTaB, 3a€AHO co Kpurryapkara Koxya ITup-
KocKa, aBropure Cranko [TaBaeckn 1 3opaH MaAMHOBCKH, H3Be-

Immediately after this exposition, a new group of artists, again
led by Semov and Fidanoski, performed the project called In
Honor of Rembrandt. The Bace meat shop in Skopje was the site
chosen for this. The involved artists went beyond established art
clichés, offering individual interpretations of the great Dutch
painter. The parodic/comic and ludic component of the entire
event was further underlined by reading lines from a book
written by Rusomir Bogdanovski, Saint George’s Miracle. The
gravity of the initial art-related problems was merged with the
amusing and interactive mood of this unusual homage.

The spirit of the collective — like in the global conceptual
practice (Zero, Fluxus, GRAV, M.I.D., USCO, Dvizhenie...) —
was also underlined in our country by forming art groups by
artists who had been working together for some time. Such was
also the case of the Macedonian art group called Zero.

Even before the formal launch of the group, several future
members like Stanko Pavleski and Zoran Malinovski, together

Mupocaas Crojanosuik — [lyku
Pyckn BoTkoBOA, 1997
MHCTaALHja ()Knua, BOTKA, ITAATHO), Yu¢re Amam, Cromnje

Miroslav Stojanovic - Suki,
Russian Vodka Pipeline, 1997
installation (wire, vodka, cloth), Cifte Amam, Skopje



AyBaart rpymeH nepdopmanc o Illtun (1984), eAcH BUA KaHOHAAR
co 60H, CAMYHO Ha aK1iijara oA 1964 roanHa Ha Boag Bocrea.
I'pymara 3epo opurujasHo ce ,perucTpupa’ Bo 1985 ropmna, o,
crpana Ha A. CrankoBcky, HMrop Tomescky, Muoapar Aecos-
cxu, Mbpaxum Bepn, ITepuua l'eopruescku, Cunnina IIBeTkoB-
ckH, Tara Mumoscka, 3aarko Tpajkoscku u ITanye bakes.
HaejHHUTE TOCTYAQTH HATPYyTIaTa Ce MOTTUKHATH OA X€PMETH3-
MOT BO OIIIITECTBOTO U FAABHO Io GOKycHpaaT BHUMaHHETO
BP3 AEMOKpaTH3aljHjaTa Ha yMETHOCTA H OCAOOOAYBaETO OA
MHCTHQHKaIlHjaTa Ha OQHIIHjaAHSHpaHaTa YMETHOCT, KOH-
CYMepH3MOT, TProBHjaTa CO YMETHHUYKH AeAa. JKpTByBajku
ro KOHCTHTYEHCOT Ha HHAMBHAYaAHOTO, THE KOAEKTHBHO IO
HCLPTyBaaT IPaAOT CO rpadUTH U MYPaAH KaKO eCTEeTHKa
3a MacoBHa KOHCyManuja (AeA0BH oA eHTepuepor Ha MKII,
yunauurero Tedejys u ca.).

Bopuc [llemon
Mysejcka npocropuja, 1997
uncrasanuja (rorosu npeamern), Yupre Amanm, Cromje, poro: Pobepr Jankyrocku

with art critic Konca Pirkoska, executed a group performance
in the town of Stip (1984). It involved a kind of “barrage fire” of
colors, similar to the 1964 art action performed by Wolf Vostell.
The Macedonian group Zero formally commenced its work
in 1985, involving A. Stankovski, Igor Tosevski, Miodrag
Desovski, Ibrahim Bedi, Perica Georgivski, Sinisa Cvetkovski,
Tanja Miljovska, Zlatko Trajkovski, and Pance Bakev. The
conceptual postulates of this group were motivated by the then
prevalent hermeticness in society. Generally, the group members
focused on further art democratization, demystification of
officialized and formal art, consumerism, trade in artwork, etc.
Sacrificing constituency of the individual, the group members
collectively executed murals and graffiti throughout the entire
city, as esthetic for mass consumption (interior parts of MoCA,
"Tefejuz" primary school in Skopje, etc.).

Boris Semov
Museum Room, 1997
installation (ready-mades), Cifte Amam, Skopje, photo: Robert Jankuloski
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Eaen op HMB e mypasoT Kako ymupaais gurocaypycuiite, HO
IIOBEKETO OA OBHE YPOAHH CAHKH Ce YHHIITEeHH. IIpakTHKYBajKH
CBOEBHAHA jOra Ha AYXOT BO KPEaTHBHOTO APY>Kee, KaKo He-
KaKBa IPETXOAHHIIA Ha OHaa YMETHOCT Ha KOMYHHKaljujara
IITO BO IIOCAEAHABA ACICHHja ja 3aroBapa (paHITyCKHOT Te-
opernyap Hukosac Bypro, yaeHOBHTE Ha 3epo ce MOIIHE ak-
THBHHM M KPEaTHBHH M Ha HHAUBHAYAaACH ITAQH, HAABOP OA
3aeAHHYKHTE aKTHBHOCTH. 3a IMOCe6HO oAbeAe)KyBame e HUB-
HHOT HacTal Ha usaox6ara Excipecuja, iecitt, axyuja (1985) Bo
MysejoT Ha MakeAOHHja, KOTa ce I10jaByBa M MHTEpECHATa IOCT-
MOAEPHHCTHYKA Hapaljdja Ha CKyANTopoT Tome AMeBCKH.
OBoj aBTOp cAeAHATAa TOAHHA ja eKCIIOHHPA 0Baa APYra eCTETHKA
Ha caMOCTojHara u3aox6a Tpuare ilo 3ailag.

Huxoaa Beaxos
8000 noprpern na MBan IMoanap (aetan), 1997
KOMITjyTepcKa rpaduka

Nikola Velkov
8000 Portraits of Ivan Podnar (detail), 1997
computer graphics

How Dinosaurs Die was one of such murals; however, most
of these urban pictures in time got destroyed. By practicing
specific yoga in the spirit of creative socializing, as some
kind of forerunner of such art of communication as pursued
in the last decade by French theoretician Nicolas Bourriaud,
members of Zero were active and creative individually as well,
outside of their group work. One should especially mention
their presentation at the exhibition Expression, Gesture,
Action, organized at the Museum of Macedonia in Skopje in
1985, offering a rather interesting postmodernist narration
made by sculptor Tome Adzievski. The following year this
artist exposed such ‘'other' esthetics at his solo exhibition
Running after the West.



Ckyanropor Jopaan I'pabysoBcku-I'pabya Bo JyrocAoBeHCKHOT
KYATypeH 1eHTap Bo ITapus Bo 1986 roanna (a moroa Bo MAHY
u Bo MCY, Cxormje) cospaBa eAHa HHTEPECHA eKCTEPHEPHO-EH-
TepHepHa ITOAHA MHCTaAaunja Komyrnukayuu, Koja H3AETyBa OA
AOTOTalll IPHMEHYBaHHTE NPAKTHKH M ja IIPOMOBMpa HAEjaTa
3a IIOCTOjaHa MEHAHMBOCOT Ha IIOCTaBKaTa, GAaropapejku Ha
MHOILUTBOTO KOMIIOHH6HAHH GOPMHU OA TepakoTa (KOHYCH, ITH-
PaMHAH, KAAOTH, BaAjallH, TOIIKH...) IIPUCIIOCOOAHBH 3a Pa3AHd-
HH npocTopHH Kananuterd. IlpaxTuano co Komynuxayuu or-
BOpa II0A€ 33 Oe3KOHEeYHa, PAEKCHOHAHA HI'Pa K OTBOPEHOCT KOH
cA060paTa Ha KPEATHBHUTE MOXKHOCTH.

AmbueHTasHaTa cAMKa Ha caukapoT Mrop Murpukecku Bo Au-
KOBHHOT caroH Ha AAYM (1986) e MyATHIIPOCTOpPHA U MYATH-
CEH30pCKa MHCTaAallHja PaAeHa CO CAMKAPCKH M HECAMKAPCKH
MaTepHjaAH, IITO eKCIIAHMIUTHO ja AeKOHCTPYHpa IpeTCcTaBaTra
3a TPAAHIIHOHAAHOTO CAUKApCTBO.

HekoAKy apXHTeKTH ro co3paBaaT bupoilio 3a esoryyuja u #os
KoHyeiil — 3aeAHHMYKO paboTerme Ha HOBHUTE IIOBP3yBaka Ha
apXHTEKTypaTa, AMKOBHATAa YMETHOCT U My3uKara. The ce mper-
CTaByBaaT CaMOCTOjHO BO AOMOT Ha MAAAMTE, HO HacTaIlyBaaT
1 Ha BruenaseTo Ha MAaaauTe M Ha BreHaseTo Ha MaKeAOHCKATa
apxuTekTypa. AHrea CHTHOBCKH — €ACH OA YAEGHOBHTE Ha OBa
’6Hpo’ — co3AaBa MHHUMAAUCTHIKY My3HYKH CapayHAHHT: 38)-
Yu 09 MUMUHATAA U 04 Tpagosuitie, KOj MOXE AQ BHIAC AOBEACH BO
KopeAariyja co My3HIKHOT aMbueHT Ha Bacuanj Kanauncku o,
1922 ropnHa ¥ IoAOLIHA €O CKpkaBHOT 3BYK Ha CTuB Pajx man
co MysuukuTe neppopmancu Ha [Ton Kejir. Apxurextute Bo '6H-
POTO, POK-My3HKaTa, HajMaAOTO TeaTapye Ha CBETOT 3eseHailid
7ycka 1 HOBaTa AMKOBHA IIPaKTHKa Ce II0Ka3 3a CMMOHOo3ara Ha
IIOBEKETO YMETHHUYKH AMCLMIIAMHHM M Ha HHUBHAaTa KOHCTaHTHA
Mel'yBAHjaTeAHOCT M IIPOHHMKHATOCT. AIICOAYTHO BA3A€CH-E Ha
3BYKOT BO eHTepHep (KpLIeHe U PeKerbe MepMEePHH 6AOKOBH) Ce
CAy4yBa BO IIPOeKTOT Ha Broaera BaaxxeBcka / Borsan I'pabyao-
cxu Sound Site, ipercraBeH Ha Bruenasero Bo Cao ITaoao (1998).
KopecnonpeHnmjaTa Ha oBa AeA0 co [Ipasnaitia iarepuja Ha Ny-
AOBCKH U 38yyuiile 0g umunaiia u og ipagosuie Ha CUTHOB-
CKH, CO HarAQCEHHOT MHHHMMAAH3aM ja OCMHCAYBAaT peAaljyjaTa
Ha ayAMTHBHOTO CO IIEPIEIITHBHOTO, HA AMHAMMIYKOTO CO IIPO-
CTOPHOTO, Ha AYAMYKOTO CO PpHA030PCKOTO, HA MHCAOBHOTO CO
IICHXOAOIIKOTO.

IToueToKOT Ha A€BEAECETTHTE H306HAYBa CO TepGOPMATHBHH Ha-
cramu Ha Aaexcanpap CrankoBcku Bo Iepmanuja (Ocaobogysare
Ha gywamia na Muiea, Mamen, Ilarerseiio na Maja), KaKoO W Ha
HCTHOT aBTOP €O 3aaTKO TpajkoBcku 1 Muoapar AecoBcku.

Bo moyeroxor Ha pAeBeaeceTTHTE Ha MUHATHOT Bek Mckpa Aumu-
TPOBa BO MYATHMEAHjaAHHUTE POEKTH HAPATHBHO BIPAAEHHU BO
TpaAHILIMjaTa H 06peAHTe, HajuecTo OA IaraHCKa IPOBEHHEHIIH]a,
n3bupa HOBH GOPMH U MaTepHjasH (BOAHA, BOCOK, GpalllHO, CH-
AVIKOH, OTaH, 3€Mja, BOAQ, COIICTBEHHOT TAAC, My3HKa, BHACO U
CA@jA TIPOEKLIHH) cO NepPOPMAHCH HA caMaTa aBTOPKA HAH Ha
rpyna nepopMepH: HHTEPAKTHBHUTE MHCTaAauuu Caparcaxa
(1991), Majxa tajax (1993), Myswiumegujaren upoexit 8o Kyp-
wymau an (1994), XKectvoxa gusa (1994) 1 Ap., ce 3aCHOBaHH Ha
KOHIIENTH-CIjeHapHja CO CTPOra HapaTHBHA M BPEMEHCKA ACTEp-
MHHHPAHOCT. A€A OA OBHE HHCTaAAIIMU M IlepPOPMaHCH Ce Ipe-
sentupanu Bo CAA, byrapuja, IlIseacka, Janonuja.

Sculptor Jordan Grabulovski-Grabul at the Yugoslav Cultural
Center in Paris in 1986 (afterwards at MANU and MoCA
in Skopje) created an interesting exterior-interior floor
installation Communications going beyond the hitherto
applied practices and promoting the idea of constant fluidity
of the art presentation thanks to the multitude of componable
forms of terracotta (cones, pyramids, calottes, rollers, balls...)
adaptable to different space-related capacity. Practically,
Communications made room for endless flexible game and
openness to freedom of creative possibilities.

The ambient art picture by artist Igor Mitrikeski, shown at the
Skopje DLUM (Macedonian Association of Fine Artists) Art
Salon in 1986, was a multi-space and multi-sensor installation,
made of art and non-art materials; it explicitly deconstructed
the notion of traditional painting.

Several architects decided to establish the group called Bureau
for Evolution and New Concept; it represented joint work on new
tendencies concurrently shared by architecture, fine arts, and
music. They presented themselves individually at MKC-Skopje.
Their participation was also noted at the Youth Biennale and the
Biennale of Macedonian Architecture. Angel Sitnovski, member
of this 'Bureau, produced minimalist music surrounding:
Sounds of Silence and Cities; this could be seen in correlation
with the music environment made by Vasily Kandinsky in 1922,
and later with the rather parsimonious sound of Steve Reich or
even the music performances of John Cage.

The architects from 'the Bureau, rock music, 'the smallest
theater in the world' Green Goose, and the new art practice
were indications of symbiosis of several art disciplines and of
their constant interconnection and incisiveness.

Absolute domination of sound in interior context (breaking
and cutting marble blocks) was seen in the project called
Sound Site by Violeta Blazevska / Bodgan Grabuloski, initially
presented at the 1998 Sao Paulo Biennale.

The correspondence of this artwork with Empty Gallery
by Lulovski and Sounds of Silence and Cities by Sitnovski
by its articulated minimalism gives meaning to the relation
between the auditive and the perceptive, the dynamic and the
spatial, the ludic and the philosophical, the mental and the
psychological.

The early 1990s were full of art performance events made by
Aleksandar Stankovski in Germany (Releasing Miguel’s Soul,
Mamel, Burning Maja), as well as those made by the same
artist together with Zlatko Trajkovski and Miodrag Desovski.
In the early nineties of the last century, in her multimedia
projects narratively embedded in tradition and rites, most
often of pagan origin, Iskra Dimitrova chose new forms and
materials (wool, wax, flour, silicone, fire, earth, water, her own
voice, music, video, and slide projections), accompanied by
performances by the author herself or a group of performers:
her interactive installations Saransaka (1991), Spider Mother
(1993), Multimedia Project at Kursumli An (1994), Fierce
Diva (1994), etc., were based on scenario concepts with strict
narrative and time determination. Part of these installations
and performances were presented in the USA, Bulgaria,
Sweden, and Japan.

29



30

AHTOHHM Ma3HEBCKH HA€jaTa BO CAMKAaTa M HEj3HHATa Lue-
ro6ujHa KOHCTPYKIIHMja, Ha caMocTojHaTa u3Aox6a (KHMLI,
1992), noxaramy ja pa3BHBa BO YHCTH KOHLIENITYaAHH pelle-
uuja (TB xowcmpykyuuige, npoexror Ihe End Bo MCY
Ckormje 1996 ropnHa, Kako ¥ BO HHTpPHIaHTHaTa ¢popMa Ha
Volkswagen aBromo6uaor (A SE ESSE) u Bo Owsicycizigo (1998).
I'epmaHckaTa AMKOBHa aTMocdepa Bo Koja ce pasBuBa JKa-
Hera BaHream nmpep AepHHHTHBHO Aa A0jae BO MakeaoHH]ja
TM IPOBOIjMpa HOBHUTE Kay3aAHH OAHOCH Mery TEKCTOT M
CAMKAaTa BO HEjBHHHOT IOrAea Ha yMeTHocTa. ObjeKTHTE OA
0BOj IIEPHOA HCKaXKyBaT AyXOBHATa OAHCKOCT CO TBOPEIITBO-
To Ha Josed Bojc u aBmxemero Paykcyc. CaMocTojHATA H3-
Aroxba Maxa eojua / T'orema ojua Bo @pankdpypt Ha Majua
II0COYyBa Ha aHIa)XHPaH OAHOC BO CAOXKEHHTE CHMOHO3H Ha
COLIMjaAHOTO-TIOAMTHYIKOTO H €THYKOTO.

Maprapura Kuceanuka

Jac u 6esspemenoro, 1999

MHTEPAKTHBHA HHCTAAALMjA (aAmemyM, BoaAa), MCV, Cxomje
¢poro: Asexcanaap Konaen

Margarita Kiselicka

Me and Timeless, 1999

interactive installation (aluminum, water), Museum of Contemporary Art, Skopje
photo: Aleksandar Kondev

Antoni Maznevski continued to further expand the idea-in-
picture conception and its jocular construction, initially seen at
his solo exhibition at KIC-Skopje (1992), into clear conceptual
outputs (T'V Constructions, the 1996 project The End shown at
MoCA-Skopije), as well as into an intriguing form of a VW vehicle
(A SE ESSE); this is also seen in Absence (1998).

The German artistic climate — in which Zaneta Vangeli evolved
before definitely coming to Macedonia — provoked new casual
relations between text and picture in her art attitude. Her
objects from this period indicate spiritual proximity with the art
production by Joseph Beuys and the Fluxus movement. Her solo
exposition Small War / Great War, shown in Frankfurt on the
Main, offered an attitude of commitment in context of complex
symbioses between the sociopolitical and the ethical.



BuAAMB € HAIAMBOT Ha A€TPHCTHYKH HMIDH, CAOTaHH, 360po-
BH MAM LIMTAaTH BO PasAMYHHTE GOPMH Ha HEj3HHATA AMKOBHA
poAyKLHja (Macaa/akpuAHK, ¢poTorpaduu, 06jeKTH, HHCTa-
aanuy, Buaeo). Mucrasanujara [opiwa (MCY - Ckomje,1994),
Ex - FYROM-ism npoexrort (Bo CIX raaepuja, Cxomje 1998) u
uHcTaranujata Integralism (buenase Bo Bennuja, 2003) pede-
pHpaaar Ha TBOpEYKa AOjaAHOCT Ha AHMHIBHCTHYKO-PHA030(-
CKHOT IPOHA, EKCIIAHIIUTHO 3aKOPAaBEH BO KOHIIENTYyaAHaTa
IPaKTHKaTa Ha IIPOLIIHPEHNUTE MEAUYMH.

Co 3aepnnuxara usaox6a Iomuuc, Hacimiawn, Konexcis (1992)
Ha kpurtnyapkara Cysana Muaescka u ¢ororpador Pobept
JaHKyAOCKH, HHCITHpHpaHa 0A »,iucMoro Ha JXKax AepHaa, ce
II0COYyBa Ha eAHa IIOMHAKBa METOAOAOTHja Ha KOHIENTyaAaTa
(koH Hej3HMHAaTAa IIOCT-BapHjaHTa), Ha C& IOYBEPAHBATA EAHOCT Ha
¢urosodujaTa B yMeTHOCTA U Ha HOBara ,$OpMyAa“ Ha KPUTH-
Jyap/TeopeTHdap Koja Ke ce IOTBPAYBa H Ha MYATHMEAHjaAHHOT
npoexT Peg/Xaoc Ha xoja mokpaj C. MHuAeBcKa y4ecTBYBaaT
K. Banreaw, IN. Teopruescku, A. CrankoBckH, M. PamukeBuk
u 3. TpajkoBcku. C. MuaeBcKa, CO peAHLia H3AOKOH HHU3 AeBe-
AECETTHTE U NPEeKy aKTUBHOCTHTE BO Oil60peroiiho ipagpu4io
Cillyguo ja OPHEHTHPa AMKOBHATa ClieHa (TAaBHO HajMAAAHTE
YMETHHI{H) KOH HEeO - HAH IIOCTKOHIIENTyaAHA IPOAYKIIHja.

Becna Aynumaraocka
Koj ce naamm Aa noraepAHe 0OAHAABOP HAH COBPIIEHO 3alITHTEHH aran, 2000
nepdopmanc, buroaa

There is evident influx of lettrist games, slogans, words, and
quotes in the different forms of her art production (oils/
acrylic, photos, objects, installations, video). Her installation
Gate (MoCA-Skopje, 1994), the project called Ex-FYROM-
ism (CIX Gallery, Skopje, 1998), and installation Integralism
(Venice Biennale, 2003) show creative loyalty of a linguistic-
philosophical profile, explicitly deep-rooted in conceptual
practice of expanded media.

The exhibition Signature, Event, Context (1992), organized
jointly by art critic Suzana Milevska and photographer Robert
Jankuloski and inspired by “the letter” of Jacques Derrida,
offered indication of a different methodology of conceptual art
(toward its post-version), of increasing oneness of philosophy
and art, and of a new “formula” of art critic / artist, which
was also verified at the multimedia project called Order /
Chaos featuring art critic S. Milevska and artists Z. Vangeli, P
Georgievski, A. Stankovski, I. Ramicevic, and Z. Trajkovski.
By organizing a series of exhibitions and by her work in the
Open Graphic Studio, S. Milevska made an attempt to direct
the art scene (generally, the youngest artists) in the country
toward a neo- or post-conceptualist production.

Vesna Dunimagloska
Who is afraid to look outside or perfectly protected angles, 2000
performance, Bitola
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Co ¢opmupamero Bo 1993 ropnna Ha Copoc LIeHTapoT 3a Co-
Bpemenn ymetHoctH (SCCA, nmoroa LlenTap 3a coBpeMeHH
ymerHoCcTH — CAC) M HErOBUTE FOAHMIIHN U3AOXKOH U HHAHU-
BHAYaAHH IPOEKTH BO TEKOT Ha TOAMHATA, CO TOAEMO AHYHO
cebeBAOXKYBame Ha AupexTopor Hebojma Buauk ce paBa
carte blanche 3a xopHcTemne Ha BHCOKHTE TEXHOAOTHH KOHIII-
TO OTBOpAaT CepHja APYTH MOXKHOCTH 3a HOBO, Op30 H HHTe-
PECHO MOTTHKHYBaIbe Ha MYATHMEAHjaAHATA IIPOAYKIIH]ja Kaj
MAQAHMTE YMETHHIIH.

IpBara ropumsa nsaox6a Ha SCCA: Hmuy boxe (1994/95) ja
MOOHAH3HPA CBE>KaTa HMHBEHIIHja HA AaBTOPHTE BO HACOKH KOH Ce
ITO3HATH KaKO HHITUAEHTHH BO IIPETXOAHHOT IIEPHOA,
Koanuecrsoro high-tech mocrankm Bo mpoextuTe Ha ABaeceTHHa
aBTOPH € KOMIIATUOMAHO CO I'PAaHAHO3HOCTA M HMIIPECHBHOCTA
Ha peaamnsanuure. OcobeHo uHcTaranuuTe Ha JopaH IITyMKoB-
cxu, Mckpa Aumurposa, JKanera Banrean n Mrop Tomebcku
pasOyayBaaT MHOTY IIOTOAEMa AO3a TBOPEYKH IIOTEHILIHjaA OT-
KOAKY IITO TOa OHAO MOXKHO 6e3 $HHAHCHCKATa M TEXHHYKO-
TEXHOAOIIIKATa IOMOLI IIITO UM bellle AaACHA Ha aBTOPHUTE.

OBa pedepupa Ha OHHE TBOPIIH KOH BO OBOj IIPOEKT ABTOXTOHO-
CTa Ha aliCOAYTHAaTa MAEja ja CIIojyBaaT CO alICOAyTHATa MOXKHOCT
Ha nomaraaata. MaHoTO aejctByBame Ha SCCA kaxo LlenTap
Ha coBpeMeHH yMeTHOCTH, co CIX mssoxbeHara rasepuja u
oA, PaKOBOACTBO Ha MeaenTHe ITaHAMAOBCKH, ce $poKycHpa Ha
Crotickuoini Peciiusan na eaeximporcxu ymeimnocimu (SEAFair),
OBO3MOXKYBajKH I Ha MAaAaTa KpeaTHBHA CLIEHA Aa TH OCMHC-
AyBa MYATHMEAHjAaAHHTE IIPOEKTH CO IOCPEACTBO Ha TOAEMHTE
IIPEAHOCTH Ha KOMITjyTePCKaTa U APYTHTE HOBH TEXHOAOTHH.
HoBooTBopeHHOT aATepHaTHBEH npoctop Bo Ckomje — Yug-
ile amam — IO MHHIIMjaTHBA HA CAMHTE YMETHHIH — C€ IIpe-
TBOpa BO YIUTE €AHO AHMKOBHO THE3AO OA KOE TeHEpHpaaT
HOBU MyATHMeAHjasHM Aeaa ([oko PapoBaHOBHK, Amajana
I'ysenosa, Ucmer Pamukesuk, Bopuc Illemos, CuMoH Y3yHOB-
cxH, MupHa Apcoscka, Mckpa Aumurposa, Aujana Tomuxk,
Monuxka Morecka, Urop CexoBcky, Po6epT JaHKYAOCKH B AD.).
Hsnoxb6ara 9 % — Hosamaxegonckaymeiminocis (MCY — Cxomje,
1995), ja pepaexTrpa HOBaTa OCAOBOAEHOCT HA YMETHHKOT 32
HACUTE KaKo 6e3pe3epBHH BOAMAKH BO IpoeKTHTe. Tyka BO
oBaa CMHCAA Tpeba Aa ce IUTHpaaT MeTadH3HIKHTE U KPajHO
copHCTHUIIMPAaHHU KOHIIENTYaAHH Aeaa Ha AymaH IlepunakoB
(mamara Huwitio), motoa npedunerara uHcTasanuja Cumbuo
Ha Aparas IlerkoBuk u He 2seqajie iiaxa pomaniiuyno Ha
Mupha ApcoBscka.

HacTpana op akTHBHOCTHTE CO rpynara 3epo ¥ Ha APYT'H TPYII-
HH u3A0X6H, Hrop TolieBcKM ro AOCTHIHYBA TBOPEYKHOT
3€HHT CO HHCTaranuure Aocue’96, maTyBadKH MPOEKT HH3
MakxkepoHnuja. IIpo6HBajKu BO 4yBCTBUTEAHHUTE CAOEBH Ha I10-
BpPEAEHHTE MOPaAHH KOAEKCH Ha CEKOjAHEBHOTO ONKPY>KyBambe
(pacmaramero Ha OMNIUTECTBOTO Ha IOBeKe paMHuuITa), To-
IIEBCKH CO3AaBa HMIIPECHBHO AEAO, CO ITAPAAEAHO KOPHUCTEHE
BHCOKA TEXHOAOTHja, QParMEeHTH OA HCKPIIEHH IPOHU3BOAM
Ha $pabpUKHTE [TOA CTE4aj, IOCTABEHH BO BUTPHHH U 6oraT ce-
MaHTHYKH apCeHaA PACIpCHAT BO NMPOCTOPOT CO AMHAMHYEH
puraM. EKOAOIIKHTE, ETHYKH U COIJHjaAHH aCIIEeKTH KaKO MHC-
AOBHH O3HayyBa4yH BO OBOj IIPOEKT Ce M3AMTHYBaaT Ha BHCO-
KOTO paMHHIILTE Ha TPAHCHHAMBHAYaAH3MOT, TaKa OCOOEH 3a
MYATHMEAHjaAHATA IPAKTHKA.

The 1993 establishment of the Soros Center for Contemporary
Art (SCCA, later known as Contemporary Art Center or CAC)
in Skopje and its annual expositions and individual projects
throughout the year, supported by the great personal efforts
made by its director Nebojsa Vilic, provided a carte blanche
to utilize high technologies; consequently, this gave new
and different opportunities for new, quick and interesting
motivation for multimedia production in young artists.

The first SCCA annual exhibition called Irzage Box (1994/1995)
mobilized a fresh invention of artists in directions that were
previously incidental.

The amount of high-tech procedures employed in projects
by twenty artists was compatible to the grandiosity and
impressiveness of the end products.

Installations, especially by Jovan Sumkovski, Iskra Dimitrova,
Zaneta Vangeli, and Igor Tosevski, provoked a greater amount
of creative potential than what would have been possible without
the financial and technical-technological assistance given to the
artists.

This referred to those artists who were able in this project to
combine originality of absolute idea with absolute capacity of
the high-tech accessories. The subsequent activity of SCCA in
capacity as CAC, with its CIX exhibition gallery and Milentie
Pandilovski as its next director, centered on the SEAFair (Skopje
Electronic Arts Fair), enabling young creative artists to design
multimedia projects by making use of the great advantages
brought by computer and other new technologies.

Cifte Amam, the newly opened alternative exhibition premises
in Skopje upon the initiative of the artists themselves, became
another art nursery generating new multimedia artworks
(by artists like Gjoko Radovanovic, Liljana Gjuzelova, Ismet
Ramicevic, Boris Semov, Simon Uzunovski, Mirna Arsovska,
Iskra Dimitrova, Dijana Tomic, Monika Moteska, Igor Sekovski,
Robert Jankuloski, etc.).

The exhibition 9% - New Macedonian Art (MoCA-Skopje,
1995) reflected new unrestrictiveness for artists in the context
of ideas as uncompromising guiding principles in art projects.
Here, in this sense, one should mention the metaphysical and
very sophisticated conceptualist works by Dusan Percinkov
(the portfolio called Nothing), then the refined installation
Simbio by Dragan Petkovic, and Don’t Look So Romantically by
Mirna Arsovska.

Outside of his activities related to the Zero group and
other joint expositions, Igor Tosevski reached the point of
culmination in his art production by his installations Dossier
’96, a project travelling throughout Macedonia. Penetrating the
sensitive layers of violated moral codes of the everyday human
environment (society disintegration at several layers), Tosevski
was able to create a rather impressive artwork, at the same time
using high-tech, fragments of factory scrap, refuse, and broken
products placed in museum glass showcases and originating
from former state-owned factories now as bankrupt, ruined,
and deserted ghost houses, and a diverse semantic arsenal
distributed in space with dynamic rhythm. Ecological, ethical,
and social aspects, as reflective indicators in these projects,
were elevated to the high level of transindividualism, so
characteristic for multimedia art practice.



3aepAHHYKOTO H3AOXYyBame Ha JKanera Banream m Cran-
ko ITaBaeckn Ha masoxbara Texciiosu (xyparop He6ojua
Buauk) Bo Ibyjopk, kaKko IITO ce YUTa BO HACAOBOT, UM HC-
XOAHIITE BO POHOAOIIKOTO M CHHTAKCHIKOTO.

CAHYHa CHTyallHja ce CAyYyBa M Ha aBTOpCKaTa H3A0XKOa Ha
kyparopure Coma AbanueBa u Hebojura Buauk Cxpuenu
iexciiosu, opraHusupaHa Bo 3arpeb 3a BpeMe Ha Meceyoiti
Ha makegouckaimia cospemena ymemrnocii (2001). foynka Ae-
AeBa, JKanera Banrean, Tome AnmeBcku, Cranko ITaBaecky,
Xpucruna MBanocka u OanBep MycOBHK I'l IpeAAaraar Ho-
BHUTe QOPMH Ha TOAKyBarme Ha TEKCTOBHTE CO ymorpeba Ha
PasAMYHHM MEAHUYMH.

Bo mpoaudeparnpjara Ha HHCTAAAIIUM O3HAYEHH BO OBOj AYX,
BO AGBEACCETTHUTE TOAMHHU Ce M3ABOjyBaaT CACAHHBE ITPOEKTH:
38yuna iepciiexiuusa Ha Buosera BaaxkeBcka u Borpan I'paby-
AOCKH; MHCTaAanujaTa co neppopmanc Ha Hopa CrojaHoBHK
Gathering Scales of the Big Fish Bo ITpoBupaerc (CAA); Tesecnu
meurociiu Ha Buoaera YanoBcka; TpynHHTE H3AOXKOH 3payerva
(Bo Munxen, Bearpap, Tokuo, Cxonje) Hapyusmu u IIpsoio
Peep Show 6o ipagoiu; ITpexpacnu cywiniecitisa va Mickpa Aumu-
TpoBa (Bo Cxomje n Beneuuja); Axui06a tieitiuya nHa MoHHUKa
Mortecka, Cobysawe na Oanep MycoBuk; Tumuna vs 36yx Ha
Ioynxa Aeaesa; Obaexa 3a géajya Ha Xprucruna FIBaHocka 1 Ap.
Pereneparnujara Ha rpadUIKHTE TEXHUKH HAABOP OA HOPMHTE
Ha TPaAUIIMOHAAHHTE TEXHUKH U H3PA3H Ce AOAXKH Ha aKTHB-
HoctuTe Ha Oilioperoitio ipaguuxo citkyouo 1 Ha U3AOXKOUTE
I'paguuxu exciiepumeniti Bo Mysejot Ha rpas Cxomje, pakoBo-
aeHH op CysaHa MuaeBcka.

OBaa aaboparopyja ja peBHTAAU3Hpa TEXHHKATa Ha OTIeYa-
TOKOT IPEKY AYIIMAHU U COPHCTHIIMPAHH COAYIIHH, OCOOEHO
eBUAEHTHH Kaj AHa CrojkoBuK, CaaBula JaHemauesa, OAu-
Bep MycoBuk, Xpucruna MBaHocKa 1 Ap.

Kora MucaaM Ha 6e3pe3epBHATa IPEAAHOCT Ha HEO-KOHIIENTya-
AaTa BO ACBEAECETTUTE, 6€3 ABOyMEHEe MU C€ HAMETHYBA IMETO
Ha OauBep MycoBuk. OBOj TBOpeL] CO PECIIEKTHOHAHA AYIIHA-
HOCT U AYXOBHTOCT, EAHOCTaBHOCT M YHTAHBOCT, 3a KYC IIe-
PHOA Ce HaMeTHyBa Ha MaKEAOHCKATa M Ha CBETCKaTa CIiCHa,
IIOTOAYBajKH IO BO HEPB IYACOT Ha BPEMETO. 3aAOBOACTBOTO
OA YHTAETO Ha HETOBHTE AYXOBUTH KOHLENTYaAHH Hapaljuu
H3BAEYECHH OA Haj0AaHAAHHTE CAYYKH Ha CEKOjAHEBHETO € HOB
BHA PEAAKCHPAYKH KOHIIENTYaA€H IOBOpP, CIPOBEAYBaH BO
COTAACHOCT CO CHTe IpaBHAa (AOKOAKY MOXKe TaKa Aa I'M Ha-
pedeMe) Ha oBaa AMKOBHa IojaBa. Ha oBaa op6uTa i1 mpumnara
n CAaBHIIa JaHeIIAMEBa, BO CMHCAQ Ha Op3 IIOAEM M CTPACT 3a
packaxyBame INPHKasHM. THe He ce IIErOBUTH U BECEAH KaKO
Ha MycoBHK, HO HMaaT apUHHTET 32 OAPKYBaibe CBOCBHACH
AHjaAor Mely HcTopHjara (OMIITOTO) X HHTHMHOTO, COOIIITEHO
CO A€AHMKATHA >KEHCKOCT M HHTEAEKTYaAHA IPETIa3AHBOCT.
Ana CTojKOBHK € TpeTaTa BO OBaa Ipyla MAAAM YMETHHIIH
CO IIOCTOjaHO HOBH M APYT'HM AUYHHU PAKyPCH Ha A€HEIIHHHa-
Ba: OA COIMOAOILIKH, COIJHjaA€H M €THYKH KapaKTep BO KOH
BHECYBa, 33 pasAHKa oA MycoBHK U JaHelIAHeBa, U CIIUEHTH-
CTHYKA HYOOMUTHOCT.

3a NMOBTOPHOTO IOjaByBame Ha KOAGKTHBHHUTE ACjCTBYyBama
CBOjIpUAOT AaBaurpynara Esemeniiu op burosa. Hejsunure
HAEjHH AMAEPH — ABOjKaTa buajana u /oynyo Mcujanus, op-
raHHU3HpaaT HHTEPAaKTHBHH HallHOHAAHH H MeIyHapOAHH

The joint presentation by Zaneta Vangeli and Stanko Pavleski
at the exposition Texts (curated by Nebojsa Vilic) in New York,
as it can be read in the title, traced its point of departure in the
phonological and the syntactical.

Similar situation also happened at the author’s exhibition
Hidden Texts, jointly curated by Sonja Abadzieva and Nebojsa
Vilic. The exhibition was organized in Zagreb in 2001, as
part of the Month of Macedonian Contemporary Art. At the
exhibition, Ljupka Deleva, Zaneta Vangeli, Tome Adzievski,
Stanko Pavleski, Hristina Ivanoska, and Oliver Musovic
proposed new forms of text interpretation by using different
types of media.

In context of the proliferation of similar installations, one
could single out the following projects in the 1990s: Sound
Perspectiveby V. Blazevska and B. Grabuloski; installation with
performance called Gathering Scales of the Big Fish by Nora
Stojanovic executed in Providence, Rhode Island, USA; Body
Fluids by Violeta Capovska; group exhibitions like Radiations
(Munich, Belgrade, Tokyo, Skopje), Narcissisms and First Peep
Show in Town; Wonderful Beings by Iskra Dimitrova (Skopje,
Venice); Achilles’ Heel by Monika Moteska; Taking off by
Oliver Musovic; Silence vs. Sound by Ljupka Deleva; Dress for
Two by Hristina Ivanoska, etc.

The revival of graphic techniques beyond norms of traditional
techniques and artistic rendering was the outcome of the activities
promoted by the Open Graphic Studio and expositions styled
Graphic Experiment held at the Skopje City Museum. S. Milevska
organized and directed both the Studio and these exhibitions.
This kind of art laboratory revitalized reprinting technique by
obtaining lucid and sophisticated art end products, especially
evident in productions made by Ana Stojkovic, Slavica
Janeslieva, Oliver Musovic, Hristina Ivanoska, etc.

When I think of a full, personal commitment to neo-
conceptual art in the 1990s, the name of Oliver Musovic
springs to mind. Showing respectable lucidity and wittiness,
simplicity and legibility, this artist was able to impose himself
on the Macedonian and international art scene in a short
time, capturing precisely the zeitgeist of the times. Deriving
pleasure from reading his witty conceptual narrations, drawn
out from the most banal everyday events, represents a new type
of relaxing conceptual speech, executed in accordance with
all principles (if one could call them so) of this art tendency.
Slavica Janeslieva also deserves to have her name mentioned in
this context, with regard to her quick rise to stardom and her
passion of telling stories. Her stories are not merry and witty
like those of Musovic; still, they have the affinity to maintain
a unique dialog between history (the general) and the intimate,
narrated by a delicate femininity and intellectual discreetness.
Ana Stojkovic is the third person in this group of young artists
that offer constantly new and different personal viewpoints of
the present: of sociological, social, and ethical character in which
she also brings scientific curiosity, unlike Musovic and Janeslieva.
The artistic group styled Elements based in Bitola has also
contributed to the revival of collective art actions in the
country. The couple consisting of Biljana and Ljupco Isijanin
are the group's conceptual leaders. They have organized
interactive national and international projects in the town of
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npoeKkTH Bo butoaa: Jac u wiu n Yes No. Becna Aynnmaraocka,
KaKO A€A OA OBaa €KHIIA, peaAM3Hpa OIACHU M BO3OYAAHMBH aK-
IIMH Ha TEAECHATa YMETHOCT, a TO U3BEAYBa U IepPOPMaHCOT
Tanyysaxoui Bo rasepujara Crenen o Cxorje.

ApyXemeTo Ha YMETHHLIHTE M HCTOPHYApPHTE/KpPUTHYA-
pHTE Ha YMETHOCTA CTaHyBa IOEBHAEHTHO M CO 3aCHAEHA
dpexdeHIuja U ce eKCIIOHHpPa BO ABaTa IPOEKTa OA jaBeH
kapakrep Bo Cxomje Bo 2001 ropnHa (rAaBHO BO ypbaHH, He-

AWKOBHH aMOMeHTH): ypbaHHTe HHCTaranuy / aMOHEHTH U
TEOPUCKHOT AUCKYpC IToa u xaiuimias Ha Kycrocotr Cysana
MrmuaeBcka Bo I'papACKHOT TProOBCKH LieHTap U AUKOBHHTE aK-
uuu Osapysawe na meciioiio Ha Kyctocor Coma Abaruesa.
AeA oA ydeCHHIIMTe BO OBHE IPOEKTH Ce 3aCTaIlleHH BO OBaa
KHHTa, HO 3HaYaeH 6poj 0A HUB, CBOjOT BUCTHHCKH aBTOPCKH
jasHK Ke ro apupMHpaaT BO ABAECET U IPBHUOT BEK.

Huna I'emrakoscka LlBerkoBeka
ABroncuxoanaansa, 2000, uHCEpPT 0A BHACO

Bitola: You and Me and Yes No. As part of this group, Vesna
Dunimagloska has made dangerous and exciting actions of
body art. She also executed the performance called The Dancer
at the Stepen Gallery in Skopje.

Socializing of artists and art historians / art critics became
more evident and more frequent. It was shown in both projects
of public character in Skopje in 2001 (generally taking place in
urban, non-art ambience): the urban installations / environment
art works and theoretical discourse called Gender and Capital by
curator Suzana Milevska in the City Shopping Center (GTC) in
Skopje, and the art-related actions throughout the city of Skopje
called Shining the Site by curator Sonja Abadzieva. Some artists
participating in these projects are presented in this book; still, a
significant number of them would get public recognition for their
genuine author’s speech in the 21st century.

Nina Gestakovska-Cvetkovska,
Self-psychoanalysis, 2000, video insert
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Ansjana ['Y3EAOBA

Yauax, Cpbuja, 1935

MuHHMaAH3MOT € IPBAaTa MaTPHIIA BP3 KOja Ce BTEMEAYBa AMKOBHHOT
nckasHa A. ['yseaosa. KepamukaTta, a I0TOa METAAOT, CE MATEPHjaAHTE
CO KOM aBTOPKaTa KOMIIOHHPA allCTPAKTHH KOMIO3HITHH.

Bo NoOMHAKOB KOHTEKCT Ceé KOHIIMIHPAHH AEAATa BO TPOEKTOT
Hacnpowau, Objexiuu (1994). EAeH BHA Ha A€HA-apT € HHBHATa
0COOEHOCT, TPAAEHHM OA METAAHH IIAOYHM M 3€Mja M IapTepHO
MOCTaBEHHU BO YMeTHHYKaTarasepuja Bo Ckomje. M oBae reomerpujara
€ AOMHMHAHTHA BHM3y€AHA MPEAAOIIKA, BO KOja HAaBAEI'yBa MOIIHE
ACAHKATHO HHKYAECLIOT Ha MeTaH3MYKH O3HAYEHATA ACOIHjaLlHja
Ha HekpomoAaTa. KoMmakTHHTE, CaMO AONIPEHUTE HAHM IOOYEBHAHO
COCTaBEHHTE METAAHH IIAOXH, IIOCTAaBEHH BpP3 pOBKa 3eMja
HM3pPa3yBaaT ABOjHO YYBCTBO HA 3eMHOTO M TOA3EMHOTO, TEHKA AHHHja
Ha KOHEKIMja Mely >XHBOTOT M CMPTTAa. 3HALMUTE Ha >KEHCKOCTA
HMaHEHTHH U Ha caMuTe $opMH (POMOOHMAM, TPHATOAHHIIM) M Ha
TOMAHHATA Ha 3€MjaTa, BO CHHEPTHja CO pePpAEKCHUTE HA METAAOT TO
COAPXAT AYyaAH3MOT Ha BIIMBAIETO H OACjajOT HAa €CXaTOAOUIKOTO.

Bo ABe mMHCTaAalMy IPHKa)KaHH HAa CAMOCTOjHO OPraHH3HPAHHTE
n3rox6u (Yudre 1 u Yudre 2) op crpana Ha ymeTHHLHUTE BO Yudre
Amam (Cym 7o 3abopasura mojoih 4agop, cym io 3a60pasuida mojoii
upeses, 1996 r. u Hoesoiwio jajye u dajayuite, 1997r.) HapaTUBHaTa
KOMIIOHEHTA, BTeMeA€Ha Ha PHAOCOPCKH PA3MHCAH, IIOCTEINEHO IO
OCBOjyBa pacKa’XyBauKO-ACTPHCTHYKHOT IOTXOA BO CHUTE HEjBHHH
HAHM AeAd. HajeBUACGHTHOTO HHTHMHO Pa3TOAyBambe M Ce CAY4yBa BO
nHcrasanujata Beurno spakawe(1997). Ananara rpayMa Ha aBTOpKaTa,
Koja TaeeAa 6 AeneHHHM BO amokpudpHa Popma, M0 “MHCTHYHOTO
HCYe3HyBame Ha HEjSHHOT TAaTKO (NIPBHOT MaKEAOHCKH (pHAOCOD,
MOHCTPYO3HO AHUKBHAMPAH 0A HA€OAOLIKH puunHH), ['ysesosa jaBHO
ja 0XXKMBOTBOpPYBA, IPEKY CAQjA-TIPOEKIIMH Ha AeceTUIIH poTorpadpuu
oA XHBOTOT Ha AuMuTap ['ysesos.

OBaa moTpecHa HCIOBEA U IICHXHYKO CAMOOTKPUBakbE, 06€AOAEHOTO
HH3 ADaMaTa Ha BHATPEIIHUTE IPYEBU H HU3 TPAjHOTO MOBTOPYBAKE U
BeuHOTO Bpakame (Hudue), e unH Ha copucTHIIMPaHa ACHHTHMHUBALIHja,
cTaBeH BO GyHKIHja HA AMYHO PACTOBapyBalbe Ha aBTOPKATA OA Taby-
TeMara, HO M CO TEHAEHIIMja 3a pexabuAHTalHja Ha XXpTBara. Bo 21.
BEK, CACAYBaaT HEKOAKY HEjSHHH MHCTAAAIlUH Ha TeMa Bpakawe, HO
OCHOBAaTa Ha MA€jaTa OCTaHyBa FAABHO HCTA, AOOMBAjKH HATAMOIIHU
AHAAMTHYKH TOAKYBakba H HADATHBHH HaTAACKH.

Liljana GJUZELOVA

Cacak, Serbia, 1935

Minimalism is the first matrix on which the artistic expression of
L. Gjuzelova is established. Pottery, and then the metal, are the
materials with which the author composes abstract compositions.
The works in the project Opposite, Objects (1994) are conceived
in a different context. A kind of land art is their feature; works
that are built of metal sheets and earth and laid on the ground at
the Art Gallery in Skopje. Here again geometry is the dominant
visual template, which is penetrated by the very delicate germ of
metaphysically highlighted association of the necropolis. The
compact, only touched or more obviously assembled metal planes,
placed on disperse earth, express double sense of the earthly and
of the underworld, a thin line of connection between life and
death. Signs of femininity immanent also to forms themselves
(rhomboids, triangles) and the warmth of the earth, in synergy with
the reflections of the metal, contain the dualism of absorption and
reflection of the eschatological.

In context of two installations shown at exhibitions (Cifte 1; Cifte 2)
organized by the participating artists themselves in Cifte Amam (I
had forgotten my umbrella, I had forgotten my veil, 1996; and Noah egg
and spiders, 1997), the narrative component, based on philosophical
thoughts, gradually seized the narrative-lettrist venture in all her
future works. Her most evident intimate revelation was seen in the
installation Eternal Return (1997). The personal trauma of the author,
which smoldered for six decades in apocryphal form, after the "mystic"
disappearance of her father (the first Macedonian philosopher
who had been monstrously liquidated for ideological reasons), was
publicly vivified by Gjuzelova through slide projections of dozens of
photographs from the life of Dimitar Gjuzelov.

This poignant confession and psychological self-discovery,
revealed through the drama of internal convulsions and through
permanent repetition and the eternal return (Nietzsche), was an
act of sophisticated de-intimization, for the sake of the personal
disburdening of the author of a taboo subject, but with a tendency
towards rehabilitation of the victim. In the 21st century, this was
followed by several of her installations treating the topic of Return;
nevertheless, the basis of the idea has remained largely the same,
gaining further analytical interpretations and narrative emphasis.
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Ayman IIEPYMHKOB

Ckomje, 1939

ITpobaeMaTHKaTa 3a BU3yeAHATa 6ECIPEAMETHOCT H3BEACHA OA Peas-
HaTa IepLeNIjyja Ha HeITaTa, NpodecoporT, MeAaror, CAMKap M rpa-
¢uvap Ayman ITepunHKOB, BO BTOpaTa IOAOBHHA Ha OCYMAECETTHTE
HH3 LPTeXH, a 0p 1991 mpexy rpaduyky Mamu HAaCAOBEHH KaKo
“Huiro”, ja AeKAapHupa IpeKy COPUCTHLMPAHO KOHIEIITYaAHO IIHC-
MO, ACCTHAMPAHO HHU3 IIPOLIECOT Ha Ipe-CTPYKTYPHPAKETO HA He-
o6jexruBHOTO. Ce IpallyBa AAAH eAHA IPasHa CTPAHHUIIA € IOMAAKY
IpasHa OA MCTa CTPAHMIIA Ha KOja Ce BIHIIAHHU X 6p0j Ha KPYTOBH HAH
ITOMHO>XEHH IIPa3HUHH HAHM OTCYCTBO Ha HEIITO IITO He € IPEAMETHO?
AaAn 36HpOT Ha HyAHTE € eAHAKOB Ha Hyaa: 000000000000=0? Moxxe
AHM IIOBeKe IPasHH IPOCTOPH BIHINAHHM HAa €AHA IIAOXa, Aa OMaar
KOAHMYMHCKH IIOTOAEM IIPOCTOP OA caMmara Oeaa maoxa Ha Koja ce
noctaBeHH? Bo oBue 6usapHu rpadUUKH AUCTOBH 6AAaro ce HaceTyBa
6amsuHara Ha Kasumup MaajeBHd, HO CaMO KaKO KOHTHHYHTET Ha
aBTOPOBATa HAgEja 3a He-06jeKTHOCTA, COOMIITEHA CO ja3UKOT CAHMYECH Ha
KOMIIjyT€PCKHUOT.

Bo mocTankara Ha peneTHPamETO HA CAMYHOTO, HAMEPHO CTaBEHa BO
AuC-puTaM (AHCT 06eAexxaH co 6pojoT 65), AAAK Ce MEHYBa CHTyanujaTa
BO IIOTA€A Ha KOAMYHMHATa Ha 6eA0T0? XOpH3OHTAAHOTO HHIXKEHE
Ha AMCTOBHTE (0OEAC)KAHH CO X HAMECTO CO 6pOEBM) yKakyBa Ha
CTPYKTYPHH €AMHHIIH, PACTETHATH Mel'y BUAAMBOTO M HEBHAAHUBOTO:
NPOCTOPOT IUTO IO ondaka OKOTO H OHOj IITO M € AOCTAIIeH CaMO Ha
(3a)Mmcaara. JasMKOT e CKPKaBO MHHMMAAHCTHYKH M COBPIIEHO I'H
xapMoHHu3upa / ob6epAMHyBa (EHOMEHOAOTHjaTa Ha BHM3YEAHOTO CO
KOHIIENTOT. XapTHjaTa € TpeTHpaHa KaKo HajHEyTPaAHa ITOAAOTA BP3
KOja ce MCIMUIyBa (CO HEBUHHOT edeKT Ha MOAMBOT) QHKTHBHATA,
peYHCH HEBHAAHBA KOHTypa Ha HEIUTO 0e3 MOjaBHOCT (MHCAOBHO,
TPaHCIIEHAEHTHO). BeAnHara Ha HOBpIIMHATA ja AOBH KOCMHYKAaTa
AMMEH3Hja Ha IIPasHOTO KaKO IMPaIoYeTOK, KOTa IITO IO Cyrepupa
HeAePHMHHPAHOTO IIOjaByBarme Ha HEUITOTO OA HHIITOTO. Moxkeme
Aa 3aKAy4YHMe, AeKa IIOBTOPYBAaIETO Ha KBAaAPAaTHHTE IIPOCTOPH BO
eAHAKOB PHTaM H CO EAHAKOB 3HaK (88 — mpeaAHaTa 6pojKka BO OAHOC Ha
HEMEHAHBOCTA), 63 pasAMKa Ha MaAaTa HAU Ha TOAeMaTa KOAMYMHA Ha
6eA0T0 € paMHO (=) Ha 6€A0, paMHO (=) Ha HUILTO.

Dusan PERCINKOV

Skopje, 1939

In the second half of the eighties of the last century through drawings,
and since 1991 through print portfolios called "Nothing," art professor,
pedagogue, painter, and graphic artist Dusan Percinkov has declared
the issues of visual superfluity derived from the real perception of
things, through sophisticated conceptual letter distilled through the
process of pre-structuring of the non-objective. He asked himself the
question: Is a blank page less empty than the same page on which x
number of circles has been inscribed or voids have been multiplied
or the absence of something that is not an object per se? Is the sum
of zeroes equal to zero: 000000000000=0? Can several empty spaces
inscribed on a picture plane be quantitatively larger area than the very
white plane on which they are set? In these bizarre prints, we can slightly
sense the proximity of Kazimir Malevich, but only as a continuation of
the author's idea of non-objectiveness, communicated with language
similar to the computer's.

In the process of repetition of the similar, intentionally put into dis-
rhythm (sheet marked with number 65), has the situation changed in
terms of amount of white? Horizontally threading the sheets (marked
with x instead of numbers) indicates the structural units, stretched
between the visible and the invisible: the space that is covered by the
eye and the one that is only available to the (fore)thought. The artistic
language is parsimoniously minimalistand perfectly harmonizes / unifies
the phenomenology of the visual with the concept. The paper is treated
as the most neutral substrate upon which the fictional, almost invisible
outline of something without appearance (mental, transcendent) is
written (by means of the innocent effect of the pencil).

The whiteness of the surface captures the cosmic dimension of the
empty as a primordial beginning, a very starting point that suggests the
indistinct appearance of a thing from nothing. We can conclude, that the
repetition of the square spaces with same rhythm and with equal sign
(88 as the ideal number for the unchangeability), regardless of the small
or the large amount of white, is equal (=) to white, equal (=) to nothing.
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3B POBMU, 1982
rpaduuka Mamna, 6 AUCTOBH, CUTO -meyar, 50 x 35 cM., CONCTBEHOCT Ha aBTO poT
¢doto-a pXuBa: : MCY, Cxomje, nsaaranu Ha PETPOCIIEKTHBATA HA ABTO pot, 2003
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SUMS, 1982

print portfolio, 6 sheets, screen

-print, 50 x 35 cm; owned by the aut

hor

photo archive: MOCA-Skopje; shown at a retrospective of the author, 2003



St R, R - e i _.' b sar
Z o £ ;
- .. . .. .. . T g o b oy
|
}
|
i
I |
| I
! ]
. ‘e . o " W : -
|
]
\
1
)
. . s . T
]
| 1
i i
. . ! 1
: Tarl o a3 a3l
|1 |
']
(] !
(| H
(] |
1y |
(I :
)
| ! 1 |
(N ! |
1y 1 |
" - L I Loe ! L )
L - T __..___.__._'“_“ E—_-__“- ”.:
| ! LE ]
{ | i} !
i | I |
1 | L ) 1
1 | 10 I
i | | |
| | | |
| | { |
| | |
| | i |
| | Ml |
b I ' 2 RUNEECSIS N PN —— |
- o
b7 i At e T e e e o O R e F ettt

HUIITO, 1991
rpaduuka Mana, 7 AMCTOBH, cUTO-neyaT, 50 X 35 ¢M., CONCTBEHOCT HA ABTOPOT
¢$oTo- apxupa: MCY, Cxonje, M3AATAaHM HA PETPOCIHEKTHBATA Ha aBTopoT 2003
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NOTHING, 1991
print portfolio, 7 sheets, screen-print, 50 x 35 cm; owned by the author
photo archive: MOCA-Skopje; shown at a retrospective of the author in 2003
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Huxoaa ®Pupanocku u Cumon IINEMOB

Butyure, 1946 | Kaapapuu, 1941

Bapamero Ha cBOj mAeHTHTET Ha cankapuTe CumoHn Illemo 1 Hukoaa
DHuAaHOCKH KOMHIHAHPa co 1968 ropAHHa, KOra eAUTHATa KYATypa ce
aATepHpa CO MAaCOBHATA KYATYpa H CAOGOAHHTE H3pasHH GOpMH.
IToBeke HHTEAEKTYaAIIH OA TOA BpEMe COHYBaaT 3a CBET KOHIIUIIHPaH
BP3 €CTETCKa OCHOBA, 32 XapMOHHja Mel'y YOBEKOT M IpHpoAaTa. Bo
OoBaa CMHCAQ, ABajljaTa CAMKapH aHTHLMIIHPaaT NOMHAKBY AUKOBHHU
aKTHBHOCTH, 3aA0XYBajKH CE 3a M3ACTYBaME OA IIaOAOHH3HPAHHOT
CHCTEM Ha TBOPEYKHOT AMCKYPC BO MaKEAOHCKATa CpEeAHHA.
CnenpjasnsanuuTe u npecroure Bo AoHAOH, I[Tapus u Bo Bearpap
ja OyAaT HMBHaTa CBECT 32 AKTYEAHOCTA Ha HOBHTE ABHIKEHA, KAaKO U
32 aHaXPOHHMTE peaKIJMM Ha CONCTBEHAaTa CPeAHHa. 3a BpeMe Ha Ia-
TELIeCTBHjaTa HHU3 MaKEAOHCKHTe IAaHMHH (ocobeHo Ha Kopab),
CAMKapHTe Ce KOHLIEHTPHPAaT BP3 KOAOPHCTUYKH MHTEPBEHI[HH BO
NpHpPOAATa, HHTEPIOAHMPAHH BO HUBHOTO TBOPEIITBO, HE CAMO KaKO
AMKOBHA PEACBAHTHOCT, TYKy M KaKO OHTOAOIIKa CTOJHOCT M HEAO-
OTKpHeHa 3aratka. Bps ’6eA0To mAaTHO' Ha IAAHHHCKHTE IPOCTOPH
BO 1973 1., THEe TH BrpaAyBaaT TparuTe Ha HUBHUTE KPaTKOTPajHH
NpecTojyBama U nocroewa: Koropuciumiuuxa uniepsenyuja p3 Iore-
moiio gpso (1973), L]psen xoper (1973), ToreMmcku cToAGOBH, 60eme KO-
pema 1 cTebra Ha APBja, IPaBeme U 60eHe MaCH H CTOAYHIbA U CA.
IllemoB 1 PHAAHOCKH NMOAEAHAKBO I'M PECIIEKTHPAAT HHTETPUTETOT
H EHTHUTETOT Ha IPAaACKHOT M Ha NPHPOAHHOT NPOCTOP, HO KaKO
OCHOBHO CPEACTBO 32 KOMYHHKAaI|Hja IIOCTOjaHO Ce€ HaMETHYyBa IpH-
MapHOTO 3Ha4eke Ha 60jaTa. Bo 3apHMHATa OCcTaHyBaaT Apyrure de-
HOMEHOAOWIKHU cAoeBH. HajaeHHTE, TOTOBH, TPHUBHjaAHU IIPEAMETH
cAy>xar Kako rpyHA. Co XpoMaTCKHTe MHTEPBEHILMH C€ YHHIITYBa
HM3BOPHHOT OOAMK, IPHMMapHHOT HACHTHTET Ce€ 3aMEHYBa CO APYT
(Oboenu wmumuroa, 1973; Oboenu Kecu, 1973). Bo Toj mporec Ha TpaHC-
¢opmanmja ce jaByBaaT 06jeKTH M CHTYAIJHH CO AYAMYKH OGeAexja
u co cnenuduyer xymop. Op HUBHUTE CAEAHHM IaTyBama HU3 Maxe-
AoHHja (PacCKPCHHIIM, aBTOIATH, yPOAHH KOMIIAEKCH U CA.), Pe3yA-
THpaaT MHOIITBO NPoeKTH. [ToToa cAeAaT IOOOMHCACHH aKIJUH B aTe-
Aje, AOMa, BO HAH HAaABOP OA TaA€PHCKO-MY3€jCKHTE IIPOCTOPH.
VpuBameTO Ha YTBPACHHUOT AMKOBEH ja3HK I'O 3aMEHYBaaT CO KPUTHY-
KO HabmyAyBame, CO eypEeMU3MH U TPAAMTEACKH IOOYAH, CO OITH-
MHCTHYKH M XEAOHHCTHYKH HAeH (Oy6aB rpap, MOXyMaHH3HMpaHa
[IpUPOAA, MOAaHUMHPAH NPOCTOp). HUBHHOT TBOpEYKH HArOH caka
Aa TH 3aIpe KaTaKAM3MHMYKHTE AH3rama Ha YOBEUITBOTO, KOEIITO,
3araAyBajKH ja OKOAHHATA, C€ CAMOYHMIITYBAa. AHAAOTHO Ha MYATH-
MeAHMjaAHATa IPAKTHKA, THE HE ja IOYMTYBAaT YUCTOTATA Ha ,CTHAOT .
Bo cmucaa Ha ,,HOBUTE IPAKTHKH  MCTOBPEMEHO I'M CHHTETH3HpaaT
HCKYCTBAaTa OA HMHCTAaAAIIMHTE, XEIIEHHHTOT, YMETHOCTa Ha TEAOTO,
YMETHOCTa Ha 3€MjaTa, CHPOMAaIllHaTa YMETHOCT, KOHIIEITyaAaTa
(axuuute Hninepsenyuja X, 1982; Paciuprarano xroiive, 1983; Bo
uectt na PemOpanin, 1984; Puieciia iniareinia, 1985).

Bo unHOT Ha Taa A€TPOHH3aLMja Ha ECTETCKHOT Xer€MOHH3aM U €AH-
TH3MOT, IO IIPOMOBHPAAT HOBHOT 6€CKOMIPOMHCEH YMETHHUK, KOMY Cé
My € AOBBOACHO BO HMETO Ha AUKOBHaTa cA000aa. EcTeTcKHOT eBAEMO-
HH3aM Ce peaAH3Hpa CO XpoMaTcKa HHQY3Hja M BO aHEMHIHOTO TKHBO
Haypb6anuoT 6eToH uachaat (Pacyymen 6ysesap, 1973; Humepsenyuja
8p3 apmamypama na Cmoxosnama xyka ,,Mocm*, 1974).
KoAOpHCTHYKHTE reCTOBH IpEPACHYBaaT BO MeTadpopa Ha IOBTOPHOTO
parame COPOTHBCTaBeHO Ha cMpTTa. OTTyKa, CIIPOBEAYBabETO Ha
aKIJMUTE M MHTEPBEHIIMHTE CE OABHBA HH3 CBOEBHAEH PHTYyaA, KOj
ce MOBHMKYBa HAa IMaraHCKHTE MaruCKO-TOTEMCKH BPCKHM Ha JOBEKOT
CO TAaHHCTBEHHUTE CHAHM BO YHHBEP3yMOT. XpOMATCKHUTE 06peAn ja
COEAHMHYBAaaT BU3yeAHaTa KOMIIOHEHTA CO €THYKaTa, ECTETCKHOT YHH
CTaHyBa H MOpPaA€H H 0O6paTHO. BakBHTe aKTHBHOCTH H Kaj ABajIjaTa
YMETHHIIM Ce BO IapaAeAa CO HMBHATa MCTO TaKa MOIIHE 3HayajHa
CAMKapCKa, rpaduYKa HAH AU3ajHEPCKA AEJHOCT.

EauHCcTBeHO QOTOrpadum 0A OBHE aKIIMMH U HHTEPBEHILMH CE H3AOXKYBaHH Ha
IOBeKe U3A0XKOH.

Nikola Fidanoski & Simon SEMOV

Bituse, 1946 | Kavadarci, 1941

The quest for their own identity, by painters Simon Semov and
Nikola Fidanoski, coincided with 1968, the year when elite culture
was alternatively replaced with mass culture and free expression
forms. Most intellectuals of that time had dreams of a world
conceived on an esthetic basis, of harmony between man and nature.
In this context, both painters had expectations about different art
activities, advocating a departure from the stereotype system of the
creative discourse in the Macedonian environment.

Various trainings and study trips in cities like London, Paris, and
Belgrade made them aware of the relevance of the new tendencies
and of the rather anachronous reactions in their own environment.
During their adventures in the Macedonian mountains (especially
Mount Korab), the painters concentrated on coloristic interventions
in nature, interpolated in their creation, not only as art relevance,
but also as high ontological value and an unsolved riddle. On “the
white canvas” of the mountain regions in 1973, they left traces of
their short trips and experiences: Coloristic Intervention on Big Tree
(1973), Red Root (1973), totem poles, coloring roots and tree trunks,
making wooden chairs and tables and coloring them, etc.
Fidanoski and Semov had equal personal respect for the integrity
and entity of the city and nature environment; nevertheless, in
these joint works they constantly imposed the primary meaning
of color as basic communications means. Other phenomenological
layers were left in the background. Found, ready, and trivial objects
were used as primers. Their chromatic interventions helped destroy
the original form and replace the primary identity with another one
(Colored Bottles, 1973; Colored Bags, 1973). In such transformation
process, appearance was noted of objects and situations with ludic
traits and rather specific humor.

Their subsequent journeys through Macedonia (crossroads,
highways, urban compounds, etc.) offered many new projects.
Afterwards, the artists executed more elaborated art actions in
their studio, at home, in or outside gallery and museum premises.
Destruction of the established art language was then replaced with
critical observations, euphemisms and construction motives, with
optimistic and hedonistic ideas (beautiful city, humanized nature,
animated environment). Their creative impulse wanted to stop the
cataclysmic sinking of humanity that was about to destroy itself by
polluting the environment.

Analogous to their multimedia art practice, they did not respect
the chastity of “the style.” In line with “the new practices”, at the
same time they synthetized their experiences from installations,
happenings, body art, earth art, arte povera, and conceptual art
(actions like Intervention X, 1982; Rolling Clew, 1983; In Honor
of Rembrandt, 1984; Striped Palette, 1985). In the act of such
dethronement of esthetic hegemonism and elitism, they promoted
the new uncompromising artist who was allowed to do everything
in the name of artistic freedom. The esthetic eudemonism was
achieved by means of chromatic infusion also in the anemic tissue
of the urban concrete and asphalt (Blooming Boulevard, 1973;
Intervention on Armature of “Most” Department Store, 1974).
Coloristic gestures became a metaphor of rebirth opposing death.
Hence, executions of actions and interventions took the form of a
unique ritual referring to pagan-like, and magic and totem human
relations with the mystic forces of the Universe. Such chromatic
“rites” helped unite the visual component with the ethical one;
thus, the esthetic act became moral and vice versa.

The aforementioned activities made by these artists would be in
line with their equally very important painting, graphic and design
work.

Only photos of these actions and interventions were shown at several exhibitions.
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INTERVENTION ON ARMATURE OF “MOST” DEPARTMENT STORE, 1974

MHTEPBEHIIMJA BP3 APMATYPATA HA CTOKOBHATA KYKA “MOCT? 1974

yp6ana aximja co 6oeme Ha apmarypa; npuBaTHa GOTO-apXHBa

urban action by painting armature; private photo archives

46



PACTPKAAAHO KAOITYE, 1983

uHTepBeHIMja co 60ja Bp3 crenn 1 mousa, Bapom, ITpuaencko; npusarha $poro-apxisa

ROLLING CLEW, 1983

paint intervention on stones and soil, Varos, near Prilep; private photo archives
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Oara MUAUK

Kapaosa, Xpsarcka, 1948

IIpomeHuTEe BO KAACHYHHTE MOAEAH Ha CKYANTypaTa Ceé OAHECyBaar
n Ha Oara MHAMK KoOja HM3BECHO BpeMe >XHBEE, TBOPDH M H3Aara
BO MakeAOHH]ja, BAMjaejKM Ha TPAAHMIMOHAAHOTO IIOMMame Ha
IIAACTHYHOTO H3pasyBame, MEHYBajKM TI'M 3HAYUTEAHO €CTETCKHTE
KoAoBH. Mery mpsute no Ilerap Xapum BomkoB, KOH KpajoT Ha
ceAyMAeceTTHTe, paboTH Ha OTBOPAWmETO Ha BOAYMEHOT (Bpeme
Ha axyuja, Momenit na axyuja, Cik6apro u Heci8APHO — CHUTE OA
1976). ITocouyBameTo Ha IPasHOTO, HA HETATHBHHOT BOAYMEH € BO
byHKIIHja HAa HAarAaCyBame OTCYCTBOTO, HA OHA LITO ja AU dopmarta,
IITO IOTCETyBa Ha KoHuentor Ha Kasumup MaasjeBuu. Op apyra
CTpaHa, AeAaTa AMEHH BO ITOAHECTED yKaXKyBaaT Ha TeHAEHIIHjaTa Ha
BpPEMETO 33 HaraacyBame Ha pparMeHTapHOCTa, 33 ACKOHCTPYKITHja Ha
1eA0To. Taka, BO CKyAITOPCKOTO IIPOCEAE ja OTCTPaHyBa YOBEKOBATA
BHATPEIIHOCT, CO3AaBa AECEKCyaAM3HpaHa (HTypa, €ACH BHA Ha
CHAyeTa, IPETCTaBa CBEAEHA Ha IIPOCTOPHa CKHIla. Bo m3BecHa cMucaa
OBA€ CTaHYBa 360p M 3a KPIIAMBOCTA Ha YOBEKOT, Ha HeroBaTa GH3HIKa
M AyXOBHAa CTpaHa. PapuMkaAusanujaTa Ha AHKOBHHOT TOBOP BO
MEAHYMOT CKYAIITYPa IIPOAOAKYBa KOH KPajoOT Ha CEAYMAECETTHTE.
Bps onpocropeHHTE IPTEKU-00jEeKTH HAH HOBH CKYAIITYPH BO AYXOT
Ha ‘CMpOMalIHATa YMETHOCT, MHAMK ro Bpaka Ha IMOMHAKOB HaYMH
BOAYMEHOT, HCIIOAHYBajKH MpPasHU GOPMAIIHHU OA JKHIIA CO TOIIKH OA
XapTHja, MAH LIPTajKH BP3 XapTHja 3al|BPCTeHa cO TyTKaA. CKyAnTypaTa-
CKHIIa cera CTaHyBa TBOP6Ha CO MOAMAMMEH3HOHAAHH 0cobeHOoCTH. Bo
HEKOH OA OBHE OGjeKTH BrpaAyBa KBaKH, IITEKEPH, XKHIA...). ABTOpKaTa
ja apryMeHTHpa pEAaTHBHOCTA HAa IMOMMOT BEYHOCT BO OAHOC Ha
MaTepHjaAHaTa KOHSUCTEHTHOCT Ha A€AOTO HAH BO CMHCAA Ha TBPAATa
MMOAEACHOCT Ha AMKOBHHTE AMCUMNAMHH. IIpoextor JKusearuwitia
(Aiosen uapocimop, Kyi 1, Habpexnaivia gopma na 3apober wpociiop,
Beno/ypn puttham na apocikop otigparier co Xapiiuja), IpeseHTUPAH BO
noseke rpapoBu (1979-1984) ro HasHauyBa TAKTUAHHUOT CEH3HOHAHUTET
Ha MaTepHjaAHTe (3eMjara, ACIHMAOTO, LIEMEHTOT, )KHI|aTa, HUTHHTE,
XapTHjaTa, MAH KaTPAHOT) OA KOj € KOHCTPYHpPaH.

Hznomou: Kym 6poj 1: camocrojua ussox6a, KHMLI, Cxomje, 1979; T'aaepuja
Aoma omaaaune, bearpaa 1980; T'asepuja Hapopnor myseja, 3aegap 1984.

Olga MILIC

Karlovac, Croatia, 1948

Changes in the classic models of sculpture as such have also related to
the body of work of Olga Milic, an artist who resided, produced, and
exhibited in Macedonia, affecting the traditional understanding of the
plastic expression, and so significantly changing the aesthetic codes.
Among the first after by Petar Hadzi Boskov, in the late seventies
of the last century, she worked on the opening of the volume of her
sculptures (Time of Action, Moment of Action, Real and Unreal - all from
1976). Pointing out the empty or the negative volume was in context
of highlighting the absence, of what holds form, reminiscent of the
concept of Kazimir Malevich. On the other hand, her works cast in
polyester were intended to indicate the tendency of time to highlight
the fragmentation, to deconstruct the whole. Thus, in the sculptural
procedure, she decided to remove the human interior, to create a de-
sexualized figure, a kind of silhouette, a presentation reduced to the
level of spatial sketch. In a sense, this was also about the fragility of
man, of his physical and spiritual side. Her radicalization of artistic
speech in the media of sculpture continued in the late seventies.

In context of the spatially executed object-drawings or new sculptures
in the spirit of 'arte povera’, Milic intended to retrieve the volume in
different manner, by filling empty wire-made formations with paper
balls or by drawing on paper secured with glue. This sketch-sculpture
was to become an artwork with multidimensional features. In some of
these objects, she embedded handles, plugs, wire... The artist meant
to show the relativity of the notion of eternity relative to the material
consistency of the artwork or relative to the strict separation of the art
disciplines. Her project called Dwellings (Angular Space; Pile I; Barging
Form of Bondage Space; White/Black Rhythm of Space Enclosed with
Paper), presented in several towns (1979-1984), highlighted the tactile
sensibility of the art materials (earth, glue, cement, wire, nuts, paper, or
tar) which it was made of.

Exhibitions: Pile No. 1: solo exhibition, KIC, Skopje, 1979; Gallery of Youth
Center, Belgrade, 1980; Gallery of National Museum, Zajecar, 1984.



KVYIIBP. 1, op nuxaycor JKHUBEAAUIITA, 1979
uprex-06jekT, KOMOMHIpaHa TexHUKa (XapTHja, KU1ja), TPOMECHAMBU AUMCHIUH
IIpHBaTHA CONICTBCHOCT, IPUBaTHa pOTO-apXuBa

PILE No. 1, from the cycle DWELLINGS, 1979
object-drawing, mixed media (paper, wire), variable dimensions
privately owned; private photo archives
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Buoaera BAAJKEBCKA u
borpsan TPABYAOCKH - BOHAY

Oxpua, 1952 | ITpuaen, 1948

ABojkata Bruoaera BaaxxeBcka m Borpan I'pabyrocku ru HamymiTa
KAQCHYHHTE OAPEAHHIIN Ha CKYANITypaTa BO IIoBeKe acreKTH. CTaHyBa
360p 3a KOHCTpyHparhe Ha HHCTAAAI[HHTE, BHECYBabe 3By YHH eHeKTH,
KOPHCTEH € HEKOHBEHI[HOHAAHH MaTePHjaAH, 4eCTO OTIAAOK. [IpBuTe
Aeaa ce $oKycHpaaT Ha aKyMyAAIlMH HAa KOH3UCTEHTHH IPaHYAATH
KOM KaKO KOHTPA-IyHKT IO MMaaT CTaKAOTO (IPOEKTOT Ha H3A0XKOaTa
Kytuja co cauxu’, 1993). AocAeAHOCTa KOH HaBEACHHTE IIPMMapHH
onpeAeAGH ce apryMeHTHpa IoHaTtaMy co AeaoTo Hox (1995), uncra-
aranmja usseaena Bo Crap Cs. Kaument Mmaper Bo Oxpua.

Bo cTakaeHa My3ejcka BUTPHHA THE NOCTAaByBaaT OPUTHHAACH apxe-
OAOIIKH GpparMeHT, OAHOCHO HCEYOK OA HCTOpHjaTa Ha MakeAoOHHja,
TPETHPAjKH o KYATYPHOTO MHHATO KaKO TEAO, a GparMeHTOT KaKo
A€A OA TOQ TEAO, BO CYIITHHA CYICTUTYHPajKH IO OPraHCKOTO CO He-
opranckoTo. CKpOMHHUTE 06HAM BO IIPBHTE AcAa (BO OAHOC Ha KOPHUC-
TeHara rpafa B AMMEH3HMHTE Ha AeAaTa) IMOAOIIHA ce 3boraTyBaaT co
HOBH KapakTepucTuku. MHcTasanujara 3eyuna iepcieximusa (1996),
€AHA OA HHBHHTE HAjKOMNAKTHH M HajUMIO3aHTHH PEaAH3AILMH, €
KOHCTPyHpaHa Bp3 6a3a Ha 'KAOHHPare KYTHH OA IIAEKCUTAAC (HEKOU
OA HHMB HCIIOAHETH CO MePMEPEH IpaHyAar), 36orareHa co YyAeCHO
OCBETAyBam€ U 3BYK.

IIpercTaBuTE HA KOHTPACTHPAhe HA MACHBHHTE/TEUIKUTE MATEPHjaAH
(xameHn, rpanyaar) co pparuaHuTe (CTAKAO, IAEKCHTAAC), BAarkeBcka
u I'pabyAOCKH T'M HaAOIIOAHYBaaT CO HEMAaTEPHjaAHOCTA Ha 3BYKOT
0A Kpleme/cedyere Ha MepPMEPOT MAM cTakAoro. ITocTamkara Ha
BeKe KAACHYHOTO KOHTPACTHPare Ha MaTepHjasuTe (TOIMAO-CTYACHO,
IIPOSHPHO-HENIPOSHPHO, FOAEMO-MAaAO) M Ha BH3yEeAHHTE 0AbAecoLn
KaKO HejsHHA PelepKyCHja, aBTOPUTE ja CMETAAT 32 HHCYPHUIIMEHTHA
U M TO AOAABaaT 3BYKOT, IPHMPOAHHOT 3BYK KOj HE TEHEpHpa OA
JOBEKOBOTO TEAO, TYKY OA AOIIUPOT HAa MaTEpPHjaAHTE U asaTkuTe. Ha
TOj HAYMH, HAa Taa OCBETACHA, 03ByY€HA U BU3YEAHO HOBA aPXUTEKTYPa
M BAAXHYBaaT IIOMHAKBH 3pallM HA YMETHHYKH )XHBOT.

IIpoexTor Soundsite, mpercraBeH Ha MelyHapoAHOTO 6GHeHaAe BO
Cao ITaoao Bo 1996 ropmnHa, ce pepyliupa Ha allCOAYTHA Heraija
Ha BHAAMBATa M Ha MarepHjaAHaTa KOMIIOHEHTa, OCA06OAYBajkH
ja eHeprujata Ha 3BYKOT (CHHMEH BO PYAHHIIMTE 3a MepMep BO
IlprAemn) Kako HOCEYKH CTOAO Ha MHCTasanujaTa. Peropukara Ha
MeTaQUBHIKOTO € HajeKAAaTAaHTHA IOPaKa Ha OBa HEBHAAHBO ACAO,
CBEAEHO Ha AayAUTHBHHOT AUCKYPC.

Violeta BLAZEVSKA &
Bogdan GRABULOSKI-BONAC

Ohrid, 1952 | Prilep, 1948

In their works, the artistic pair Violeta Blazevska and Bogdan
Grabuloski go beyond the classical boundaries of sculpture in several
aspects. This implies structuring their installations, involving sound
effects, employing unconventional materials, often trash. Their initial
works focused on piling up of consistent grains, which, as counterpoint,
have glass (as seen in the main project for the exhibition "Image Box”
1993). Their consistency with the cited primary determinations was
further demonstrated in their work Night (1995), an installation
executed at the Old St. Clement Imaret in the town of Ohrid.

In a museum glass showcase, they placed an original archeological
fragment, i.e., a part of history of Macedonia, treating the cultural past
as abody and the fragment as part of that body; in essence, they replaced
the organic with the non-organic. The somewhat modest endeavors seen
in their initial works (in context of used material and dimensions of
such works) were later diversified with new features. The installation
called Sound Perspective (1996), one of their most compact and most
impressive executions, was constructed on basis of “cloning” boxes
made of Plexiglas (some of them were filled with marble grains); this
installation was supplemented with marvelous illumination and sound.
The notions of contrasting massive/heavy materials (stone, grains) with
fragile materials (glass, Plexiglas) were further elaborated with the
intangibility of the sound of breaking/cutting the marble or the glass
itself. The procedure of the already classical contrasting between the
very materials (warm/cold, transparent/non-transparent, big/small)
and the visual reflections as repercussion of such procedures was seen as
insufficient by the artists; hence, they decided to add sound, the natural
sound that did not generate from the human body but from the contact
with the material and tools used. Thus, the artists offered different
rays of art life to that illuminated, filled with sound, and visually new
architecture. On the other hand, the project called Soundsite, initially
presented at the 1996 International Biennale in Sdo Paulo, Brazil,
was reduced to level of absolute negation of the visible and material
component, thus releasing the energy of the sound (originally recorded
in the marble mines near the town of Prilep) as the supporting pillar
of the installation. Rhetoric of the metaphysical was the most striking
message to come from this invisible work, already reduced to the level
of auditive discourse.



3BYYHA ITEPCIIEKTHUBA, 1996 SOUND PERSPECTIVE, 1996

HHCTCL\‘JLI"i‘. 1 CHUTAAC K'\"Tll"‘ TP‘.IHHTCH TPHH\ aT, CBCTAHMHA i plCA g as bQXCS, granitc gl".li S lgl]ty Sound)
VYmernuuka rasepuja, Kymanoso; mpusarsa ¢oTo-apxupa Art Gallery, Kumanovo; private photo archives
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BOYECT HA TAAHUJA, 1993
KOMIIO3HI}Hja 0A MEpMepHH cTOABOBH 1 cTak A0, poTo-apxusa Ha MCY, Ckonje
Tasepuja Ha AomoT Ha KyaTypaTa ,Mapko Ilenenkos®, [Tpuaen



IN HONOR OF THALIA, 1993
composition made of glass and marble columns; photo archives of MoCA-Skopje
Gallery of the Cultural Center "Marko Cepenkov'-Prilep
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Cumon Y3YHOBCKH

Bearpaa, Cpbuja, 1949

HekoramHara KOMIIAaKTHa/I[BPCTa CKYAIITOPCKA Ipara, BO CEAyMAECET-
THTE K OCYMAECETTHTE, CE 3aMeHYyBa CO epeMEPHH MaTepHjaAH.

Bo Toa Bpeme, aBTOpoT CHMOH Y3yHOBCKM CTaHyBa 3arOBOPHHK Ha
‘CHpOMallTHaTa YMETHOCT, BO He TOAKY €KOHOMCKH CHPOMAIIHHOT IIe-
pHop Ha MakepoHuja. IToyHyBa Aa €KCIIEPUMEHTHpPA CO OOMYHH H
KPEeBKH/HEXXHH MaTePHjaAH: APBO, CEAOTEJI, BOAA, CTAKAO, BECHHIHL...
BaeryBameTo BO HIpa Ha TPHBHjaAHHM CPEACTBA 3a paboTa He e caMo
oA bopMasHa NPHPOAA, TYKY NMpPeKy TpaHCHOpMAIMHTE HA I'yCTHHATA,
TeXXHHaTa, 60jara, CTPYKTypaTa, BUAOT UTH., THE BPIIAT €KCTEH3Hja Ha
IICHXOAOIIKH M CETHACH IAaH. TokMy xora sema samas  Eciieimiuuxaia
aaboparmopuja’ Ha Puaozopckuor pakyarer (PP) Bo Cxomje, ce cay-
YyBaaT YMETHHMYKHM HACTaHH OA IIOMHAaKOB KapaKTep OA AOTOIaml
NPAaKTHKYBaHHOT. Bo Ayaara na O®, Y3yHOBCKH IO CO3AaBa AEAOTO
Taarusuya (1976) 0hOpMEHO OA BECHUIIM, SKHLA K CEAOTE)II U [IOCTABEHO
BO BHCeuKa Hosunuja. ITy6Aukara e IOKaHeTa Ad MAPTHUIIUIIAPA BO
KPEHPambeTO Ha IIPHMMAPHHUOT KOHIIENIT Ha OBaa Mel'y IPBHUTE MHTEPaK-
THBHH MHCTAAAIlMU Kaj Hac, KOja TOTAIll TEPMHUHOAOIIKH € A€TEPMUHH-
paHa 1 KaKO aMOHMEHTAAHA [IAACTHKA.

ABTOpPOT HHCHCTHpPA Ad yKaXke Ha GpaKTOT AeKa KaKBOCTA M KBAAHTETOT
Ha AMKOBHATa rpara He ce roaa ersubuiuja 1 >keaba sa CeH3alHOHAAHH
MOCTaNKH, TYKy A€Ka ce BO QYyHKIHMja Ha HOB KOHIIENT KOj YKaXKyBa
Ha IIOMHAKBO IEpPIHUIHpame M eCTETCKO TpaHCPOpMHpame Ha CeKoj-
AHEBHHTE [IOTACA HA OKOAHHATA ([IOAHIbA, €3epPa, TAAHUHA, TPMYIIKH).
TpaHcaanmjaTa Ha IPHPOAATA BO AMKOBHH IIPETCTaBH CO IIPHPOAHH
cpeactBa (ITimuya, basua, I'pmywxa, ITupion, Qunap, Ilpeciia, cute op,
1976 ropmHa), Ha YYAECEH HAYMH ['U CIIOjyBa €HEPIUHUTE HA OHA OA [eHe-
3ara (BoAa, APBO) CO LIMBHAMS3ALMCKOTO (CTAKAO, CEAOTE)II, BECHHULIH).
TpaHcrapeHTHOCTa Ha CPEACTBATa M HEMPETEHITMO3HOCTA Ha HACHTE BO
CHTe HETOBH AeAa 0A Taa dasa, BO Koja CEKaKo Tpeba Aa ce CIIOMHAT U
HeroBuTe no3HatH Ipxasajxu (1976) — aeaa Bo mporiec — uapaboreHH
OA CEAOTejI, KOMIITO 3aBHCHO OA >KeAbaTa 3a IIOCTOjaHO ABIDKEHE,
IIOCTOjaHO Ce 3TOAEMyBaaT — PAcTaT, CO TEHACHI[Hja Ha CBOEBHAHH NO
ending works. bes pasarka Ha TpaHCIIapeHTHATa X pparHAHA CTPYKTYpa
Ha CEAOTEjIIOT, HETOBOTO ITOCTOjaHO BUTKakbe IIPEKy TPKaAambe, CO3AaBa
CTOjHOCTH Ha BOAYMEH 1 Maca (IiBPCTH CKYAIITOPCKH AODAECTH) M Taka ce
opopMmyBa eAHa HOBa KpeallHja, KOjalllToO TOKPaj CIIOMHATHUTE KAQCHIHH
aTpHOYTH MMa cOCceMa HOBa BH3yeAHA CTPYKTypa Koja He CIIpedyBa OBHE
TBOPOH Ad TH TOAKyBaMe KaKo TPAAHIIMOHAAHHM. IIAQCTHYHHTE KeCH ITOA-
HH co BoAa oA IIpecnianckoro E3epo u puKcHpaHu Ha ITaHEACKA IIAOYA BO
objexT-uHCTaranujaTa [Ipeciia 1 TyMEHOTO LIPEBO BAAAGEHO BO APBEHA
ITOAAOTA Ha A€AOTO JTupion ce MHHUMAANCTHIKH I1€j3a)KH OOMHCACHH Ha
coducTunmpan HaduH. EAHOCTaBHOCTA Ha A€jaTa M CIIOHTaHATa H3BEAOA
MM OBO3MOJKYBaaT M ACHEC Aa ja HOCAT aypaTa Ha akTyeaHocTa. Op 0BOj
neprop Aarupaar u Herosure Criucoyu (1975), 0GHIHM aHOTAIMM IITO,
PEYHCH, CEKOj OA HAaC TM NHIIYBa Ha MaAM AMBYHIbA, IIPEA Ad TH Hall-
paBH CEKOjAHEBHHTe HabaBky. MISAUTHYBameTO Ha CIIMCOYMIHATA, OA
HajTPUBHjaAHH AHEBHH APeOOAMH, HA HHBO Ha KOHIIENTH, € BO IIPH-
poAaTa Ha TpaHCAAIMjaTa Ha peAUMEjANTE BO AMKOBHH AeAa. Bo cayuva-
joB, Y3yHOBCKH € IIOBeKe Ha CTpaHaTa Ha XOPU30HTaAH3allHjaTa Ha IIpeT-
cTaBaTa 0coOeHa 3a CAMKaTa, OTKOAKY Ha HUBO Ha TpeTaTa AUMEH3Hja.

H3noxc6u: Tlpecna, CuMOH Y3yHOBCKH — 20 TOAMHH TBOPELITBO, My3ej Ha Tpa
Cxomje 1995; "TIpeo6pas6u 2, MCY, Cxomje 2002; "’KoHIenTyaAHHOT AMCKYPC
BO MaKernnja’, MCY, Cxomje 2003.

Simon UZUNOVSKI

Belgrade, Serbia, 1949

In the 1970s and 1980s, the one-time compact/solid sculpture building
material started to be replaced with ephemeral materials.

In those times, artist Simon Uzunovski became an advocate of arte
povera, or “poor art,” in a period that was not so economically poor
for Macedonia. At first, he started to explore ordinary and fragile/
tender materials: wood, scotch tape, water, glass, newspapers... Using
trivial working materials is not just of a formal character; on the other
hand, by transformation of density, weight, color, structure, type, etc.,
they make extension at both the psychological and sensual level. In a
period when the so-called Esthetic Laboratory at the Skopje Faculty of
Philosophy was gaining momentum, there was the occurrence of artistic
events that were of different character than the one practiced thus far.
In the foyer of the said Faculty of Philosophy, Uzunovski created his
work called Galicica (1976), made up of newspapers, wire, and scotch
tape, and left hanging from the ceiling. The public was invited to take
partin creating the primary concept of this interactive installation, one
of the first of its kind in the country. Such interactive installations were
then terminologically referred to as “ambient plastic.”

The author insisted on pointing out the fact that the type and quality
of art building material did not represent a mere show-off and a desire
for sensational actions, rather they were to serve the new art concept
that offered a different perception and esthetic transformation of the
everyday views representing the human environment (fields, lakes,
mountain, bushes).

Translation of nature into artistic rendition by using nature-made
materials (Bird, Garden, Bush, Pirgon, Plane Tree, Prespa, all from 1976)
magically merges energy coming from the genesis (water, tree) with
the one from the modern civilization (glass, scotch tape, newspapers).
Transparency of the working materials and unpretentiousness of ideas
in all his works from this phase — where one should also mention
his Rollings (1976), artwork in process, made of scotch tape, which,
depending on the wish for permanent motion or rolling, increases
steadily — seem to be on the rise, with the tendency to become some type
of no-ending works. Regardless of the transparent and fragile structure
of the scotch tape, its constant bending by rolling creates values of
volume and mass (solid sculpture merits), thus forming a new creation,
which, in addition to the mentioned classical attributes, acquires a very
new visual structure that prevents one to call such creations traditional.
Plastic bags, full of water from Lake Prespa and fixed on a panel plate
as part of the installation called Prespa, and the rubber hose, inserted
in a wood-made base of the work called Pirgon, represent minimalist
landscapes elaborated in sophisticated manner. Simplicity of ideas and
spontaneous execution make them even today relevant. His work called
Lists (1975) also dates from this period. It is made of ordinary, everyday
lists, notes, or annotations, which almost all people write down on small
pieces of paper before going shopping. Elevating such insignificant
lists, made of the most trivial daily odds and ends, to the level of artistic
concepts, is in the nature of the ready-mades in artworks. In this case,
Uzunovski is more on the side of horizontality of the representation
specific for the picture, than in the context of the third dimension.

Exhibitions: Prespa, “Simon Uzunovski — 20 Years of Creation,” Museum of the
City of Skopje, 1995; “Transformations 2,” MoCA, Skopje, 2002; “Conceptual
Discourse in Macedonia,” MoCA, Skopje, 2003.



CITHUCOLIH, 1975
MOAMB Ha XapTuja, A4 ¢opmar; concTBeHOCT M GoTorpaduja Ha aBTOPOT

LISTS, 1975
pencil on paper, A4 format; owned and photo by the author
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Aparosyo BEJKAH u Muaomut KOIIOMAH

Kpymesau, Cp6uja, 1951 | Cxonje, 1952 — 2014

3apOAUIIIOT Ha APY>KEHETO M aKTHBHOCTHTE Ha CAMKapuTe Aparosy6
Bexxan u Muaom KoyomaH aaTHpaaT 0p BPEMETO Ha MaKEAOHCKOTO
XMIIU ABIKeme [Tuurwa - gex op 60-TuTTE rOAMHH Ha 20 Bek. Mery oc-
TaHATHUTE BO HETO Ce BKAYYEHH M CAMKapuTe AparaH ITetkoBuK, Muo-
Apar AecoBckm, AHrea AmMoBckum u Ap. Kako mporo-mepdopmanc
Bo MaxeAOHHja MOXE Ad Ce CMeTa APAMCKO-IIAPOAUYHOTO ‘Aeao” Ha
paboitina axyuja (1969), peaansupano Bo Crpyra Bo ceMejHaTa Kyka Ha
mucaresoT Pasme KymM6apoBCckH, KOj MCTO Taka y4eCTBYBAaA 3a€AHO CO
ymerHunute M. Korroman u A. Bexxan, Bkayuutesno u Baapo Tynre.
Kopucrenun ce pasHOBHAHH “pEAHMEAH” M KOCTHMOIPadCKH PEKBH-
autH. TeHAEHIMjaTa Aa Ce AEGKOAMpAa IIOCTOeYKaTa TPaAHIIMOHAaAHA
1 $GOpMaAAMCTHYKA AMKOBHA CIleHa BO OBOj mepmoa, A. Bexxan m M.
KorromaH ja mpoAOAXYBaaT IIOAOITHA H CO MepPpOPMAHCH, IPBH OA OBOj
BHA BO ApP>KaBaTa, U3BEACHH Ha ‘TAHCTBEHH MecTa Ha mAaHuHata CKoIl-
cxa IIpna T'opa Bo 6ausuHara Ha Ckomje. YHHBep3asHaTa ¢usocoduja
Ha XHIIH-ABIDKEIETO U IapoAara “Bopere »y60B HaMecTo BojHA” GuAa
BOAHAKA HE CAMO BO CIIOHTAHHUTE U IIOCTOjaHH AMCKYCHH, PAa3MHUCAYBabha
M BOOIIITO BO OAHECYBaHETO M OOGACKYBAaIETO HA aKTEPUTE BO
nepGOpPMaHCOT, TYKY €AECH BUA Ha )XMBOTHO KPEAO.

Y>KHBambeTO U BECEAOTO PACIIOAOXKEHHE HACIPOTH HE3AAOBOACTBOTO OA
HUBHATa MaprHHAAHA IO3HIIHja BO OLITECTBOTO, BO Ilepdopmarcoint co
axm ce TpaHCPOPMHpa BO IIPETCTaBa CO MPOHHYHO-CAPKACTHYHH pe-
bepenny, co mapopHja BO Koja IIapaA€HO OICTOjyBa KPUTHYKATa O3Ha-
9eHOCT M nrerobujaocra. OOMHCAYBAKETO HA HACTAHOT BO IIOTAEA Ha
HMKOHOTPadCKHOT HHTEIPUTET: Kopeorpaduja, KocTumorpaduja, CIieHo-
rpaduja U aKTEpPCTBO, ja apIryMEHTHPA CEPHO3HaTa IIOATOTOBKA Ha ABaj-
IjaTa YMETHHIIM U y6eAeHOCTa AeKa KaKO TBOPIIH Ce AOAXKHH AAQOOKO Ad
3arpH3ar BO aHEMHYHOTO TKHBO Ha IIOCTOEYKATa AUKOBHA CIIEHa.
HacnpoTu MHCTEPHO3HOTO CAydyBare Ha OTBOPEHO Ha Ilepdopmarcoiti
co axiti, Bo 1974 r., 0BOj TAHAEM, BO HHTUMHHTE IIPOCTOPH Ha aTEAjeTO
Ha Munom Koyomas, ja cipoBepyBa ImoBekeyacoBHara ‘ceanca’ Ted 80
aitienjeiio Ha ymemiHuxoi Koygomarn iomaaguoii.

3a pasAMKa OA IPETXOAHHOT IEPPOPMAHC, BO OBOj HACTAaH aKI[EHTOT
v npumafa Ha KopeorpadujaTa, Ha pPacKOIIHATA HHTepaKilMja Ha
nepopMepHTe, AOIHPUTE U OAAaAedyBamaTa Ha HHUBHHUTe Teaa. Co
IMOACAHAKBO BHUMaHHE Ce H30HPaHH MEjKaIOT, PU3YPHUTE H KOCTHUMHTE.
OBoj nar, Co NOMaAKy PEBOAT KOH CTEPEOTHIIHATA AMKOBHA CUTYaIlHja U
CO TTOBEKeE aIleTHUT 3a YOABOTO M HETOBOTO COI[HjaAHO CIIOACAYBAIbE, MYA-
THMeAMjaAHaTa mpeTcTaBa Ha Bexxan u KojoMaH e moce6HO aHMMUpaHa
H CO CBETAOCHHU €pEKTH.

Ha nsaox6ara Ha Muaom Kogoman Apoia (1973) Bo KHL] Cxonje ce
CAy4yBa HaCTaH ITIOBP3aH CO )KUIOCyBalbe Ha HapPKOMaHHjara.
Hsaoxbara co mepdopmMaHc (M CO MAHEKEH), HO M CO MacAa Ha ITAATHO, ja
0TBOpa A-p /foepka TapHHK, HO EAHOBPEMEHO OBOj HACTAH € H YPTEHTHO
3aTBopeH. Mo>ke6H Toa e mpBaTa HABHUCTHHA L[EH3ypHPaHa H3A0XK0A 110
1945 ropuna. Ha YO diepgopmancora (1974 r. Bo MKI]) co nmoroaema
NPETNAa3AMBOCT KOH TOAEMHTE TEMH, CO MEHYBake Ha HUMHIIOT OA XHITH
Bo BceaeHCKH-HAO, msraepa Kako Iyb6AMKaTa M ‘MHCIIEKTOPHTE BO
KyATypara’ Aa ce IIPUIIHTOMYBAaT. Ja HeMa BeKe TeH3HjaTa Mel'y akTepHTe
H TACAQYHTE.

KayuyHuTe 1o 3Haueme KpEaTHBHHM TOAMHHM Ha ABajllaTa yMETHHIIH,
NMOAOIJHA CTAaHyBaaT BpEeXaHH BO HCTOpPHjaTa Ha MaKEAOHCKAaTa
MYATHMEAHjaAd, a YMETHHIIUTE NIPOAOAXKYBAaT Ad A€jCTByBaaT IIOBeKe
BO AOMEHOT Ha CAUKapCTBOTO.

Dragoljub BEZAN & Milos KODZOMAN

Krusevac, Serbia, 1951 | Skopje, 1952 - 2014

The origin of socializing and joint activities made by painters Dragoljub
Bezan and Milos Kodzoman dated from the period of the Macedonian
hippie movement Pcinja — dez in the 1960s. Artists like Dragan Petkovic,
Miodrag Desovski, Angel Dimovski, etc. were also involved in this
movement. One might consider the dramatic and parody “work” called
At a Youth Labor Campaign (1969) as some kind of proto-performance
in Macedonia. It was performed in the family house of writer Razme
Kumbaroski, in the town of Struga. This writer, together with painters
M. Kodzoman and D. Bezan, and Vlado Tunte, was also a member of
this hippie movement or group. Different types of “ready-mades” and
stage costume accessories and equipment were used. The tendency to
decode the then traditional and formalist art scene was further pursued
by D. Bezan and M. Kodzoman by means of various performances, the
first of this kind in the country. These performances were made at “secret
places,” located in the Skopska Crna Gora mountain region, near Skopje.
The universal philosophy of the hippie movement and the hippie slogan
“Make love, not war,” were the leading principles used in spontaneous
and constant discussions, considerations and generally in the attitude
and “dress code” of the actors in this performance; one might say it was
also some kind of life credo.

Joy and good mood, as opposed to the discontent with their marginal
position in society, in Performance with Act was transformed into a
show with ironical and sarcastic connotations, a parody full of critical
signification and wittiness. Elaboration of the event in context of
iconographic integrity: choreography, costume design, scenography
and acting, showed the serious preparation of both artists and their
conviction that, as artists, they were obliged to make deep penetration
into the rather anemic tissue of the then existing art scene.

Unlike the mysterious outdoor event in Performance with Act, in 1974
this team of artists staged the “session” called Bodies in the Studio of
Artist Kodzoman Jr., organized in the private premises of the studio of
artist Milos Kodzoman.

“The session” lasted several hours. Unlike the previous performance,
the main accent in this show was placed on choreography, voluptuous
interactions by the performingartists,and connectionsand disconnections
made by their bodies. Great attention was paid to the choice of make-up,
hairstyles, and costumes. On this occasion — showing less revulsion for the
prevalentartsituation in the country and more preference for the beautiful
and its social sharing, the multimedia show by Bezan and Kodzoman was
specially animated and given illumination effects.

At the exhibition called Drugs (1973) presenting works by Milos
Kodzoman and organized at KIC Skopje, an incident occurred in
context of state stigmatization of drugs. The exhibition was opened
by Dr. Ljerka Tarnik. A performance (and a model) and oils on canvas
were used for this moment. However, this exhibition was banned by
the state at once. Perhaps that was the first instance of a state ban and
formal censorship of an exhibition after 1945 in the country.

At the UFO Performance (1974, staged at MKC, Skopje), there was
greater caution shown toward “high topics.” By changing their image
from a hippie to a UFO coming from outer space, it seemed that the
audience and “the culture censors” were not so loud anymore. There
was no more tension between the artists and their audience.

These very important and very creative years of both artists later
became enshrined in the history of Macedonian multimedia art; on
the other hand, in the following years both artists would pursue their
activity more in the domain of painting.



HA PABOTHA AKIIUJA, 1969 AT AYOUTH LABOR CAMPAIGN, 1969
nepdopwmanc, Crpyra (cemejna kyka na nucareaor Pasme Kymbaposcku), npusarna poro-apxusa performance, Struga (family house of writer Razme Kumbaroski); private photo archives
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IIEP®OPMAHC CO AKT, 1972 PERFORMANCE WITH ACT, 1972

nepdopmanc ussesen na Cxomncka Llpna lopa, Bo 6ansuna na Cxonje; ¢oto: Mapun Aumecku erformance made in Skopska Crna Gora mountain region, near Skopje; photo: Marin Dimeski
ppop: P P ) p: p P! )
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TEAA BO ATEAJETO HA YMETHHUKOT KOIIOMAH ITIOMAAAHNOT, 1974 BODIES IN THE STUDIO OF ARTIST KODZOMAN JR., 1974

nepdopmanc, Cl\‘onjc, areaje Ha M. Konoman; doro-apxusa: A. bexan pcrformancc; studio of M. Kodzoman; plmt() archives: D. Bezan
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Aparan ITIETKOBUK

Ckorje, 1952 - 2004

Aparan ITeTKOBHK ce II0jaByBa BO AMKOBHHTe cdepu Ha MaxeaoHHja
KOH KPajoT Ha CEAYMAECETTHUTE TOAMHH, OTCTAIlyBajKH OA €CTETCKHTE
HOPMH H OA KOHTEKCTOT Ha TOTaIllHaTa CPEAHHA.

IlpumnaAHMK € Ha OTBOPEHO COOIIITYBAbE Ha CBOUTE IPEAHUAEKITHH KOH
CBETCKHTE CAUKAPCKH BeAMYHHH. OTTyKa HETOBHOT HEOOHYEH CUMYATAH
AHjaAOT Ha ABa Pa3AHYHHU TOBOPH: OA €AHA CTPaHa Ha EKCIIPECHOHHU3MOT
(Llexcon IToaok, Aupu Maruc), oA Apyra cTpaHa Ha MHUHHUMaAHU3MOT
n MoHoxpomujara (ITur Mouapujan, Ap Pajuxaps). MoHOXxpoMHMTE
maaTHa Ha IIeTKOBHK OIICTOjyBaaT Ha HHBO Ha (pEHOMEHOAOIIKATA
CHHTAKCa: aHaAM3a Ha 6o0jaTa, IMTMEHTOT, CBETAUHATA, PePACKCHHUTE,
aIcopmIgjaTa, CTPYKTypaTa, ¢pakrypara, HTH. Bo 6ojara, Ha Koja i1 e
KOHCTaHTHO AOCAEAEH, HeMa KOHOTALMU U AeHOTaluH. ITNrMeHToT e BO
IIOCTOjaHa CIIpera co MoTeroT. CeBKyIHOTO aBTOPOBO AEjCTBYBAaIbe € Ha
peAanyjaTa ABMIKEH-€ Ha IIOTETOT U HETOBO KOAOPHUCTHYKO CMHPYBaIbe.
HrpaTa Bo AyaAHTETOT Mel'y paljHOHAAHOTO (MOHOXPOMHjaTa) H €MO-
THBHOTO (IecTOT) ce 06eAHHYBa BO EAHHCTBO KOE MOXeE Aa ce AepHHHpPa
KaKO pallMiOHAaAM3HpPaHa OpPTraHM3aIlHMja Ha HEMHPHHOT IIOTET.
HcroBpeMeHO, HA MOHOXPOMHHTE, IIeTKOBHK OA pavHO LIPTaAHHU KAPTOHU
KOHCTPYHpa IPapOM KOM acolMpaaT Ha MaKeTH 3a ypbaHM pelleHHja
(Heuapexunamocis 1977-79). Bo 1984/5 roauHa, Bo AeAaTa OA LIUKAYCOT
Pagociia Ha nuseeweitio (AHCIUPHPAHU OA HCTOMMEHATa CAMKa Ha
AHpu Maruc), eHeprujaTa Ha IeCTOT M XPOMATCKaTa PasHOBHAHOCT
n3buBaaT Ha IpB mAaH. IIoTeror ce M3ABOjyBa M (GUIHYKH KaKO
CaMOCTOEH €HTHTET, KOMIIO3HIIMjaTa Ce COCTABYBa OA IMOBEKEe H3ABOCHH
[IOTE3H BO BHA Ha CEYCHHIIN ,MOHTHPAHH ‘ KAKO SHAHA HHCTAAALHja CO
HaraaceHa A€KOpaTHBHAaTa KOMIIOHeHTa. ExcrpaBaraHuujaTa Ha oBaa
OPHAMEHTAAHOCT AOBEAYBA AO €ACH BUA ,HOB MAaHUPH3aM (IpeHaraaceH
GAECKOT, eACTaHIINja, apTHPHUIIMjaAHOCT).

Co Tpaen cTpeMeXX KOH NpodeCHOHAAEH IePPEKIHOHH3AM BO TeX-
HH4YKara oOpaborka, ITeTKOBHK OCTaHyBa AOCACACH Ha ¢(eHOMeHO-
AOTHjaTa Ha AMKOBHATa YMETHOCT, 6€3 pasAMKa AAAH CO3AABA CAHKH,
HMHCTAAQLUH, 06GjeKTH, CEYCHUIIY, LIPTEXXH HAH KOAQXKH. Ja H3ABOjyBaM
HHTEpaKTHBHATa HHCTaAanuja Cumbuo (1995), cocraBeHa op LpHO-GeAn
NaHEAH COEAMHETH BO 3aTBOPEH IIPOCTOP CO AMCKPETEH BAE3, BO KOj ce
IIOCTaBEHHU I[PHH MOHOXPOMHH IIAaTHA Ha GeAa IOBPIIMHA M OOPATHO.
HHTEpaKTHBHOCTA ja CO3AaBA IyOAMKATA Ta3ejKU IO IIOAOT IOACACH
CO IpH K 6eA IIMIMEHT Ha ABa AcAd. YHHOT Ha raseme CO3AaBa IOAHA
CAMKA M TO YKMHYBa KOHTPAcTOT. F3epHadyBameTO € HOBa CHUTYyaIlHja
Ha HEAEAHBOCT, KOja ja aHyAHpa CAMOCTOjHOCTA Ha CBETAO-TEMHOTO H
AOBEAYBa AO €ACH BHA BH3y€AHA MMIIAO3Hja. BakBOTO HaBHAYM eAHO-
CTaBHO IIPOCEAE I AaBa Ha CAHKATa APyra AUMEH3Hja, ja CHMHYBa Ha
XOpPHM30HTaAaTa M HAa TOj HAYMH, HANyIITajKM ja TPaAHIMOHAAHATA
MaTpHIIa Ha CAUKapCTBOTO, CO3AaBa HOBOIOBOP.

H310c6u: HenpeknHaTOCT, CAMOCTOjHA H3A0XK6a, My3sej Ha coBpeMeHaTa yMeT-
Hocrt, Cxomje, 1988; perpocnexTnBa, Mysej Ha coBpeMeHara ymeTHocT, Ckomje,
2008. PapocTa Ha )KHBeCHETO: IpynHa H3aox6a IllecTopriia MaKeAOHCKH yMeT-
Huuy, Muzej savremene umjetnosti, Zagreb,1985; perpocnextuBa, Mysej Ha
coBpeMeHara yMeTHOCT, Cxomje, 2008.

Dragan PETKOVIC

Skopje, 1952 - 2004

Dragan Petkovic appeared on the Macedonian art scene in the late 1970s,
goingbeyond esthetic normsand context of the thenartenvironment. He
preferred openly to convey his preference for the globally famous artists.
Hence, in his works one can detect the origin of his concurrent dialogue
involving two different speeches: expressionism on one hand (Jackson
Pollock, Henri Matisse), and minimalism and monochromatism (Piet
Mondrian, Ad Reinhardt) on the other. Monochromatic paintings by
Petkovic subsist at the level of the phenomenological syntax: analysis
of color, light, reflections, absorption, structure, texture, etc. In context
of the applied color, which he was always consistent with, there are no
connotations and denotations. The pigment is always in concurrence
with the stroke. In his artworks, the overall performance by the artist
is in context of the movement of the stroke and its coloristic settling
down. The dual game between the rational (monochrome) and the
emotional (gesture) is made to form a union that may be defined as
rationalized organization of the restless swing. Furthermore, onto his
monochromous pictures, Petkovic made various structures by using
hand-drawn cardboards, structures that resemble small-scale building
models (Continuity, 1977-1979). In his 1984/1985 works belonging
to the cycle Joy of Life (Le bonheure de vivre) (inspired by the famous
painting of the same title by Henri Matisse), the energy of the swing and
chromatic diversity come to the foreground. The swing is singled out
physically as well, like an independent entity; the composition consists
of separate strokes in the form of cuttings “mounted” as wall installations
with underlined decorative components. The extravagance of such
ornateness introduces a kind of “new mannerism” (overemphasized
polish, elegance, artificiality).

Pursuing a constant inclination toward professional perfection
in technical treatment, Petkovic remained consistent with the
phenomenology of fine arts, regardless if he was making paintings,
installations, objects, cuttings, drawings, or collages. One may single
out his interactive installation Simbio (1995). It consisted of black and
white panels merged into a closed space, having a discrete entrance,
where black monochromatic canvases were placed on white surface
and vice versa. Interaction was made by the public walking/stepping
on the floor that was divided into two parts by means of black and
white pigments. The very act of stepping created a floor picture and
thus abolished the contrast. Equalization represented a new situation
of inseparability that abolished the independence of dark-bright and
introduced a new kind of visual subsidence. Such seemingly simple
procedure gave “the picture” a new dimension; it brought down “the
picture” to the horizontal line and in this manner, by going beyond the
traditional matrix of painting, created a new discourse.

Exhibitions: Continuity, solo exhibition, MoCA, Skopje, 1988; retrospective,
MoCA, Skopje, 2008. Joy of Life (Le bonheure de vivre): group exhibition Six
Macedonian Artists, MoCA, Zagreb, 1985; retrospective, MoCA, Skopje, 2008.



HEINIPEKMHATOCT, 1977-7 CONTINUITY, 1977-1979

MOAHA HHCTAAAIIHja, KOMIIO3UI[Hja OA TEOMETPUCKH 06Am<yBaHM cevenxu (30 x 15 x 15 em.) floor installation, composition consisting ofgcomc(rica“y Shapcd cuttings (30x15x15cm.)
AKPHUAMK Ha KAPTOH, CONICTBEHOCT Ha cemejcTo IlerkoBuk, Cromje acrylic on cardboard, owned by family Petkovic, Skopje
¢oro-apxusa: MCY, Cxomnje (Pobepr Jankysocku); photo archives: MoCA, Skopje (Robert Jankuloski)
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CHMBMUO, 1995
l/lHTCPSKTHBHR I/IHCTS.AS.LU(Ija (L[PH u 6CA IIHUIMCHT, CAMKH MAaCAO Ha ﬂ/\aTHO)
peasusupana Ha u3sox6ara ,9 ¥ cobpemena makeponcka ymernocr”, MCY, Cronje

CUMDUO Mcy 7995

ir Jp‘ffmjm@ HA Otaniidy T
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SIMBIO, 1995
interactive installation (black and white pigment, paintings)
presented at the exhibition 9 %2 Contemporary Macedonian Art, MoCA, Skopje
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Oa nukaycor PAAOCTA HA JKUBEEIBETO (Le bonheur de vivre), 1985 From the cycle JOY OF LIFE (Le bonheure de vivre), 1985
SMAHA MHCTAAALHja, KOMOMHHPaHA TCXHUKA Ha KapTOH (Aak, 60H), TPOMCHAMBY AUMCH3HH wall installation, mixed media on cardboard (lacquer, colors); varying dimensions
concrBeHOCT Ha ceMejeTBoTo [leTkoBHK; PpoTo-apxusa: MCY, Cromnje (Po6epr Jankyaockn) owned by family Petkovic, Skopje; photo archives: MoCA, Skopje (Robert Jankuloski)
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Mune JAHKYAOBCKH

CaAuBOBO, 1954

Murne JaHKYyAOBCKHM CO ACLIEHMM >KHBEE CBOEBHACH aNOKPHpEH
JKHBOT, ACAYMHO IIOPAaAM HEroBaTa CaAMOKPHUTHYHOCT, CKPOMHOCT H
IIPETIa3AMBOCT AA C€ eKCIIOHHMPA IIOEKCIIAMIIMTHO BO jABHOCTA, ACAYMHO
HIIOPaAHIIPEBUAMHANHEAOBOAHUHCTPAXKyBakha HAIPOECHOHAALIUTE
BO AHKOBHHOT AOMEH. AKTHBEH € Ha CTpaHHUIUTe Ha ,,CTyACHCKH 360D
1 BO ,,Bappap ¢uam“ u paboTn Bo moBeke o6aacTH (LpTeXH, rpadHKH,
HAYCTPaIUH, KAPHKATYPH, MACAQ HA TAATHO HAH CTAKAO...). CKpPOMHHTE
BHUIETH 00jaByBaHM BO IIEYAaTOT OA CPEAHMHATa Ha CEAYMAECETTHTE
TOAMHH Ha MHMHATHOT BEK OTKPHBAaT HAMOCHHKPATCKH IIPHCTAI,
OAM30K Ha KOHIIEITYaAHHOT AUCKYPC, CYTepHPajKH APYTH HACOKH H
pasMHCAyBala Ha HallaTa AMKOBHa cieHa. OA HEIpPeTeHI[HO3SHHTE
BHISETH, ACXKEPHO PeaAHSHPAHH, AO IIOCEPUO3HHUTE LIPTEXH M TpapUKH
BO HaPEAHHTE ACLIEHHUH, ACHEC HCYUTYBaMe HHTEPECHO META-ITHCMO BO
pukaycor ITaanHapoMmcku popmu. HoBara pAMKIIMja Ha JaHKYAOBCKH,
BO H3BECHa Mepa IMOTTHKHATa M OA IIPOLIECOT Ha CO3AaBarbe Ha
aHHUMupaHHTe ¢uaMoBH Ha Ilerap I'amropoB um Aapko MapKoBHK,
360pyBa CcO3HAKOBEH BOKaOyAap COCTABEH OA MaAM HENPABUAHK GOPMHU
(namepHH AedopManuu Ha OCHOBHHTE IeOMETPUCKH $OPMHU: KPYT,
€AMIICA, TPHATOAHHK, KBAAPAT) apaH)KUPAHU BO AMHUH/PEAOBH KaKO
BO TEKCTOBHTE BO KOH CE YHTAAT IIAAMHAPOMCKH (IIOACAHAKBO 03ropa
HAaAOAY MAHM OAAEBO HapecHO). HuBHAaTa OCHOBHA HA€ja € XOAMCTHYKA:
IIOCTOjaHO CHUMOOAHYHO OOCAHMHYBalbe HAa THE IMAPTHKYAH/CAHMHHIIH
BO IjeAHMHA. PemeTHIHjaTa Ha CIIOMEHATHTE MOAYAM, Ha IIPB IIOTACA
€AHOCTaBHU M MHHUMAaAMCTHYKH, PEAYLHPAHH Ha LIPHO-6€AN OAHOCH
KaKO 9HCTO allCTPAKTHH CTPYKTYPH, HA OTBOPAAT IIOAHEbA Ha IOMHAKBH
TAGAHMIITA. JAHKYAOBCKH ja 3aTBOpA IIPHKA3HATA Ha TPAAUIHOHAAHATA
AMKOBHA PETOPHMKA H HIMPYM OTBOpPa NPOCTOPH 3a HAAMHHYBame Ha
BOOOHYACHHTE HAaYMHU M ara¥ Ha neprennujata. CoodyBameTo €O
He-IINCMO, HE-jasHK, He-ON-apT, He-CTBAPHOCT, € aBTOPCKU KOHIIECIIT
Ha pacKaXyBame, Ha IPHCTOjHA AMCTAHIIMja M OA YMETHOCTa KaKo
¢$eHOMEHOAOIIIKA MATPHI]A M OA YMETHOCTA KOja IOBHKYBA Ha peaAHOCTa
(6yxBH, 6pojKu, cuM60AM). BapujarjuuTe Ha MHKPO-POPMHTE CO3AABAAT
IIPUKA3HH BO KOH CE BIPAACHH CHMYAAKPYMHUTE OA HAYyYHHTE PETOPTH
(Aereme Ha jJaAPOTO M CA.) M KOH YILUTE OA CEAYMAECETTHTE TOAUHH
KaKO Aa I'M aHTHIJUIIMPAAT YYACCHHUTE Ha KOMIIjyTePCKHUTE TEXHOAOTHH
(ppaxrasnre, mukcesnTe). BosbyaAMBO ce AOKHMBYBa TpaHCAALHjaTa
Ha eAEMEHTAPHHTE ,0YKBH OA HETOBHTE IAAUHAPOMCKH GOPMYAH BO
CAO>KE€HH OPTaHHU3MH CO IPOLIHPEHA AKCHOAOIIKA IPaAba, BHUMATEAHO
KOHIIEHTPHpaHa Ha 3alasdyBameTo Ha ACAOBHTE BO IleAHMHATa. TOKMY
TYKa € COAP)XaHO BUCTHHCKOTO OHTOAOIIIKO jaAPO Ha OBHE A€AQ.

H3no6u: Mune JankyaoBcku ,Popmu®, l'asepuja ,I'padput, Bapua, Byrapuja,
2016.

Mice JANKULOVSKI

Slivovo, 1954

The name and the artistic work of Mice Jankulovski for decades have
been living a kind of apocryphallife, partly because of his self-criticism,
humility and caution to expose himself more explicitly in public, partly
also because of overlook or insufficient research by professionals in
the art domain. He was active on the pages of "Studentski zbor" and
engaged in "Vardar Film," while also working in several areas (drawings,
graphics, illustrations, cartoons, oils on canvas or glass...). The modest
vignettes published in the press since the mid-seventies of the last
century have revealed idiosyncratic approach, close to the conceptual
discourse, suggesting other directions and considerations on our art
scene. From unpretentious vignettes leisurely executed, to the more
serious drawings and prints in the following decades, today we read an
interesting meta-letter in the cycle called Palindromic Forms. The new
diction of Jankulovski - to some extent fueled by the process of creating
animated films by Petar Gligorovand Darko Markovic - speaks with sign
vocabulary composed of small irregular forms (intentional distortions
of basic geometric forms: circle, ellipse, triangle, square) arranged in
lines / rows as in the texts that are read palindromically (equally from
top to bottom or from left to right). Their basic idea is holistic: constant
symbolic unification of these particles / units as a whole. Repetition
of said modules - at first glance simple and minimalist, reduced to
black-white relations as purely abstract structures - open to us fields of
different viewpoints. Jankulovski closes the story of the traditional art
rhetoric and so opens wide spaces for overcoming the usual manners
and angles of perception. Dealing with non-letter, non-language, non-
op-art, non-reality is the author's concept of narration, at appropriate
distance both from the art as phenomenological matrix and from the
art that invites to reality (letters, numbers, symbols). The variations of
microforms create stories where simulacra of scientific retorts (fission of
the nucleus, etc.) are embedded, and which since the seventies seem to
have anticipated the wonders of computer technology (fractals, pixels).
One experiences excitingly the translation of the elementary "letters"
of his palindromic formulas into complex organisms with extended
axiological construction, carefully concentrated on preserving the parts
in the whole. The real ontological nucleus of these works is contained
right here.

Exhibitions: Mice Jankulovski, "Forms," "Grafit" Gallery, Varna, Bulgaria, 2016
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Oa yuxaycor TAAMHAPOMCKH ®OPMU, 1976 From the cycle PALINDROMIC FORMS, 1976

Tyu Ha xapTuja, 50 x 34,5 cm., $oro: Aapucaas Kusr, concTBeHocT Ha aBTOPOT ink on paper, 50 x 34.5 cm.; phom: Ladislav King; owned by the author
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From the cycle PALINDROMIC FORMS, 1978

ink on paper, 42x29.7 cm.; phom: Ladislav King; owned by author

Op nuxaycor TIAAMHAPOMCKH ®OPMMU, 1978

Ty Ha XapTHja, 42 x 29,7cm., doro: Aapncaas Kunr, conctBenocT Ha aBTOPOT



Benxo IIBETKOB

IItum, 1955

ViuTe mo AMIAOMHpameTO Ha /pybmaHCKa aKapeMHja 33 AMKOBHH
ymerHOcTH (1984), BeHko LIBeTKOB ce BKAyYyBa BO aKTHBHOCTHTE
Ha yMeTHHIHTe oKkoAy Kpyror Ha IIIKVII ®opym. Ilop BAamjanme
Ha CAOBEHEYKATa PETPO-TapAd AEjCTBYBa BO HAcOKa Ha IapOAHMCKO-
CapKacTHYHHTE, BO U3BECHA CMHCAQ U aHTH-KOMYHHCTHYKH HACOAOTHH,
KOH IO BO3AMTHYBAaT allOKAAMITHYHOTO H HEKPOPHACKOTO, 0COOEHO
eKCIIOHMPAHO IpeKy circanneto Ayroncuja (Koaamnc). ITo Bpakamero
BO MakeAOHHja, ja OMEKHyBa peTOpHYKaTa MaTpHIia OAHMCKa Ha
xoserute op CAOBEHH]ja M ja AaHUMHPA HAIIATa CI[eHa CO IPOUIHPEHA
CKaAa Ha AMKOBHH AejcTByBama. Bo AomoT Ha kyaTypara Bo Illtun
(1984), npexy npoexror Relax, mpoMoBHpa cepHja MyATHMEAHjaAHH
aAKTUBHOCTH (body art, action painting, IpoeKIIHMH Ha AHjallO3UTHBH,
peAuMejA IPEAMETH, ayAHO HHTepHperanluu Ha Aopu AHAEpPCOH
M cA.). AMKOBHATa Mama IIOHaTaMy ja 360raTyBa CO peAHIla HOBH
MHTEPIpPETAllMH Ha KAACHYHHUTE YMETHHYKH POPMH, POKyCHpajKku
ce 0cO6EHO Ha BHACOYMETHOCTa, 61A0 Bo pamkure Ha MPT (Besu
myipu, 1990) mam camoctojHo (Bugeo ocrobogysawe, 1985). Osaa
aKTHBHOCT Ha LIBETKOB € 0A roAeMO 3HaUYeHe 32 IOTTHKOT, IIOAEMOT H
eKCIlaH3HjaTa Ha BUAEOTO BO MakeaoHHja.

Toa e ayAMOBH3YEAHHOT NMPOAYKT CO KOj HajueCTO MapTHUIIMIIHpPA Ha
CBETCKHUTE BUAeopecTuBaAH (/dybraHa, 1983; Monbeanjap, 1985), Ha
BuenaseTo Ha MaaauTe Bo Puexa (1985). Bo roamnuTe mro cAaepyBaaT
3aAOAXKHTEAHO IO BrPaAyBa BHAEOTO BO aMOHEHTAAHHTE IOCTaBKH
(PKenresen smax - Maxegonuym, 3aepHO CO AUMHTpPOBA, Aabux,
TpajkoBcku) u nHctasauuu (WAS IS KUNST?, 1986). IlocreneHoTO
MHQHUATpHpae Ha HapallyjaTa € OHTOAOIIKH HAaTOIIEHO CO HaMepara
Aa ce HarAaCH MaKE€AOHCKHOT HACHTHTET. YMETHOCTA yIIITE OA BPEMETO
Ha BusaHTHja ja cMeTa 32 aBTEHTHYHA BPEAHOCT KOja HE OAAQACYYBA
OA 3allaAHHTE U BOOIIITO OA TYyFHTe AMKOBHH mapapurmMu. OTryka
M HeropaTa KPUTHYKA IIOCTABEHOCT BU3aBH MMIIOPTHHTE HACOKH BO
MaKeAOHCKaTa AMKOBHa yMeTHOCT. Herosara ,,HoBa cAMKa“ cemax e
peTpoaBaHTapAHa, KaKo U 0b6eAexXjaTa Ha APYTHTe IPETCTABHHUIIM Ha
,HOBHTE AMBH AU Ha ,,HEOEKCIIPECHOHU3MOT  BO CBeTOT. Bo BropaTa
ITOAOBHHA Ha OCYMAECETTHTE PeaAH3HPa KOHIIEIITH BO AYXOT Ha ,,apTe
moBepa“ (cMpoMalrHaTta yMETHOCT). THIHYeH NpHMEp € HeroBaTa
nssox6a Ha Xerox Art (1987): roseM 6poj OTIEYaTeHH MaTepHjaAl
(kcepoKCH) CO HACOAOIIKA COAP)KHHA, CO BU3YEACH MaTEPHUjaA LipIIeH
0A KOMYHHCTHYKHUTE APXMBH Ha BpeMeTO (CIOMEHHIIH, XePOH, XXPTBH)
KOj ce MOBP3yBa CO CUMOOAMTE Ha TOTAAMCTAPHCTHYKHTE PEKHMH.
OBa cBepAyBame Ha KOHIENITUTE Ha €BTHHA H Op3a AUCTpHOyIIHja Ha
AHWKOBHHTE IIPEAAOIIKH € €AHOBpEeMeHa Ha )XeAbaTa 3a IIOBTOPyBambe
Ha eAHa 3aMHCAa AOAEKAa HE ja AONpe BHCTHMHaTa. MHTEH3MBHHOT
aBaHTapAEH IIOAeM Ha LIBETKOB KOj ja AHHaMH3HpaIle OCOOEHO
MHEpTHaTa ClleHa BO MakeAOHHja BO OCYMAECETTHTE, BO CACAHHTE
ACLIEHMH Ce BKOTBH BO CEpHja BEP3HH Ha CAUKAPCKUTE TEXHUKH.

Venko CVETKOV

Stip, 1955

Just after graduating from the Ljubljana Academy of Fine Arts (1984),
Venko Cvetkov was involved in the activities of artists around the circle
of SKUC Forum. Influenced by the Slovenian art retro-garde, he was
initially engaged in context of parodic, sarcastic, in a way even anti-
communist ideologies that extolled the apocalyptic and the necrophilic,
especially as exposed through the magazine "Autopsija” ("Kolaps").
After returning to Macedonia, he softened his art rhetoric matrix that
had been similar to the one pursued by his colleagues from Slovenia and
animated our art scene with expanded scale of artistic actions. In the
local Culture Center in Stip (1984), by means of his project Relax, he
was able to promote a series of multimedia activities (body art, action
painting, projections of slides, readymade items, audio interpretations
of Laurie Anderson, etc.). He further enriched his portfolio with
a number of new interpretations of classical art forms, focusing
especially on video art, within either the MRT (White Dawns, 1990) or
independently (Video Liberation, 1985). This activity of Cvetkov was of
great importance for the stimulus, rise, and expansion of video art in
then Macedonia. He often used his audio-visual product to participate
in world-famous video festivals (Ljubljana, 1983; Montbéliard, 1985;
Youth Biennale in Rijeka, 1985). In the years that followed he would
always install video in his ambient art settings (Iron Sign - Makedonium,
together with Dimitrova, Dabic, Trajkovski) and in his art installations
(WAS IS KUNST?, 1986). The gradual infiltration of the narrative was
ontologically soaked with the intention to emphasize the Macedonian
identity. He considered that art since the Byzantine period had been
our authentic value that distances us from the West and all other alien
artistic paradigms. Hence, his critical position against the imported
tendencies in contemporary Macedonian art. His "new image" was still
retro-avant-garde like the features of other representatives of the "new
divas" or "neo-expressionism” in the world. In the second half of the
eighties of the last century, he was engaged in concepts implemented
in the spirit of "arte povera" (poor art). A typical example was his
exhibition called Xerox Art (1987): a large number of printed materials
(Xerox-made copies) having ideological content, accompanied by
visual material extracted from the communist archives of bygone times
(monuments, heroes, victims) that related to the symbols of totalitarian
regimes. This reduction of the concepts to the level of inexpensive
and rapid distribution of visual templates was parallel to his desire
for repetition of a concept until it would become the very truth. The
intense avant-garde drive executed by Cvetkov - who introduced great
dynamism in the otherwise especially inert art scene in Macedonia in
the eighties of the last century - in subsequent decades was anchored in
series of versions of painting techniques.



IRON SIGN, MAKEDONIUM, 1986

video art ambience (invitation and video installation inserts)

JKEAE3EH 3HAK, MAKEAOHUYM, 1986

BHACO aMbueHT (noKaHa M HHCEPTH OA BUACO HHCTaA:lL(Hja)
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HEROX ART, 1987

OTHCOK Ha XapTHja, HHCEPT OA BUAEO
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XEROX ART, 1987

reprint on paper, video insert




ATMAH, 1994-5

BUACO nHCTaAanuja (6 MOHUTOPH, KyTH]a)

ATMAN, 1994-5
video installation (6 monitors, box)
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Iaurop CTE®@AHOB

KaBapapiy, 1956

IIpocTopuure peasmsanuu Ha Iaurop Credanos: Auneapua uniniep-
senyuja (MKL], Cxonje 1983), Auneapna uninepsenyuja (3arpe6 1984)
u Auneapen ambuenivi (Bearpap 1985) ro uHULKMpPaaT HOBUOT OpaH Ha
MaKeAOHCKaTa AMKOBHA CIIeHa BO OCYMAECETTHTE TOAMHU. PeaaTHBHaTA
aIICTPAKTHOCT HA OBHE AMHEAPHH aMOWEHTAAHHM KOMIIO3HIINH € KOMITa-
THOHAHA CO OHA IITO Ce CAydyBaie Bo Hexoramaara COPJ.

OA caMHOT IIOYETOK Ha KapHepara, KOPHCTH He-CKyANTOPCKH Mare-
pujasu (ApPBO, IIaMyK, TPEBa, CEHO, CAAMa, TEPAKOTa, jyTa), 3HadaeH daxT
BO OOHOBYBaWETO Ha HETOBHOT aBTOPCKH jasHK, HO M Ha AMKOBHHOT
uspas Bo Maxeaonuja. CrepaHoB ja aHAaAMBHpA CYLITECTBEHOCTA HA
[IPHPOAHATA Ipara U Ha AUKOBHHTE KBaAauTeTH (60ja, CTPyKTypa, AU-
HHja, TEKCTypa, BOAYMEH), OTKPHBAajKM HOBH AOOAECTH 04 TaKTHAEH,
OAQAKTHBEH M BH3YEACH KapakTep (MEKOCT, TOIAMHA, APOMATHYHOCT,
cjaj). Bropara 3HayajHa KOMIIOHEHTa € CHELHMPHYHHOT OAHOC KOH
IIPOCTOPOT, BO KOj AEAOTO ja 3aMeHyBa CTaTHYHAaTa IIO3HIHja, CO
HMHTErpUpPae Ha IIPOCTOPOT BO ACAOTO.

KoHkpeTHHTE O00jeKTH, IPHKa)KaHM HAa CaMOCTOjHATa M3A0XKOa BO
MCY, Ckomnje Bo 1986 r. (Aettara, 3maesu), Mel'y HUB ¥ BIICYaATAUBOTO
Aero Ipabere 00 tpociopotii, cé yuITe, ce BO CIHPHTYEAHA BPCKa CO
reo-eTHOrpadCKHOT CEH3MOMAHMTET Ha MaKEAOHCKOTO OIKPY)XXYBakbe.
KoH KpajoT Ha BEKOT CACAH IPOLECOT Ha BHECYBame Apyra cuMboAaHa
3HAKOBHOCT: )KeAba 3a TpaHCcep, 3a 6EICTBO OA PEAAHOCTA BO AYXOBHHTE
cdepu (mpocaepeHa 1 co HeroBaTa ipecea6a Bo 1988 r. (mpBo Bo AHrawja,
noroa Bo Kanapa xaae mro u cera xuBee). HoBa mpeamaexipja Ha
CredaHoB ce aHTeAuTe, XepyBUMHTE U cepadpumure. Ha 45. BeHeIucKo
6ueHase (1993), xora co Ilerpe Hukoaocku mpBmar ja mpercraByBaat
HesaBHCHa Peny6ankxa MakeAOHMja, MOHTHpaHa € OAHCKY AO HeboTo,
Ha ApBjaTa, NPOCTOPHATAa HHCTaAauuja Aielopuja Ha Cc6elUAUHATAA
(Cepagumu u Xepysumu) — aHTeAHTE OA HAjBUCOKHOT XHEPAPXHCKH
pea. Hako u3paboTeHH OA TPHUBHjAACH MaTepPHjaA, CO GACCKABHOT Cjaj
Ha cAaMara U (QUIHYKOTO BOBAMTHYBaHe Ha OOjeKTHTE, aBTOPOT MM
BAAXHYBa IOMHAKOB JKHUBOT OA MeTaQHU3HYKH M AMKOBEH BHA. IIpexy
aAeropujarTa Ha CBETAMHATA (saaro, conne, Bor), Credpanos ce o6upayBa
YMETHHYKH Aa T oTeaorBopu CrapuoT u HoBuoT TectamenT. Op 0BOj
CTeIleH Ha HeropaTa AMKOBHA €BOAYIIMja Ce OOCAHMHYBaaT PeaAHOTO,
TPAHCIIEHAEHTHOTO M COHyBaHOTO. OBa ce OAHECYBAa M HA HETOBHUTE
TBOp6U peasnsnupanu Bo Kanapa (CTpyKTypu Ha rHe3pa U OBaAH).

H3n0xc6u: Tpaberme 0 IPOCTOPOT — CAMOCTOjHA H3A0XK6a, Mysej Ha coBpeMeHaTa
ymerHocT, Cxomje, 1986; I'pynmHa n3s0x6a Sest makedonskih umetnika - Od
¢udotvornosti livade do radosti Zivljenja, Galerija suvremene umjetnosti,
3arpe6,1986; Aseropuja Ha cBeransara (Cepadgumu u XepyBUMHU): HHCTaAALIUja
Ha 45. Biennale di Venezia, Giardini, 1993.

Gligor STEFANOV

Kavadarci, 1956

Environmental art works made by Gligor Stefanov: Linear Intervention
(MKC, Skopje, 1983), Linear Intervention (Zagreb, 1984), and Linear
Ambience (Belgrade, 1985) initiated the new wave on the Macedonian
artistic scene in the 1980s. The relative abstractness of these linear
environmental compositions is compatible to what had taken place
in former SFRY. Since the start of his career, he has made use of non-
sculptural materials (tree, cotton, grass, hay, straw, terra cotta, jute); this
was a major fact in the context of restoration of his artistic language,
as well as of the artistic statement in Macedonia. In his works, Stefanov
analyzes the essence of the natural art material and of the artistic qualities
(color, structure, line, texture, volume), thus discovering new virtues of
tactile, olfactive, and visual character (softness, warmth, aromaticity,
shining). The second major component is the specific attitude to space
or, rather, environment, in which the work changes its static position by
integration of the surrounding environment into itself.

The concrete objects — shown during his solo exhibition at the Museum
of Contemporary Art in Skopje in 1986 (dircraft; Dragons) — among
which is also his very distinct work Seizing Space, are still in spiritual
connection with the geo-ethnographic sensibility of the Macedonian
setting. Towards the end of the century, the process of incorporating
different symbol implication followed: a wish to make transfer, to escape
from the very reality into the spiritual domains (also accompanied
by his migration in 1988, first to Great Britain and later to Canada,
where he still lives). Angels like cherubs and seraphs became the new
predilection of Stefanov. At the 45th Venice Biennale (1993) when the
newly independent Republic of Macedonia was represented for the first
time there by Gligor Stefanov and Petre Nikoloski, the environmental
installation Allegory of Light (Seraphs and Cherubs), involving angels
of the highest hierarchical order, was installed close to the sky, on the
very trees and their branches. Although made of trivial material, the
artist gave the angels a different life of metaphysical and artistic nature,
by means of the great radiance of the straw and physical elevation of
the objects. Using the allegory of light (gold, sun, God), Stefanov tried
artistically to embody the Old and the New Testament. At this level of
his artistic evolution, fusion of the real, the transcendental, and things
dreamed of started. This is also valid for his works made in Canada
(structures of nests and ovals).

Exhibitions: Seizing Space — solo exhibition, Museum of Contemporary Art,
Skopje, 1986; Six Macedonian Artists — From the Miraculousness of the Meadow
to the Joy of Living, Contemporary Art Gallery, Zagreb, 1986; Allegory of Light
(Seraphs and Cherubs), installation at the 45th Venice Biennale, Giardini, 1993.



TPABEIBE OA ITPOCTOPOT, 1985
o6jexT (caama, ApBo), 190 x 130 x 10 cm., concrsenoct: MCY, Cronje, nus. 6p. 3604
¢oro: Urop Cexobckn

SEIZING SPACE, 1986
object (straw, tree), 190 x 130 x 10 cm; owned by the MoCA, Skopje; inventory no. 3604
photo: Igor Sckovski
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AAETI'OPHJA HA CBETAMHATA (CEPAOMMH U XEPYBUMH), 1993
npocTopHa HHCTaAanuja (cAaMa, APBO, KAHAIL), IPOMCHAMBU AMMCH3UH, nocTaBena Bo Giardini, Beneyuja, ynumrena
¢poro: Pobepr Jankyrocku

ALLEGORY OF LIGHT (SERAPHS AND CHERUBS), 1993
environmental installation (straw, tree, rope); varying dimensions; displayed in Giardini, Venice, destroyed
photo: Robert Jankuloski
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Ean3zadera ABPAMOBCKA - bern

Ckorje, 1956

ITo npodecHja UCTOBPEMEHO CAMKApKa M apXHUTEKTKa, ABPaMOBCKa
KaKo 06asHdYeH MeAMyM ja u3bupa dororpadujara, »y60B HacsepAeHA
0A HEjBMHMOT TaTko AparyTun ABpamoBcku-I'yTe.

3ap ,pewerkure” Ha ,billboard“ pororpadpunre Ha oBaa aBTOpKA Ce
[10jaBYBaaT AArePOTHIICKH IIPECAMKYBala Ha OIIITHTE TACTKH OA
CEKOjAHEBHOTO OIIKPYIXXyBare CHUMAaHH OA ABpaMOBCKa, en passant.

O6paborkaTa Ha TemMara Ha YEeTHPUTE OCHOBHH E€AEMEHTH BO
npupopara (BoAa, BO3AYX, 3eMja, OraH), CHMYATAHO MpPEKPIICHH
HAM CIIAOTEHH CO HY3 €ACMEHTHTE CO3AAACHH (AIIOCTEPHOPH) KAKO
IPOAYKTH Ha IJUBHAH3AIMCKAaTa HHPPACTPYKTypa, CBEAOYH AEKa
rOAEMHTE Hapaliy, C& yIITe, Ce MOXKHH.

Doro-ecejoT Yertupu esemeH i TOBTOPHO TO UHUITPA HE3ABPIIEHOTO
obMucAyBame Ha mouMor nporpec. Konnenryasnara urpa co mera-
¢opH H omosuIMM, BO TEXHHYKATA MTOCTANKA IIOApPa3bHpa cedeibe,
PEKOMIIOHHpame M KOAaXHupame Ha ¢ororpadpuure, IOACAHAKBO
[Ipe3eMEHU OA IPUPOAHHOT M ypOAaHHOT Iejsaxk. THe XapMOHHYHO
KOErSHCTHPAAT M MOKPaj KOMIIACKCHATA MaHMIIyAAIlHja CO HUBHOTO
[IPHMapHO TEAO.

KpajHHOT BIe4aTOK ce CBeAyBa Ha MOAYAAPEH CHCTEM, Ha €ACH BHA
dpakTasHa CAMKa, BO KOja Ce IPEMO3HABA ACLICHTPHPAHATa, HeOpra-
HH3HPAaHATA, HEPETryAapHATA UTH. COCTOj6a Ha ACHEIIHOTO IIOCTOCHE.
Bo ¢parmMeHTHTE OA HENpPENO3HATAHBATA PEAAHOCT, PeAyLjHpaHa
Ha 3HaK CO [I0paKa, aBTOPKATa U3pasyBa CKeIlca BO OAHOC Ha TEXHO-
AOIIKHMOT IIPOrPec, HO M COYYBCTBO 3a HAHHHATA HA XHTEAMTE Ha
naaHerata. CO AOIIMpPAamETO M OTBOPAIETO HA AHjaAAOTOT 3a OBaa
npo6AeMaTHKa, ABpaMOBCKa [IOBUKYBa Ha IPOMEHH, CO IOATOTBEHOCT
3a yyecTBo. OA CEBKYIIHHOT OIYC Ha aBTOPKATa, UKAYCOT Jeiupu
e/eMeHTiY € HEjSHHOTO HajueCcTO MPE3CHTHPAHO ACAO.

Hznombu: CamocrojHa msaox6a, Mysej Ha rpap Cxomje, 1997; rpymna
n3A0X6a *3pavera — pelleHTHa MaKeAOHCKa AMKoBHa ymeTHocT (‘Radiations
— Recent Macedonian Fine Art’) Bo Bayerische Landesbank Galerie, Munxes,
1998; llenTap 3a KyATYpHy AeKOHTaMHHanujy, Bearpaa, 1998; Mysej na
coBpeMeHara ymerHocT, Ckomje, 1998 u Bo Japan Foundation Forum, Gallery,
Toxwuo, 2000.

Elizabeta AVRAMOVSKA - Beti

Skopje, 1956

Both painter and architect at the same time, Avramovska chose
photography as her basic expression media, an inclination that had
been inherited from her father Dragutin Avramovski-Gute.

Behind “the bars” in the “billboard” photos made by this artist there
is the appearance of the daguerreotype replications of general views
originating from the everyday environment, as taken by Avramovska
en passant. The treatment of the topic involving the four basic elements
of nature (water, air, earth, and fire) — simultaneously bent or aligned
with the byproduct elements created (a posteriori) as products of the
civilization infrastructure — testifies that great narrations are still
possible to make.

The photo essay called Four Elements again instigates the unfinished
deliberations about the notion of progress. In context of the very
technical procedure, the conceptual game involving metaphors and
oppositions implies cutting and executing re-composition and collage
of the photos that were equally taken from the natural landscape and
cityscape. Such photos coexist in mutual harmony, in spite of the rather
complex manipulation of their primary property.

The final impression is leveled to a modular system, some kind of a
fractal picture, where one can recognize the decentered, unorganized,
irregular, etc. state of affairs of present existence. In her fragments
depicting the unrecognizable reality — as leveled to a sign with message
— the artist conveys a message of skepticism in relation to technological
progress, as well as her condolences for the very future of the inhabitants
of the planet. By locating and opening a dialog on these problems,
Avramovska calls for changes to be made, showing her willingness to
participate in this. In the context of the overall art production made by
the artist, Four Elements is her most commonly presented work.

Exhibitions: Solo exhibition, Museum of the City of Skopje, 1997; Jointexhibition
Radiations — Recent Macedonian Fine Art at: Bayerische Landesbank Galerie,
Munich, 1998; Center for Cultural Decontamination, Belgrade, 1998; Museum
of Contemporary Art, Skopje, 1998; Japan Foundation Forum, Gallery, Tokyo,
2000.



YETHUPU EAEMEHTMU, 1997 FOUR ELEMENTS, 1997

AUTHTAACH MEYAT digital print
EAEMEHT BOAA ELEMENT WATER
¢oro - koaax, 120 x 300 cm., concTBeHOCT ¥ GOTO-apXHBA HA ABTOPKATA photo collage, 120 x 300 cm., owned by the artist, photo archives of the artist

EAEMEHT 3EMJA ELEMENT EARTH
070 - KoAax, 120 x 300 cm., concTBeHOCT H $OTO-apXHMBa HA ABTOPKATa hoto collage, 120 x 300 cm., owned by the artist, photo/archives of the artist
p: P p t Y P
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EAEMEHT BO3AYX

poTo - koaax, 220 x 160 cm., concTBeHOCT U pOTO-apXUBA HA ABTOPKATA

ELEMENT AIR
photo collage, 220 x 160 cm., owned by the artist, photo archives of the artist

EAEMEHT OI'AH,

<1>OT0 - KoAaX, 220 x 160 cM., CONCTBEHOCT U tl)o-ro-apxusa Ha aBTOpKaTa

ELEMENT FIRE,
photo collage, 220 x 160 cm., owned by the artist, photo archives of the artist



HOMO SAPIENS OR HOMO NARCISSUS, 1999 HOMO SAPIENS OR HOMO NARCISSUS, 1999

MHK-IICT IIEYAT, MACKCHTAAC, 150 x 200 cMm., oTo-apxuBa Ha aBTOpKaTa ink-jet print, plexiglass, 150 x 200 cm., photo archives of the artist
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ITerpe HUKOAOCKHA

ITpuaer, 1959

Cxyanropor ITerpe Hukoaocku pAebutupa Bo Ckomje co Aeaa KOH-
CTPYHpPaHH OA TPAaHKH H ja)KHIba, CO HAMETAMBO M3MEHET HauMH Ha
06AMKYyBame, TOAKyBambe Ha NPOCTOPOT, BPEMETO, ABHIKCHETO H
TPETMAaHOT Ha OIKPY>KyBakbeTO.

Bo nposupHuTe rpasGH Ha BOSAYILIECTHTE, TAHTEACCTH ,,CKYANTYpH
TOj 'O OTBOPA BOAYMEHOT M €AHOBPEeMEHO ro nonumrysa (Objexit 1-S,
1989). Ilpocropuure site specific nncrasauuu (Baezysawe 1, Ecencxu
sewep, 3agnama xpuniia 1991-1992), peaAMsHpPaHH IIO HETOBOTO
npeceAyBame BO AHIAHja, ja apryMEHTHPAaT IIOCTOjaHATa HaMepa
Ha aBTOPOT HETOBUTE ACAQ AQ CTAHAT ACA OA OIKPYXXYBameTo, 6e3
PpasAMKa Ha IPOLIMPEHHOT PETUCTap Ha IPUPOAHK MaTepUjaru (KOXKH,
Bap, KaA, TpeBa, KaMeH...). OnpeAeAeHn aMOHeHTaAHH KOHCTPYKIMH
HH OTKPHBAaaT €KCIIAMIJUTHO COOILITEH COH 3a OOHOBa Ha KyKaTa
KaKoO LleHTap Ha YOBEKOBHOT ONCTaHOK ([Ipocitiop 3a museerwe XXXI,
1990, Grizedale Forest Park, Cambria). Ayxor Ha Taa HocTaAruja ce
HCYHTYBA U BO IPOEKTOT [Ipociopu 2, peaAusHpaH 3a 45. 6ueHaAe BO
Benenwnja (1993).

Co oBa pea0 HuKOAOCKH IIpOeKTHpa rpasba IITO I 06eAMHYBa rop-
HHOT U AOAHHOT CBET: IIPBHOT U3SHAAH OA NIPHPOAHH MaTEepHjaAH, &
BTOPHOT — IIOA3EMHHUOT — 6YHapOT, CO BTPAA€HH MOHHUTOPH Ha KOH Ce
NMPHUKa’XyBaaT BHACOCHHMKH Ha IPHPOAHHTE EACMEHTH U pEeHOMEHH:
BoAaTa, BeTepoT, 3Bynure. Co rpybuTe MaTepHjaAH HEIOCPEAHO
NIpe3eMEHHU OA ONIKPY)KYBaIeTO U BrPAACHHTE IPOAYKTH HAa HOBAaTa
TEXHOAOTHja, 0OANKyBa CHHTE3a Ha CBETOBH M yKa)>KyBa Ha HUBHHOT
TECEH AHjaAOT.

Broporo aeao Ilejzan—Sug, M3A0KEHO Ha CIIOMHATaTO 6ueHaAe, Ha
NMOMHAKOB HAaYHMH M HCKAYYHTEAHO CO HaTypaAHH MaTepHjaAH TH
Cyrepupa TOAKY KapaKTEDHCTUYHHUTE BETPOBH M ABHIKEHhA HA Ka-
IPUIHOSHHOT MOPCKM 6per Bo Benenmja. CepuuTe eKCTEH3MM Ha
NPOCTOPOT, MaTePHjaAHTE M HAPATHBHTE BO HATAMOIIHHUTE IIPOEKTH
Ha Huxoaocku (Bo AHramja, ABcTpasmja, JamoHuja, MakeaoHuja)
M BKAYYyBa M MHTEPKOMYHHKAaTHBHATa, €THYKaTa M COIIMjaAHATa
KaTeropuja. AATPYHCTHYKHTE IOOYAM, IPETCTaBaTa Ha AOMOT, Ha
XpaHaTa — CUTe OBHE HOBHU AMMEH3HH BO HETOBHOT OIYC, OTKpPHBaaT
aBTOp CYIITHHCKH 3arpH>KeH 3a MelydoBeukuTe peAsanuu. Toa ce
MOTBPAYBa U HA HEroBaTa KOMIIAEKCHA IOCTABKA CO meppopmMaHC —
Hawmysawe/IIpocimopu (MCY Ckomje, 2004), kako obepAnHyBambe Ha
€THHUYKHTE, €THYKUTE, YyBCTBEHHUTE, CETUAHUTE, KYATYPHHUTE HTH.
aCIIeKTH Ha XuBeewe. Mukpo ipedes 1 (2008) ru 3aAp>KyBa TOj AYX U
TOj pUTaM.

Petre NIKOLOSKI

Prilep, 1959

Sculptor Petre Nikoloski made his debut in Skopje through a
presentation of works consisting of branches and ropes, having
indiscreetly transformed the manner of shaping, interpretation of
space, time, movement, and treatment of the immediate surroundings.
In the transparent constructions of airy, lace-like “sculptures,” the
author opens up the volume and at the same time cancels it (Object
1-5, 1989). The site-specific installations (Entrance 1, Autumn Wind,
Back Crypt, 1991-1992), made upon his migration to Great Britain,
offer argument for the permanent intention of the author to have his
artworks fully integrated into the immediate environment, regardless
of the expanded list of used natural materials (skin, lime, mud, grass,
stone...). Certain site-specific constructions offer us explicitly conveyed
dreams about restoration of the house as center of human survival
(Living Spaces XXXI, 1990, Grizedale Forest Park, Cambria). The spirit
of such nostalgia is also seen in the project called Spaces 2, intended for
the 45th Venice Biennale (1993).

By the time of this artwork, Nikoloski had wanted to project a
construction that unifies the upper and the lower worlds: the former
made from natural materials, and the latter — the underworld — a well,
with integrated monitors showing video footage of natural elements
and phenomena: water, wind, and sounds. By means of the coarse
materials directly taken from the surrounding and the integrated high-
tech products, the author wants in his works to form a synthesis of
worlds and articulates their close dialog.

The second work called Landscape — Wall, presented at the
aforementioned Venice Biennale, in different manner and by means
of natural materials, suggests the so characteristic winds and changes
seen along the whimsical Venice coastline. The series of extensions
of space, materials, and narratives, in the following projects by
Nikoloski (executed in Great Britain, Australia, Japan, Macedonia) also
incorporate the intercommunicative, ethical, and social categories.
Altruistic motives, presentation of home, of food — all these new
dimensions in his further body of work show him as an author
who is gravely concerned about interpersonal relations. That was
also acknowledged by his complex presentation accompanied by
performance: Journey/Spaces (MoCA, Skopje, 2004), as a fusion of
the ethnical, ethic, sensational, sensual, cultural, and other aspects of
living. Micro Area 1 (2008) preserves such spirit and such rhythm.



OBJEKT 3, 1988 OBJECT 3, 1988
rpanky 1 KaHam, 220 x 220 x 80 cm., concrenoct: MCY, Ckomje, uns. 6p. P.3. 528 branches, rope, 220 x 220 x 80 cm., owned by MoCA-Skopje, inv.no. P.Z. 528
npusatHa $oTO-apxnBa private photo archives
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IIPOCTOPH 2, XXXIV, 1993 SPACES 2, XXXIV, 1993
cka — Maxeponuja — Benerja, Buaco nucrasanmja (KaMeH, METaAHa KOHCTPYKIIM), TPAHKH, MoHuTopu) Scotland — Macedonia — Venice, 0 insta stone, metal truction, branches, monitors)

, IBBEACHA HAMEHCKH 3a 45. MefyHapoaHo 6uenase Bo Benermja, yuumrena 2.5 m, intended for the specific purposes of the 45th Venice Biennale, destroyed;

Pobepr Jankysocku photo: Robert Jankuloski




TIEJ3AXK - SUA, oa yukaycor MATMYHA ITYMA (1989 - 1999), 1993

IPOCTOPHA MH j MEH, IKOAKH, MOPCKA TPEBA, rp‘.\m\'n), 5x3,5x7 m. )

U3BeACHA HaMcHCKH 32 45. MefyHapoaHo 6ucHaae Bo BeHenuja, yanmrena intended for the specific purposes of the 45th Venice Biennale, destroyed
¢poro: Pobepr Jankyrocku

photo: Robert Jankuloski
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Musso MAHYEBCKH

Ckonje, 1959

IlpBuTe adMHUTETH HAa HO3HATHOT pexxucep Muado MaveBcku ce BO
AMPEKTHA KOHEKIIHja CO AUKOBHHTE YMETHOCTH.

Aoaeka BO OCYMAECETTHTE FOAMHH aKI[EHTOT Ha BH3YEAHHTE KpeallHu
e Bo cdepuTe Ha KAACHYHHTE MEAMYMH M H3Da3HOCTH, Kaj HEro ce
CAydYyBa IMOEKCIIAMIIUTHO OTIIENyBakbe OA TPAAHIIMOHAAHHMTE GOPMH: Ha
IIPETXOAHO OOMECAYBAHH HACH M PEAAHSHPAHH BO TEKCTyaAHa dopma
(mmamuporpadupann popMyaapH, IIOKaHH, IPOTPaMHM, NPALIAAHUIN),
CO MOUIHE NpPEIM3HH IPOrpaMCKH HasHayyBama Ha COAP)KHMHATa M MO-
AAAUTETHTE Ha HM3BeAOHTe. Bo HUB mapyBaar 360por, 6ykBaTa, 6pojKa-
ta. PepyknujaTa Ha HactanuTe Ha I'pymara 1AM, dopmupana op Mua-
4o MaHuYeBCKH, Ha (ppParMeHTH OA jasHKOT, TEKCTOT, KHHIaTa, GHAMOT,
¢dororpadujara, 3BYKOT, TeaoTo Ha mepPOpMepoT, (pas)roBOPOT...,
IIPETCTaByBa ACKAApallHja Ha eCTETHKATa OCAODOAECHA OA MaTEPHjaAHOTO,
0A TIPEAMETHTE, €KCIIOHATHTE MAM YMETHHYKHTE A€Aa KaKo (QH3HMYKa
peaAHOCT.

Co aHAaAMTHYKO MCTpa)kyBame Ha OIpepcAeHH deHOMeHH, 6e3 xHe-
PapXKCKO IIOCTAaByBame Ha ,MaTePHUjaAHTe 3a Tpapsba Ha AeaaTa, co
[IOBTOPyBambe Pa3AHYHH €ACMEHTH U IIPETBOpale Ha IHKTypaAHaATa
BO BepbaAHa MAY3Hja, A€jCTBYBambeTO HA MaHYEBCKH € BO OHTOAOIIKA
BPCKa CO AAAAHCTHYKHTE AUCKYPCH OA IMOYETOKOT Ha BEKOT, OAHOCHO
CO KOHIIENTYaAHUCTHTE 0A cepyMaecerTHTe. I[IpBa mHCTaAanuja Ha M.
MamnyeBcku e ,4yxoii Ha majKa mu“ (1983), mocraBeHa BO NpHUBaTeH
cran Bo CKomje: AMCTOBHTE XapTHja apaH>KHPaHH Ha IIOAOT BO AHEBHATa
NPOCTOPHja, BCYIIHOCT CE 3aPOAOLM Ha HETOBUTE KOHIIEII[UH IITO II0-
AOL{HA BAET'yBaaT BO KOHTEKCT Ha KHUTATa ,, 4yxoith #a majxa mu’ (2000
r., U3paBauka xyka ,,Tpu).

Kunrara ja COAP>XH ,,KOHIIENITYaAHaTa'  Ipara OA aBTOPOBUTE ACjCTBYBakba
BO OCYMAECETTHTE TOAMHH, a 00jaBeH € U HETOBUOT KOHy ety aruclusxu
manugeciti. IAyCTpanuuTe, rAABHO, C€ CTPHIIOBCKH jyHAIIH, poTorpadpuu
co OAyp edeKTH, ACTAAH OA BHAEO, CIIOTOBH, pekAaMH. Bo 0BOj MumKc
Ce CAydyBaaT OCBEXyBayKHTe IIPOIECH BO HEroBaTa €CTETHKA, KOja I'M
KOPHCTH HPOHH]jaTa, YECTO M LIUHU3MOT. Mrpara, ancypAOT H AOCETKATa
BO €AHa MHMHHMAaAHCTHYKA IIOCTAaHOBKA CE€ BIPAaA€HH H BO HETOBHTE
XeIleHHH3H U 1epGOpMaHCH.

Co rpynara 1 AM, Muauyo MaHYeBCKH, BO YAOTa Ha TAABEH HAEEH IIPO-
MOTOp, OpraHHM3Hpa MYATHMEAMjaAHH H MYATHAHUCIIMIIAMHApHH aK-
THBHOCTH BO AOMOT Ha MaaauTte ,,25 Maj“ Bo Cxomje (1983 u 1984) co
TEHAEHIJHO3HO HarAacyBambe Ha KOACKTHBHHOT IIPHUCTAIl BO IIPOLIECOT HA
cospaBame (PasroOBOPH, IPOEKTHPamhe GHAMOBH, MY3HKa, PEIIUTHPAE,
AUcKycuH, GoTorpadpupare, KOMyHHKalHja co myGankara). Ce crpeMese
Aa ce 3auyBa aHOHMMHOCTA Ha aKTepHUTe Ha IPyIaTa, HaCIPOTH IPYIIHOTO
A€jCTBYBarbe U A€MOKpaTH3aliMjaTa Ha yMETHOCTA.

HsBepayBase aKTHBHOCTH CO INEPMaHEHTHH pPENETHPama, IACOHA3MH,
dororpadun Ha pororpaduu, GuAMOBH Ha PHAMOBH, IIOBTOPYBAbE HA
uMero Ha I'pymara 1 AM.

BaxBara maeTopa Ha A€jCTBYBama, BO IOYETOKOT CE OABHMBA HE3aBHCHO,
I0TOA IapaA€AHO Ha HETOBUTE APYTH aKTHMBHOCTH: UTpaHHTE GHUAMOBH,
nsaoxbure Ha dororpadum, peksamure u crmoroBure. CHTe OBHE ak-
THBHOCTH C€ CBOEBHAEH KAOMHET Ha PETKOCTH BO COBPEMEHA BapH-
jaHTa, BO KOj Ce IPENAETyBaaT AYIUAHH, HDOHHUYHH, YECTO M aIICyPAHH
HAEH KaKO AMHHH Ha Bp3yBaibe Mel'y HEKOHBEHIIHOHAAHHUTE YMETHHYKH
CAydyBama oA moderokor Ha XX u noderokoT Ha XXI Bek. Ha T0j HaumH,
OHTOAOIIKHOT IIPOCTOP Ha KAOHMHETOT ja AOOMBA aypaTa Ha XOAHCTHIKH
IIPHHIIHII, 0COOEH 32 TOAEMUTE KOHIIEIITH.

H3nomcou: Hacranu Ha rpymara 1AM, MaapMHCKH KyATypeH nenrap, Ckomje,
1983, 1984; KonmenTyaAHHOT AUCKYPC BO MAaKEAOHCKAaTa AMKOBHA yMETHOCT,
MCY, Ckonje, 2003.

Milco MANCEVSKI

Skopje, 1959

The initial affinities shown by eminent movie director Milco Mancevski
were in direct connection with the fine arts.

While in the 1980s the mainstream in visual creations concentrated on
the areas of classical media and classical expressions, a more explicit
departure from traditional art forms was made by Mancevski: previously
conceived ideas and textual form execution (hectographed application
forms, invitations, programs, questionnaires), with a very precise
program indication of the content and modalities of execution. In these
works, words, letters, and numbers were predominant. The reduction
- seen in the shows performed by the group called 1 AM, formed by
Mancevski — of fragments of language, texts, books, movies, photos,
sounds, body of the performer, speech/conversation... represented a
declaration of esthetics deprived of materiality, objects, exhibit items,
or artworks as physical reality.

By analytical exploration of given phenomena, without hierarchically
itemizing “the materials” for construction of the works, by repeating
different elements and transforming of the pictural illusion into verbal
illusion, the artistic rendition made by Mancevski in these works
maintained an ontological connection with the Dadaist discourses of
the early 20th century, or with the conceptualists of the 1970s. The
first installation made by Mancevski was Spirit of My Mother (1983),
presented in a private apartment in Skopje: sheets of paper, arranged on
the floor of the sitting room, were actually the source of his conceptions
that were later incorporated in the context of his book called Spirit of My
Mother (2000, “Tri” Publishing House, Skopje).

The book contains “the conceptual” material used in the artistic
activity of the author in the 1980s. His Conceptualist Manifesto was
also published. Mostly, the illustrations represent comic-book heroes,
photos with blurred effects, details from videos, spots, ads. In such
mixture, refreshing processes appeared in his art esthetics, which used
irony and, often, cynicism. Games, absurd, and wittiness in a minimalist
staging were also incorporated in his happenings and performances.
With his group 1 AM, Milco Mancevski, as chief conception promoter,
organized multimedia and multidiscipline activities in the then “25
May” Youth Culture Center (MKC) in Skopje (1983 and 1984), by
means of tendentious articulation of the collective approach in the
creation process (talks, movie projection, music, recitals, discussions,
taking photos, communication with the audience). The inclination was
to preserve the anonymity of the group members, as opposed to the
group activity and democratization of art.

The group members executed activities having perpetual repetitions,
pleonasms, photos affixed on other photos, movies in movies, repeating
the name of the 1 AM group.

At the outset, such a plethora of actions took place independently, then
simultaneously with his other activities: full-feature movies, photo
exhibitions, ads, and spots. All these activities represent a unique cabinet
de merveilles in modern version, where lucid, ironical, and often even
absurd ideas get interleaved, like some kind of connection lines among
the non-conventional events from the beginning of the 20th and 21st
centuries. Thus, the ontological space of the ‘cabinet’ acquires the aura
of a holistic principle that is specific for great concepts.

Exhibitions: Shows by the 1 AM group, MKC, Skopje, 1983, 1984; Conceptual
Discourse in Macedonian Fine Arts, MoCA, Skopje, 2003.



AYXOT HA MAJKA MU, 1983
uncTaranuja (yprexu, rekctosu, pororpadpun), Cronje, cran na C.A., poro: Mckpa Aumurposa

SPIRIT OF MY MOTHER, 1983
installation (drawings, texts, photos), Skopje, apartment owned by S.A. photo: Iskra Dimitrova
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1,74,1983

DALI FILM MORA DA IMA PRICU? / DALI FILM MORA DA IMA SLIKU...

napye ¢uaM GUKCHPaHO Ha manmporpadupan TeKCT BP3 XapTija, A4 ¢opMat, CONCTBCHOCT Ha ABTOPOT
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bude eksnoniran?
bude nrikazan?
sadrii traku?

nostoii da bi bio film?

1,74,1983
DOES A MOVIE HAVE TO HAVE A STORY? / DOES A MOVIE HAVE TO HAVE A PICTURE...
a piece of film affixed on a hectographed text on paper, A4 format, owned by the author
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ITOKAHA, 1983 INVITATION, 1983
Ao norenuujasnnor nocerurea, 91000 Cronje, manuporpagupan TekeT Ha xaptija (nHTepBeHIMja co 6oja) To the Potential Visitor, 91000 Skopje, hectographed text on paper (intervention with color)
A4 dpopmar, concreHoct 1 ¢pororpaduja Ha aBTOpoT A4 format, owned and photo by the author
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Cranko ITABAECKH

EpexoBuu, 1959

Hako nppmafa Ha reHepanujaTa Ha [aurop Credanos, ITlerpe Huxo-
AockH, Maprapura Krceandka 1 Ap., KOja ro HeryBa MHKPOKOCMOCOT H
HALIMOHAAHOTO (COCPEAOTOUEHH Ha ,,CHPOMAIIIHATA YMETHOCT * — arte po-
vera) 3a Aaro TpaHcdepupa HaHaABOD, [TaBAecky ce pa3BuBa BO o6paTHa
HAaCOKa: TPTHYBa OA TAOGAAHHOT KyATYPEH apeaA KOH PeTHOHAAHHOT.
Bo mpBuTe AeAa HeryBa MHHHMAAMCTHYKHM HCKas (LUKAyC Azoanu
ceH3ayuu) BO KOW Ce HaMeTHyBa HETaTHBHHMOT BOAYMEH, KOHTypaTa
HAM NAOIITHHATA. I10 eAHa roprMHa, pOpMHTE IIOYHYBAAT Ad CE ITIOAHAT,
TEH3HjaTa Ad pacTe ¥ KOMIIAKTHOCTa Aa AOGHBA BO 3HAYCHE.

CAeAHHTE CKYANITYPH TH IPaAH OA AGAOBHTE Ha PasTPAAECHOTO HAH
HMHTEIPAAHOTO TEAO Ha KOIJKaTa, KPyroT, TPHaroAHUKOT. Cakajku Aa ro
AEKOHCTPyHpa MHTOT 3a MHHHMAaAHM3MOT, TOj I'M BHECYBa ,,MOAEPHHOT
AMHAMH3aM"“ U ,,TEXHOAOIIKHOT uMieparus‘. Ha Toj HadnH aBTOPOT ce
OAAaA€dyBa OA KOHCTPYKTHBHCTHYKOTO OOeAeXje Ha MHHHMAAH3MOT,
CTpeMejKH ce KOH MeHyBarbe Ha AepHUHHIIHjaTa BO OBaa Hacoka. AeAOTO
Apxuitiexitionu — ticuxogpobuunu II mpeTCTaByBa ACA OA LHKAYCOT pea-
AM3aIUH IIPETCTABEHH Ha CAMOCTOjHATa H3A0X6a Ha aBTopoT Bo MCY
(1991). OBaa KOH3HUCTEHTHAa M KOMIIAaKTHA IIAACTHKA Ce OCTBapyBa Ha
peAaIHUTe APXUTEKTYPa—CKYANTYpa—AM3ajH, CO3AABajKH I[€AMHA BO
KOja ce CTOIlyBa MAEHTHUTETCKAaTa CTPYKTypa Ha HaBEACHHTE OOAACTH.
A€AOTO e peaAmM3HpaHO BO BHA Ha CKaAHMAQ IITO C€ HACOYEHH Harope
BO HeEOIIpeAeA€Ha, MeTapU3HIKa HACOKA. [eOMETPH3MOT € aHHMHpAH
NpeKy paMHOIIPaBHO CIIPOBEAECHHOT PHTaM Ha IPEAMMEH3HOHHPaHHUTE
cTamaAa Ha CKaAMAOTO. ATICypAHATa IOCTaBEHOCT, HOTIPEHOCT Ha SUAOT
ymaryBa Ha 6e3H3Ae3Ha TO3HIHja, HO MOXKE A C€ TOAKYBA M KAKO I1aT KOH
oHocTpaHOcTa. COAP>XKH HEKAKOB MarpUTOBCKH ITMHH3aM, €ACH IICHXO-
$11A030dCKM aHTAXKMAH KOj TO OAACAYBA OA XEPMETH3MOT M OTYI€HOCTa
KapaKTePUCTUYHH 32 MHHHMAaAHCTHTE OA CPEAMHATa Ha MHHATHOT BEK
(Aonaap Llap, Kapa Auppe).

BHuMaTeAHHOT M360p M MajCTOPHUCYBAETO CO PaSHOBHAHHTE MaTe-
pHjasu e ocobeHOo U 3a aesata Csemom 60 Koyka... u Metmaina ana-
womuja... Meryroa, aBTOpPOT IO CMeTa 33 HEAOBOAEH PEHOMEHOAOIIKHOT
E€HTHUTET BO OBHE IIOAHH MHCTAaAAI[UH U 3aTOAa BO MECHHIOBHUTE IIAOYH
eKCIIAMITUTHO TH ITU3EAHPa CBOUTE PAa3MHCAH 32 BPEMETO, PEaKIIHUTE 3a
aKTyEAHHTE COCTOjOH, TBOPEUYKHUTE AUAEMH U AAMEHTAIHH.
TexcTyaAHOTO IpETCTaBYBakbe Ha HAJHHTHUMHHUTE CAOEBH, KaKO 3paderbha
CIIOEHH CO HAABOPELIHHUTE BAMjaHH]ja, IIOBPATHO Ce pePAEKTHPAAT KOH
raepaaduor. IToBeke eAeMEHTH BAHjaaT OBHE TBOPOH Ad Ce AOXKHMBYBAaT M
KaKO HEKaKOB BUA €IIUTPaMH.

Hapeannre ropaunn ITaBAeckH cé€ IMOBEKe IO OCBOjyBa IIOAETO Ha
AECTPH3MOT, CBEAYBajKH ja KOHIIENTyaAHaTa IAar$popMa Ha AEAOTO Ha
KHHTA. 3aHaeTYHCKaTa IPEeLM3HOCT, IPErHAHTHOCTA Ha H3paboTKaTa U
cepHO3HaTa 06pabOTKa Ha KOHILENTOT, Ce IIOCTOjaHH 0beAeXja Ha CHUTE
HETOBH A€Aa, 0€3 pasAHKa Ha IIEPHOAOT Ha HUBHATA peaAHsalyja.

H3znomcbu: 3a Apxurextonn II: ,,FCOMCTPI/II/I“, MCY - Bearpaga, 3arpe6 u Ckorje;
MoaepHa rasepuja — /oy6mana u Pruexa u Bo rasepunre Bo CapaeBo, Cy6orunua,
Mapu6op u Ap., 1990; camocTojna n3sox6a, MCY, Cxormje, 1997.

Cseror Bo Komnxa.. n MeraaHa aHatomwuja.. IpymHa H3AOXKGa ,3paderma —
PeljeHTHa MaKeAOHCKa AMKOBHa yMeTHOCT  (,Radiations — Recent Macedonian
Fine Art“), Bayerische Landesbank Galerie, Murxen, 1998; LenTap 3a KyATypHa
AEKOHTaMHuHaIuja, Bearpaa, 1998; Mysej Ha coBpemenaTa ymerHoct, Ckomje,
1998 u Japan Foundation Forum, Gallery, Toxuo, 2000.

Stanko PAVLESKI

Erekovci, 1959

Although belonging to the generation of artists such as Gligor Stefanov,
Petre Nikoloski, Margarita Kiselicka, etc., that pursues the microcosm
and the national context (focused on “the poor art” - arte povera), in order
to transfer them towards the outside, Pavleski chose to take the opposite
road of development: departing from the global cultural range in the
direction of the regional context.

His early works pursue minimalist statements (cycle Angular Sensations),
which is articulated by negative volume, contour, or plane. After a year
or so, forms in his works become full, their tension gets higher, and
compactness is more significant.

His later sculptures are made from pieces of deconstructed or integral
forms of a cube, circle, and triangle. Wishing to deconstruct the myth of
minimalism, the artist then decided to introduce “modern dynamism”
and “technological imperative” in his artworks. Thus, he departed from
the constructivist trait of modernism, trying to change the very definition
in this direction. His work called Architectons — Psychophobic II was part
of a cycle of art production that was shown during his solo exhibition at
MoCA, Skopje (1991). This consistent and compact plastic is artistically
executed in correlation among architecture, sculpture, and design,
thus creating a whole that melts the identity structure of the previously
mentioned areas. This artwork is made in form of a stairway leading
upwards, into an undetermined, metaphysical direction. Geometrism is
brought to the foreground through the equally executed rhythm of the
overstated footprints on the stairway. The absurd position — leaning on
the wall — denotes a no-exit situation; still, it could also be interpreted as
a road to the other world or the other side. It can be said that it contains
some type of Magritte-like cynicism, a specific psycho-philosophical
engagement that separates it from the hermeticism and alienation
characteristic for the minimalists of the middle of the 20th century
(Donald Judd, Carl Andre).

The careful choice and the mastery skill in treatment of the different
types of materials are also evident in the works World in Cube... and Metal
Anatomy... Still, the author considered the phenomenological entity in
these floor installations insufficient; hence, he chiseled his reflections on
the times, reactions to topicalissues, creative dilemmas, and lamentations.
The textual representation of the most intimate layers, as radiance
merged with the external influence, is reflected back to the viewer. Several
elements make these works to be experienced as some type of epigrams
as well.

In the years that followed, Pavleski would increasingly focus on artistic
consideration in the field of lettrism, by reducing the conceptual platform
of an artwork to a book. Precision of a skillful artisan, conciseness in
execution, and serious elaboration of the concept have been permanent
traits found in all his works, regardless of the period of their making.

Exhibitions: for Architectons... II in: "Geometries", MoCA-Belgrade, MoCA-
Zagreb, and MoCA-Skopje; Modern Gallery-Ljubljana, and Modern Gallery-
Zagreb, and local galleries in Sarajevo, Subotica, Maribor, etc., 1990; solo
exhibition, MoCA-Skopje, 1997.

World in Cube... and Mental Anatomy...: Joint exhibition ,,Radiations — Recent
Macedonian Fine Art“at: Bayerische Landesbank Galerie, Munich, 1998; Center
for Cultural Decontamination, Belgrade, 1998; Museum of Contemporary Art,

Skopje, 1998; Japan Foundation Forum, Gallery, Tokyo, 2000.



ATEKTOHH - ICUXOPOBHUYHM 11, 1989 / 1990 ARCHITECTONS - PSYCHOPHOBICII, 1989/1990
3aBapeH NATHHUPaH MeTas, 250 x 60 x 180 cm., concrsenoct: Harmonasna rasepuja na Makesonuja welded patinated metal, 250 x 60 x 180 cm., owned by the National Gallery of Macedonia
¢oro-apxuB Ha Llenrapor 3a coBpemena ymernoct, Cronje (Pymen Kamuaos) photo archives of the Center for Contemporary Arts, Skopje (Rumen Kamilov)
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METAAHA AHATOMHJA UAH 3A AYBOBTA - SBE3AA - IITHLIA - KYKA, 1995/97
uHCTaAanuja (MECHHT, 3aBPTKH, AMCHO OAOBO, TeKCT), 260 x 175 cm.
A€AOTO € HcyesHato, poro-apxus Ha MCY, Cronje (Pobepr Jankyaocku)

METAL ANATOMY ORABOUT LOVE - STAR-BIRD-HOUSE, 1995/1997
installation (brass, nuts, cast lead, text), 260 x 175 cm.
lost work of art, photo archives of MoCA, Skopje (Robert Jankuloski)



CBETOT BO KOLIKA MAH BO KPYT -

EHEPTETCKU TPAH®EP - CE E ITAPYE - CE E IPOSUPHO, 1996/97
MHCTaAQIHja (Mecuﬂr, KOXa, SBpTKa), 200x 120 cm.

ACAOTO ¢ ucyesHaro, goro-apxus na MCY, Cxonje (Pobepr Jankyrocku)

‘WORLD IN CUBE OR IN CIRCLE -

ENERGY TRANSFER - ALL IS PIECE - ALL IS TRANSPARENT, 1996/1997
installation (brass, skin, nut), 200 x 120 cm.

lost work of art, photo archives of MoCA, Skopje (Robert Jankuloski)
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Po6epr TAUTOPOB

Kpupa ITasanka, 1960

Tunor Ha dororpaduja co koja ce 3aHMMaBa PobepT IAHTopos, Koj
>xuBee BO Mraauja (MuaaHo), ymaTyBa Ha Ipallara PeACBaHTHH Ha
ACHEITHATa 3arpo3eHa eAuHKa. OTTyKa e AOTHYHO Aa CE OYeKyBa Taa Ad
IpeTEeHAMpPa Ha AOMEHOT KOj € BO IIOTpara IO COICTBEHHOT HAECHTHTET.
Cocroj6uTe Ha OBa HCTpPaXKyBame, GpoTorpadoT I CHHMA OTBOPEHO
M AEKAAPATHBHO, HE 3€MajKH TM IPEABHA IOCACAHMIIMTE ILITO MOXKAT
Ad NIPOMBAE3AT OA HEIIOYUTYBAaIbETO Ha OTPPAEHHTE IpaBHAA. 3HAYH,
»3aMIDKYBajKH  IIPEA ONMPEACACHH MOPAAHH KOAOBH, CBECHO HABACTYBa,
T AOIIMPA M I'M IPETCTABYBa IIPOCTOPUTE HA OAOMBHOTO, HA TACTKHTE
Ha abject-HoTo. Bo OCHOBa, OBaa IIOCTAaNKa He € HOBa M HEAO3BOACHA,
HaIIPOTHB — 4eCTO Ce jaByBa BO AeAaTa Ha PEAHIIA CBETCKHM CAHKApH,
¢oTorpadu, Bupacoasropu (Cunau Illepman, Jana Illtep6ax, J)KeHeBnen
Kaawne). HenmpujaTHOTO 3a raepame TAMIopos ro maxysa Bo y6aBa aMm-
6asa)ka, 3aCHOBaHa Ha ITONI—PETOPHKATA M HA ,TE€AATa" Ha PEKAAMHHUTE
6na6opau (orpomuu, y6aBo uspaborenu cibachrome ¢ororpadun,
CO BIEYaTAMBH 6OH M CO aTPaKTHBHHM II03H). Toa O3HauyBa €ACH BHA
CHMYyAaIlMja Ha OABPaTHOTO, HETOBA €CTETH3allMja. 3rpO3yBauKOTO HH
CTaHyBa 3a0aBHO, HC HAcOYyBa KOH 3aIlpAIIaHOCT, IO APasHH oy6O-
MUTCTBOTO. 3aToa HallaTa peakilMja IPeA OBHE A€AQ IO HCKAyJyBa
IIOKOT M 3aCTPAIlyBaYKOTO, OAHOCHO OBHE KaTETOPHH I'M 3aMEHYBa CO
Hrpa, aTpakii¥ja MAM IITOC. BO KOHTEKCT Ha M3HECEHOTO € M XKeAbara
TEAOTO (Haj4ecTo aBTOPOBOTO) Ad CE 3eMe KAKO MEANYM 3a COOIILITYBAbE
Ha COIICTBEHHTE HEAOYMHIIH, TpayMH M Bo36yAH. ITocTamkara Moxe Aa
ce pasbepe KaKko TEHACHIIMO3HA 3aA0XK0a 3a aBToTepanuja. bes pasauka
Ha MEAHYMOT, Taa COCTO0j0a Ha aBTOpedepPeHIIMjaAHOCT U abjeKTHOCT e
napaAeAHa 3a HErOBHTe IeppopMaHCH.

H3.10c6u: camocTojHa H3A0XK6a, Mysej Ha rpap Cxomje, 1998.

Robert GLIGOROV

Kriva Palanka, 1960

The type of photography pursued by Robert Gligorov, who now
resides in Italy (Milan), involves questions that are relevant to the
endangered individual of the present. Hence, it is logical to expect
that such photography would aspire to the domain that is in search of
its own identity. The photograph openly and declaratively records the
circumstances involved in this exploration, not taking into consideration
the consequences that might come out from disrespect of the rejected
rules and principles. Hence, by “not keeping his eyes on” certain codes,
he intentionally penetrates, touches, and shows the zones of the revulsive,
the sights of the abject. Basically, this procedure is not something new
and forbidden; on the contrary, this appears in the works made by
many world-class painters, photographs, video artists (Cindy Sherman,
Jana Sterbak, Geneviéve Cadieux). Gligorov packs something that is
horrible to see in rather fine-looking wrapping material based on pop
rhetoric and “the bodies” of the advertising billboards (huge, beautifully
made cibachrome photos, having striking colors and attractive poses).
This implies a specific simulation of the abject, its estheticization. The
horrible becomes amusing; it leads us to raiseing questions; it stimulates
our curiosity. Hence, our reaction to these works is void of any shock and
horrification; in other words, these categories are replaced with game,
attraction, or trick. In context of the aforementioned one can also trace
the very wish of the author to see the human body (most often, his own)
as some kind of medium for announcing his own dilemmas, trauma, and
excitement. Such procedure can be perceived as an intentional effort to
pursue self-therapy. Regardless of the medium used, such state of self-
reference and abjectness is parallel in his performances.

Exhibitions: Solo exhibition, Museum of the City of Skopje, 1998.



TPU BAPU HA ITATOT, 1997
neppopmanc, kap6oH nevat Ha aaymunuyM (potorpaduja op nepdopmanc), 120 x 100 cm.
COIICTBEHOCT U 4)0T0‘3PXPIBH Ha aBTOpOT

THREE PONDS ON THE ROAD, 1997
performance, carbon print on aluminum (photo of the performance), 120 x 100 cm.
owned by the author, photo archives of the author
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Ucmer PAMUKEBUK

Ay6nuna, BocHa u Xepierosuna, 1960

IIpBOTO AHKOBHO sybomuTcTBO Ha McMeT PaMHKEBHK ce IOBp3yBa
CO MHHHMAaAHMCTHYKATa ITAACTHKA, TAABHO paboTeHa BO MeTaA, IIO-
TOa CAEAAT pELIeHHja CO MOM-apPTHCTHYKH O3HadeHOCTH (Aaxcuyu
1999; Boaxa + Xpana = Cysenup 1999). IlokoxepeHTHa peaAH3ariuja
e Objeximomm II op 1991 (oa nukaycor Tpeiieperva), Haxo co3paBa Xu6-
PHAHO CIIOjyBake Ha CAHMKATa, CKyAllTypaTa U peajedor. IlocraBena
Ha SHAHA NOBPIIMHA, Taa BO OCHOBAa I'M IIOMHPYBa aHTarOHHU3MHTE
Mel'y CIIOMHATHUTE AUCITUIIAMHH.

BucTnHCckaTa aBTOpPCKa apTHKyAaIjHja ce CAydyBa Bo 1998 ropuHa co
uHCTasanujara Adasupunis 111, I3BBOHPEAHO AEAO KOE Ha BIIEYATAHUB
HayMH yCIeBa Aa IO OCMHCAHM IIOAHHOT NPOCTOP Ha HeKOraurHaTa
CIX rasepuja (cera LlenTap 3a coBpeMeHH yMeTHOCTH). Kako HuTY
— apxuTeKTypa (BHATpEIIHA) — HHUTY — II€jda’k, HO M KaKO Ilej3ak—
apXHTEKTYpa, KOja IOBTOPHO BKAy4yBa BO HTPa CBOEBUAHO ABOjCTBO,
Taa Ha OPUTMHAACH M HaTAaC€HO MHBEHTHUBEH Ha4MH I'M KOPHUCTH Xap-
THEHHUTE [[eBKH OA IIEYaTCHUTE MEAMYMH (TAaBHO BECHHIIH).
3aTBOopeHaTa MarHja BrHE3AEHA BO CPIIeBUHATA HA MEAHAPHTE OA Xap-
THja ja BOCKPECHYBa CAOXKEHATa apMaTypa Ha KOHLENTOT (TajHUTe U
IpenAeTyBambara Ha MHIIAaHHOT 360p KO Mel'yce6HO ce IperpHyBaar,
HO HCTOBPEMEHO U CE 3aAYIIyBaaT BO EACH BABHAOHCKH ra AUMATH]ac),
HACIIPOTH KPajHO NMPO3aHYHaTa GPAEHOCT Ha HAIIMIIAHHOT AMCKYPC
BP3 IIOAOT IIO KOj rasar noceruresuTe. KoHTpacTHpameTo Ha BO3BH-
IIIEHOTO ¥ 6AaHAAHOTO TH PACIPOCTHPA IIUBHAN3AIIUCKHUTE AOCTPEAH
1 HHBHaTa ePeMEepHOCT, 'l KOHPpPOHTHpa apabeckHHTE GOPMH CO
acpaATHATA MOHOTOHHja. BO KOHTEKCT Ha PasMHCAyBamara Ha TEO-
pernuapkata Posaamnp Kpayc, oBaa mHcTaAaljmja MOXe Aa Ce IIPO-
TOAKYBAa M KaKO HarAaceHa apTHHIIMjaAHA BapHjaHTa Ha jalIOHCKHUTE
3eH TPaAMHH, Ha CPEAHOBEKOBHHTE TIAPKOBH H AABUPHUHTH, A MECTa
Ha PUTYaAHHTE H3BEAOH Ha AHTUYIKHUTE KYATYPHH CAYyIyBamba.
Aasupunitioni Ha PaMHKeBHK TH 06AHKYBa IIPOCTOPOT M HacoKara II0
KOja Ce ABFDKH I'A€AAYOT, BIPAACHH BO CaMaTa apXHTEKTypa Ha CKYA-
NITypaTa BO HEj3SHHOTO IPOLIMPEHO 3HaYemhe. Bo cexoj cAydaj, meayro3aTa
€ KOPHCTeHa BO Hej3MHaTa LIHBHAU3AIMCKa BapHjaHTa (MUIIaH 360p), BO
MaHHp KOj TH CyrepHpa NPHPOAHHTE ABIDKEHha Ha €HEPTUUTE KOM He
MO>KEA A TH H3ABOM OA AAQOOKHTE 3HaUCHa BIIMCHH BO MEAHAEPCKATa H
MaHTPHUYKATa IIEMA HA OBA AEAO CO CAOXKEHA OHTOAOTHja.

Ha eapeH MOIIHe CIIOHTaH HAa4HH, L[€BKHUTE OA BECHHIJM Ke CTaHAT
OpeHAMpaHa AMKOBHA rpara Ha PaMuKeBHK (Koja Ke ce IojaByBa BO
HETOBHTE MAHH MYATHMEAHMjaAHH MHCTaAal[MM), IITO acoIjHpaar Ha
SHAOBH, OM6ANOTEKU U CA. (Baes 60 Adasupuniniows 1998, usBeAeHO BO
MKLI, Ckomje), moToa KaKO KHAMMH MAH SHAHU Aekopauuu (Hugo
wrxaenuna, 2005, peaansupaHa Bo AayT-IallMHHOT aMaM, CKOI‘IjC),
NPETBOPAjKH Ce BO EACH BHA YHHMBEP3AaAEH IPaACKEH MaTepHjaA 3a
00AMKyBame Ha BHATPEIIHATA apXUTEKTYypa.

Ismet RAMICEVIC

Dubnica, Bosnia and Herzegovina, 1960

The initial artinclination of Ismet Ramicevicis in context of minimalist
plastic, mostly made in metal; later he offers pop art connotations in his
works (Spoons, 1999; Pain + Food = Souvenir, 1999). A more coherent
implementation is seen in Object II, made in 1991 (part of the cycle
Vibrations), although there is a hybrid combination of the picture,
the sculpture, and the relief. Set on a wall surface, basically this work
reconciles antagonisms among the aforementioned art disciplines.

A genuine artist articulation takes place in 1998 by making the
installation Labyrinth III, a rather remarkable work that manages
impressively to give a meaning to the flooring of the then CIX Gallery
(now Center for Contemporary Arts). Neither like architecture
(interior), nor like landscape, nor like some landscape architecture that
has again some double elements, in an original and very articulated
manner this installation makes use of paper tubes made from printed
media (mostly from daily newspapers). The locked magic — nested
in the core of the paper-made meanders — resurrects the complex
fixture of the concept (secrets and interweaving of the written word
that embrace each other and, at the same time, choke each other in
context of a Babylonian-like mess), as opposed to the very prosaic
hurling of the written discourse onto the floor on which the viewers
walk. Contrasting the sublime and the banal unfolds the civilization
achievements and their ephemeralness; it confronts the arabesque
forms with the asphalt monotony. Further to the deliberations made by
theoretician Rosalind E. Krauss, this installation can be also perceived
as an articulated artificial variation of the Japanese Zen gardens, the
Middle-Ages parks and labyrinths, or even as sites used for the ritual
performances in the ancient cultural festivals. Labyrinth by Ramicevic
shapes the space and direction used by the viewers and incorporated in
the very architecture of the sculpture in its expanded meaning. In any
case, cellulose is used in its civilizational variations (the written word),
in a manner that suggests the natural passages of energies, which one
was not able to separate from the deep meanings absorbed into the
meander and matrix pattern of this work with complex ontology.

In a spontaneous manner, these paper-made tubes would later become
the characteristic artistic building material of Ramicevic (to be seen
in his future multimedia installations), tubes that remind one of walls,
libraries, etc. (Labyrinth Entrance, 1998, performed at MKC, Skopje),
then of carpets or wall decorations (Info Fabric, 2005, performed at the
Daut Pasha Hammam, Skopje), thus being transformed into a unique
universal building material for shaping the interior architecture.



AHTEA 1 BPOEBH, 1996

uHcrasanuja, Iudre amam

ANGLE AND NUMBERS, 1996
installation, Cifte Amam
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AABHUPHHT III, 1998

TToana uHcTaAaqua (cﬂocpa‘mo HATIPaBEHH 1I€BKH OA BECHHI[H 1 cnncaHuja)
CIX raacpuja, Cxonje (LleHTap 3a coBpeMeHa yMETHOCT)

¢oro - apxusa na Llenrapor 3a coBpemena ymerunoct, Cxornje

LABYRINTH III, 1998

floor installation (hand-made tubes using daily newspapers and magazines)
CIX Gallery, Skopje (Center for Contemporary Arts)

photo arhives of the Center for Contemporary Arts, Skopje



LABYRINTH III, 1998

AABHUPHUHTIIL, 1998
CTan

detail
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3aarko TPAJKOBCKH

Ckomje, 1960

Bo moueroxor 3aaTko TpajKOBCKH, NPEOKYIHPaH CO KOAAXKHATA
TEXHMKA, Hea ja €KCIIAOATHpa BO HACOKAa Ha aHHMAIHja Ha BHAEO-
npoexture. OA cpepAHMHAaTa Ha OCYMAECETTUTE TOAUHH Ha ABA€CETTHOT
BEeK, KOAaXHHTE DeaAM3allMHd CTaHyBaaT BIEYaTAHBH EHTHTETH
()Ke/Lesuau_msasem,l99S;B/mz'osecu_me,l986—87).KOMHOHHpaHH ceHa
ABaHAaYMHA:HMAHKAKOLIEAOCHOHCIIOAHYBaHhEeHAIIOBPIIMHATAHAAEAOTO
HAH KaKO HCEYOIIH I'PHXKAHBO apaH)XHPAaHH BP3 eAHOOOjHA ITOAAOTA.
PasHOBHAHH CEYEHKH OA BECHHIIH, CIHCAaHHja HAH OA MOHOXPOMHA
XapTHja, CO ACAUKAaTHHU ANKOBHH HHTEPBEHI[HH ja CO3AaBaaT BU3HjaTa
Ha HETOBHOT MHHH CBET, PacKaXaH CO AOMHHAHTHHUTE KOHOTAIJUH
Ha TypOyACHTHOTO BpeMe (BOjHHTE, €pOTHKATra, peAHrHjara...). Bo
copaboTka co koserute AsekcaHaap CTaHKOBCKH U AparaH AbjaHuUK,
peaAnsupa M HEKOAKY BHAeO-apT Aeaa (Bauckocit, Koxuno, Apama
Ha upoionoi). HeCIIOKOjJHHOT TBOPEYKH TEMIIEPAMEHT IOAOLHA IO
HMHBECTHPA BO HEKOAKY HepPOpMaHCH HAa Pa3SAMYHH AOKAIIHH BO
Cxomje (1991). K1 6e3Apyro, KaKo YACH Ha IPyIaTa ,3epo” y4ecTByBa
BO BOHMHCTHTYIJHOHAAHHUTE AEJHOCTH IpH H3paboTkara Ha
MYpaAHTE Ha OTBOPEHU HAHM 3aTBOpeHH Aokanuu Bo Cxomje (MKII,
yunaumrero ,Tedejys”, yandnu mpocropu). MyATHMeAMjaAHHTE
npakTukd Ha 3. TpajkoBckH (KOAaXKH, BUAEO, AaHMMAIIHH, MYDPaAH,
neppopmaHcH) HajepeKTHO Ce APTHKYAHPAAT BO HETOBaTa CAOEBHTA
nHcrasanuja “Qui sait, lorsque le Ciel nous frappe de ses coups, Si le plus
grand Malbeur n'est pas un bien pour nous”, (,Kora He60T0 Ke ce ypHe,
KOj3HAE AAAH HajTOAEMOTO 3A0 Ke 6uae A06po 3a Hac™). O6GeaexjaTa
Ha CIIOMEHAaTHTE AEjCTBYBarmba Ha aBTOPOT IIOMHAKy ce AepHHHpaaT
BO KOMIIAEKCHATa Hapallyja Ha oBaa MHcTaranuja. Pparmenranujara
Ha IPETCTAaBHTE H HACTOjyBamaTa HACHAHO, apTHQHIIMjaAHO Ad
Ce CpeAH XaoCOT BO ONKPY)XYBAambETO, HA YAHIIUTE M HHU3 IIEAHOT
CBET, C¢ Aa Ce CIIOM BO €AHO EAHMHCTBO (IIO3HATaTa MaplieAHs3aliuja
Ha NPETCTABUTE BO MYPAaAHUTE U KOAAXHTE, BO HHCTaAanujara Qui
sait.. ce mpeoOpasyBaaT BO IIOBHaTpeuiHyBame. Co3AaBameTo
Ha eAHa HMHTHMHa aTMocdepa, KaKoO 3aMeHa 3a HaABOpENIHATa
HECPEAEHOCT, Ce apTHKYAMpa KaKo 3aTBOPEH AOMallleH aMOMEHT Co
CAMKH, IAOYH, IIHjaHO, TEAEBU30PH, ayAHO €)EKTH... BO KOH aBTOPOT
KaKO €AMHKA CaKa Aa ce caMoIpeobpasu, Aa MPEMHHE BO COCTOj6a
Ha KaTap3a: peAaKCHpPayK{ MUTOBH, COHMINTA, MEYTaekkha, TOIAMHA
1 OAMCKOCT, 6Aar0COCTOj6H Ha AYXOT M MHCAATa, A HCIEKOPH, Ad TO
HaAMHHE HEPEAOT H Aa IO IPHIIMTOMH HECIOKOjCTBOTO M TEH3HHTE.
TpaHcLeHAECHIIUjaTa € BO POKYCOT Ha OBOj IPOEKT.

H3snomcbu: XKeresnaia 3aseca e usaaraHa Ha PETPOCHEKTHBATA Ha IPyHara
»3epo, HI'M, Maaa cranuna, Cxomje.

Zlatko TRAJKOVSKI

Skopje, 1960

Initially Zlatko Trajkovski, preoccupied with the collage technique,
exploited it for the animation of his video projects. Since the mid-
eighties of the twentieth century, his collage productions have
become striking entities per se (Iron Curtain 1995; Annunciation,
1986-87). They have been composed in two ways: either as entire
fulfillment of the surface of the work or as clips neatly arranged on
monochromatic background. Versatile cutouts from newspapers,
magazines or monochrome paper with delicate artistic interventions
have created the vision of his own tiny world, narrated by dominant
connotations of the turbulent times (wars, eroticism, religion...).
In collaboration with colleagues Aleksandar Stankovski and
Dragan Abjanic, he produced several video art works (Familiarity,
Kokino, Drama of Persecution). He later invested his restless
creative temperament into several art performances at various
locations in Skopje (1991). And of course, as a member of the group
"Zero," he participated in non-institutional activities during the
production of murals at open or closed locations in Skopje (MKC;
"Tefejuz" primary school; street spaces). Multimedia practices of
Z. Trajkovski (collages, videos, animations, murals, performances)
were most effectively articulated in his layered installation called
"Qui sait, lorsque le Ciel nous frappe de ses coups, Si le plus grand
Malbeur n'est pas un bien pour nous”, ("When the sky will collapse,
who knows whether the greatest evil would be good for us"). The
attributes of the mentioned activities of the artist were somewhat
differently defined in the complex narrative of this installation. The
fragmentation of images and efforts violently and artificially to fix
the chaos in the environment, on the streets and around the world,
to merge everything into single unity (well-known parceling out
of the images in murals and collages), in the previously mentioned
installation Qui sait... were transformed into internalization. The
creation of an intimate atmosphere as a substitute for external
unsettled was articulated as a closed home setting with paintings,
records, piano, TV sets, sound effects... where the author as an
individual would want to transform himself, to go to a catharsis
situation: relaxing moments, dreams, yearnings, warmth and
closeness, wellbeing of thought and spirit, to step forward, to
overcome the disorder and to mitigate the anxiety and tension.
Transcendence was the focus of this project.

Exhibitions: Iron Curtain was shown at a retrospective of the group “Zero,”NGM,
Mala Stanica, Skopje.



JKEAE3HA 3ABECA, 1985 IRON CURTAIN, 1985

KoAaK, 70 x 50 cM., CONCTBEHOCT Ha ABTOPOT, IpUBaTHA GOTO- APXHBA collage, 70 x 50 cm.; owned by the artist; private photo archives
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“QUISAIT, LORSQUE LE CIEL NOUS FRAPPE DE SES COUPS,

SILE PLUS GRAND MALHEUR N’EST PAS UN BIEN POURNOUS”

(»Korane6oro ke ce ypHe, kojsHae AaAH HajroAeMOTO 340 ke 6rae A06po 3a mac”), 1994
nHcTasanuja (ayAMOCHUMKH, MOHUTOPH, BpaMeHI GOTOrpadui — KOAQXKH, TEKCT, THjaHO U APYTH
npeamern), poro-apxusa na MI'C, Cxonje; nHcTaranmjata ¢ peasnsupana Bo Myaejor na I'pag Cronje;

"(lI—JI SAIT, LORSQUE LE CIEL NOUS FRAPPE DE SES COUPS,

SILE PLUS GRAND MALHEURN'EST PAS UN BIEN POURNOUS"

("When the sky will collapse, who knows whether the greatest evil would be good for us"), 1994
installation (audio recordings, monitors, framed photos - collages, text, piano and other items)

photo archives MCS, Skopje; the installation was executed at the MCS, Skopje



AATAP, 1994 ALTAR, 1994

BHACOMHCTAAAIM]A, TPETCTABEHA HA n3A0K6a Kyruja co cankwu, 1994-1995 video installation, prcscntcd at the exhibition Image Box, 1994-1995
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Bana YPOIIIEBUK

Cxorje, 1961

KAacHYHOTO CAMKapCTBO € IpBaTa /ry6oB Ha Bana Ypomesuk. Cauka
eHTepHEePH U MPTBH IPHPOAH CO BUAHO IPHCYCTBO HA aHTUHOMHYHO
IIOCTaBEHH XXHBO-MPTBH IIPEAMETH H CO HarAacka Bp3 ApanepHHuTe Ha
TKaeHHHHUTE U HHCEKTHTE. II0AOIjHa HaCAMKaHaTa CBHAA ja 3aMEHYBa
CO BHCTHHCKA M OA Hej3HHaTa MEKOCT M IPepHHETOCT CO3AaBa CBOE-
BHAHA popoBa puaosoduja (Bogen spinsenux, 1987).

Bo umncrasanmjara Ouwusarwe na cpua (1998), aBTreHTHYHOCTA Ha
HabOpHTe Ha MaTEPHjaAOT HAM 3aTETHATHUTE ITAOXH, XaIITHYKH O3Ha-
YeHH caMHTe IO cebe, TO 3aTBOpaaT IpAIIAKETO 3a MAy3HMjaTa Ha
CAMKAaHEeTO, CO AHMPEKTEH alleA HEeXXHOCTa M KPEeBKOCTa Aa CTaHAT
npamiampe Ha ONHIyBame Ha (QH3MYKH BHAAHMBOTO. THe COApXKaT
HEHAaMETAHMBO EKCIIAMIIUTHH aCOIMjallMH Ha >XEHCKO TEAO, KOEUITO
TYKYILITO ja HAIyIITHAO obAekara. Taka, peaAHTETOT Ha TOa TEAO
NPEMHHYBa BO IIOAETO Ha MeTaQHU3UYKOTO, 32 Ad MIOCTOH CaMO KaKo
Tpara, 3ByK, IIyMOA€I€ Ha TKa€HHHA, ABHXKEHhE Ha €KCTPEMHTETH,
CIIOMEHH OA AOMHPH. AKO CBHAATa ja TOAKyBaMe KaKO >KEHCKH eAe-
MEHT, CpYyaTa € CeKaKO MAIIKHOT M TOj aKT Ha HETOBOTO OIIIIIHBAIbE CO
CBHAATA € CyIITHACH HAPATHUB Ha IIOAOBHUTE OOEAMHYBaba.

Cexaxo Aexa YpOILIEBHK, CO 0Baa OYHUTACAHO 3aIITUTHUYIKA IIOCTAIIKA,
Ha M3BECEH HauMH, IO yPHUBa 6aAKaHCKHOT MHUT 3a Cylep-MaskjakoT H
ja AeMOHCTpHpa AUMEeH3HjaTa Ha MOKTa Ha APYTHOT IIOA.
HHBepaujaTa Ha 3HaYeHATa BO MOAOIJHEXKHUTE HHCTAAAIIUH HA YpO-
IIIeBUK, IIOHATAACEHO Ce 0OEAMHYBAaaT CO MHUTOAOTHH, AE€TE€HAH, CO
ynorpeba Ha APYTH MaTepHjaAH/IIPEAMETH M TEXHHKH/MEAHYMH, 3a
Aa IPEMHHAT BO €ACH 6APOKHO PACKOLICH CBET Ha MHTepdepeHn N
Mel'y COHOT, peaAHOCTa, ucropujaTa u ceraurnocra (Cobaimia na Meny-
suna 1999, Aniesoit 00 Kypburnoso 2001, ITypiamopuym 2005, IIpemun
2003). IIpeTXOAHO CIIOMHATHTE NMPOEKTH, BO MEI'YIIOAOBHTE TCH3UH
IMOOYEBHAHO ja BKAY4yBaaT M CMPTTA.

HaTojHauuH, epoTCcKaTa KOMIOHEHTA Ce 3APY>KYBa CO HEOHTOAOIIKOTO
M TOBOPOT CTaHYBa IIOCAOXKEH, ITOPAa3HOBHAEGH H BO CEKOj CAy4Yaj
6apa M TeKcTyaaHa eKcIAMKanuja. OeTHINHCTHIKHTE 0beAexKja BO
nHcrasanujara Qabpurxaiia na Kasanosa, npukasxana Ha 50. GueHase
Bo Benenuja (2003), yiure noBexe ja HaraacyBa OBP3aHOCTA CO JXKEA-
6EHOTO, CTPACHOTO M HEAO3SBOACHOTO, HeCBpIeHaTa urpa mery Epoc
u Tanaroc.

Vana UROSEVIC

Skopje, 1961

Classical panting was the first art inspiration pursued by Vana Urosevic.
She painted pictures involving interiors and still nature, with the visible
presence of displayed living-dead objects in an antinomian manner,
and with an emphasis on the drapery of fabrics and insects. Later, she
replaced the painted silk with real silk, creating a rather specific gender-
related philosophy (Water Altar, 1987).

In her installation called Hemming Glass Fragments (1998), the
authenticity of the wrinkles of the material used or of the stretched
picture planes — haptically themselves marked — wrap up the question
of painting illusion, directly appealing for that tenderness and fragility
to become a question of touching the physically visible. They contain
unimposingly explicit associations of a female body that has just left
the dress. In this way, the reality of that body makes its transition into
the zone of the metaphysical, so that it may exist only as trace, sound,
murmur made by a fabric, motion of limbs, memories of touching. If we
perceive silk as female element, the glass fragments then represent the
male element; hence, such an act of hemming glass fragments with silk
offers a subtle narrative about unification of the sexes.

Indeed, by means of so evidently a protective procedure, in a way
Urosevic destroys the Balkan myth about the macho man and shows
the dimension of power of the other gender.

With the inversion of meanings as expressed in later installations made
by Urosevic, such meanings more evidently merge with mythologies
and legends, by making use of other materials/objects and techniques/
media, in order to transit into a baroquely luxurious realm of
interferencesamongdreams, reality, history, and the present (Meluzina’s
Room, 1999; Angel from Kurbinovo, 2001; Purgatorium, 2005; Passage,
2003). In context of inter-gender tensions, the aforementioned projects
more evidently involve death as well.

Thus, the erotic component fuses with the non-ontological; this in turn
makes the speech more complex, more diverse; and, in any case, such
speech requires textual explication as well. The fetishistic traits as seen
in her installation called Casanova’s Factory, showed at the 50th Venice
Biennale (2003), further stress the connections with the desired, the
passionate and the forbidden, or, the unfinished game between Eros
and Thanatos.



CEKABAIGE HA MATEPUJATA UAU BOAEH TBEHHUK, 1996 REMEMBRANCE OF MATTER OR WATER ALTAR, 1996

anyja (TKacHUHa, APBEHa KOHCTPYKIIHja CTAMIHA), Yudre amam, Cromje, npusarHa a installation (fabric, wood construction, Iight); Cifte am, Skopje; private ar s
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OITIIMNBAIBLE HA CPYA, 1998 HEMMING GLASS FRAGMENTS, 1998

nHCTaAanuja (A€Tan), CBHAQ, AATHO, CTAKAO, PEPACKTOPH, IIPOMEHAUBH AMMEHHH installation (detail), silk, fabric, spotlights, varying dimensions
nocrasena Bo Harmonaama raaepuja na Makeaounnja, Aayr - [amun Amam, Cromje prcscntcd at the National Gallery of Macedonia, Daut Pasa Hamam, Skopjc
¢oTo-apxuBa Ha aBTOpKATA photo archives of the author



OIINIMNBAIBLE HA CPYA,1998 3 GLASS FRAGMENTS, 1998
mja (AcTas 2 A0, pePACKTOPH, IPOMCHANBU AUMCHSUH installation (detail), silk, fabric ig ing dime presented at the

exa Bo Harnonaana raacpuja na Makepomn - IMammn Amay National Gallery of Macedoni

LjﬁnT()—;\pxl 1Ba Ha aBTOpKATa
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JoBan ITYMKOBCKH

Cxorje, 1962

AwnkoBHuTe moyetony Ha IITyMKOBCKHM ce Bp3yBaaT 3a IIOCTMOAEPHHC-
THYKaTa AEKCHKa IIOBP3aHa CO CAUKAapPCTBOTO Ha GpyTypPH3MOT.
CaepHaTa pasBOjHA eTala IMOAPa3OHpa HHTepeCHpame 3a KOHCTPYKTH-
BHCTHYKATA €CTETHKA, HajOAMCKA AO H3PA30T Ha YMETHHI[UTE OA PycKaTa
aBaHrapAa. Ae€AOTO LITO € BO CETallIHAOT GOKYC UM IpHIIala Ha cepHjaTa
HMHCTAAQLIUH KOH IIOAPa36bHpaar IpOCTOPHA MIMPOYHHA.

3ameoperomo exo e KPy>KHO apaH)XHpParbe Ha AECET ,CAUKH ' HAH ,,IKO-
HH“ IIOCTaBEHH Ha APXKadH.

Bo cpepmnaTta Ha KOMIoO3HIHjaTa, Ha MOAOT, CE NMOAOXKEHH METAaAHHU
cuHupH. BusyaHara 1rema Ha HHCTaAanujaTa morcerysa Ha ad solarium
— MECTOTO Ha COHYEBHOT YaCOBHHK BO GOPYMOT.

BpemeTo 1mTO ro mokxa’kyBa oBaa CBOEBHAHA mapadpasa Ha HEKOTall-
HHOT COAAPHUYM € 30Mp Ha MHUHATO M CETalIHOCT: aKyMyAaIjfja Ha AHY-
HHU CO3HaHMja, HE3AAOBOACTBA M OTIIOPH. MeryToa, ja3HKOT CO KOj ce
HM3rOBOPEHH € HHTPOBEPTEH. YMETHHKOT C€ OIPEAEAyBa 32 AMKOBHA
CTPYKTypa KpajHO AUCTaHIJUPaHa OA BU3yeAHATa PEAAHOCT, 33 IPETCTaBa
COCPEAOTOYEHA HA IIPOAYXOBEHOTO 3HAYEIbE.

Ha T0Oj HauHH, AUDEKTHHOT AOIHP CO BHCTHHATa ce M36erHyBa, a ce
BOCIIOCTaBYBa AMjaAOT CO IIPOCBETAGHOTO M HEBHAAMBOTO. Bo AyxoT
Ha OBaa XPHCTHjaHCKa €THKA C€ CyrepHpaar alCTPAKTHHUTE 3pavera Ha
HMKOHHTE, KapaKTePHCTHYHH 32 MaKEAOHCKHOT apeaA, IOBHKYBamaTa
Ha MHTOAOTHjaTa, Ha MeTapu3MyKara aypa Ha raacor Ha HuMdara Exo,
OAHOCHO Ha €CXaTOAOIIKAaTa OCOOEHOCT Ha ,KOCMHMYKHOT HapIH3aM‘
(Pameaap). Bo oBaa cmucaa, 3aisoperoiio exo Ha IIlyMKOBCKH ce AO-
SKHMBYBa KaKO IIPOCTOP BO KOj CE OTAEAYBa IJ€AOKYITHHOT KOHTEKCT, HO HEe
MOXXE AQ CE BUAH COIICTBEHOTO AHIIE.

HapepHHTe AcAa Ha OBOj aBTOp C¢ IIOBEKE IO OCBOjyBaaT IPOCTOPOT,
BAETYBAaT BO II0jaCOT Ha apXHUTEKTypaTa M IpepacHyBaaT BO 00jeKTH-
MaKeTH CO I'YAHBEPOBCKH (MaKpoO) HAM AMAUIYTAHCKH (MHKPO) AUMEH-
sun. AeaoTto 3ailisopero exo e eAMHCTBeHaTa TBOp6a Ha IIlymMKOBCKH
LITO KOMYHHIIMPaAa Ha peAaliyjaTa Ha ABa KOHTHHeHTa: EBpona—Asuyja.

H3100c6u: rpynHa H3A0XK6a 3paversa — PeljeHTHA MAKEAOHCKA AUKOBHA YMETHOCT
(Radiations — Recent Macedonian Fine Art), Bayerische Landesbank Galerie,
Munxen, 1998; LlenTap 3a KyATypHa AeKOHTaMHHaIHja, bearpas, 1998; Myaej
Ha coBpeMeHara yMeTHoCT, Cxomje, 1998; Japan Foundation Forum, Gallery,
Toxwuo, 2000.

Jovan SUMKOVSKI

Skopje, 1962

The initial stages in the artist career of Sumkovski is related to the
postmodernist lexis close to the futurist painting.

His next development stage implied an interest in constructivist
esthetics, as close to the rendition as brought by the artists of the
Russian avant-garde. The work that is of current interest belongs to a
series of installations that require or rather imply broad space.

The installation called Closed Echo represents a circular arrangement of
ten “pictures” or “icons” placed on holders.

Metal chains are laid out on the floor, in the middle of the composition.
The visual pattern of this installation resembles ad solarium, the place
of the sundial in the Roman forum.

The time that is shown by this specific paraphrase of the ancient
solarium denotes a sum of the pastand the present: amassing of personal
elements of knowledge, dissatisfaction, and resistance. However, the
very language used to express these elements is introvert. The artist is
committed to an art structure that is a great distance away from visual
reality, in context of a representation focused on a spiritual meaning.
In this way, direct contact with truth is avoided; on the other hand, a
dialog with the enlightened and the invisible is established. In the spirit
of such Christian ethics, here one seems to suggest the abstract glow
of the icons, so specific for the Macedonian region, citing mythology,
especially the metaphysical aura of the voice of nymph Echo, i.e., the
eschatological specificity of “the cosmic self-admiration” (Bachelard).
In this sense Closed Echo, an installation by Sumkovski, is to be
experienced as a space where one can see the overall context, but cannot
see his own face.

Later works by this artist increasingly invade space; they enter the
border zone of architecture and are transformed into small-scale or
large-scale models. The work Closed Echo has been the only work of
art made by Sumkovski that established communication between two
continents: Europe and Asia.

Exhibitions: Joint exhibition Radiations — Recent Macedonian Fine Art
at: Bayerische Landesbank Galerie, Munich, 1998; Center for Cultural
Decontamination, Belgrade, 1998; Museum of Contemporary Art, Skopje,
1998; Japan Foundation Forum, Gallery, Tokyo, 2000.



3ATBOPEHO , 1996 CLOSED ECHO, 1996

MHCTaAAI[Hja, KOMOMHHPaHA TEXHUKA (meTaa, emokcuaHa cmoaa, PCLI‘L\L‘KTOPH“] installation, mixed medi Unctnl, epoxy resin, spotligh[&), varying dimensions
npomeHAuBy Aumensuu; concreeroct: MCY, Ckomje; dororpaduja: Pobepr Jarkysocku owned by the Museum of Contemporary Art-Skopje; photo: Robert Jankuloski
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XKanmera BAHI'EAU

Buroaa, 1963

JKanera Banreau mpaBu mupok 3adaT Bo cdepuTe Ha MACOAOTHjaTa,
IOAUTHKATa, MOKTa, MOPAAOT, BOjHHTE M BOOIIITO BO ACHEIIHHTE
PEeaAHTETH.

Pa3HOBHAHHOT OITyC Ha aBTOPKaTa, BO OAMCKA PeAaliHja CO TBOPEIITBOTO
Ha repPMaHCKHOT yMeTHHUK Josed Bojc (pororpaduja, Bupeo, objexT, uH-
craAanuja, UAM), ce KOHIIEHTPUPA BP3 YHUBEP3AAHUTE LIMBHAHSALIMC-
KH IIpallarma, CO0OpaseHH CO MaKEAOHCKHOT KOHTEKCT.

CTpeoTHIHHTE CHMOOAH M 3HAILIM Ce HHKOPIIOPHPAAT BO OAOMAKEHHTE
6aAKaHCKH ONKPY)KyBama 3a Ad ja OBO3MOXKAT AMYHATA ONTHKA Ha
BaHreanm Bo OAHOC Ha KOMIIAGKCHATa CTPYKTypa Ha Mokra. CraBoT
A€Ka MAEjHHUTE KOHIENTH CE OCYACHH HAa €HTPOIIHja, CO MCKAYYOK Ha
KOHIIETITOT 32 BAAAEEHETO, € AQjT-MOTHB Ha MHOTY HEj3SHHHU MPOEKTH.
Bes pasamka Ha MEAMYMOT BO KOj C€ PeaAM3HpaaT HEj3SHHUTE 3aMHC-
AM, OCHOBHATa MAaTPHIIA € KOHIIENTyaAHa. EAeH oA HejsHHHTE HajU3AO-
JKyBaHH mnpoektH — Ilocmojanama xcesba 3a seunocrm (1998), ja
apryMeHTHpa ropHara KoHcTaranuja. CBecHa 3a cymepHOpHara MoK
Ha MEAMYMCKHTE CAHKH, Taa OA HUB T IIPE3€Ma OTBOPEHHTE BU3YEAHH
IIPETCTaBH Ha HACTAaHHUTE OA HEIIOCPEAHATA )KHBOTHA peaAHOCT. [ToToaru
3roAeMyBa, KOMIjyTePCKH HHTEPBEHHPA CO 60ja, TEKCT X U3MECTYBaIbe
Ha poxycoT. Maxo oBue pororpaduu, Ha IpB IOTAEA, OAECKAAT BO CBO-
jaTa pasTOAEHOCT, BIIEYATOKOT Ha GYKBAAHOCT Ce IIPUIIMTOMYBA CO BHE-
CyBare CHMOOAMYHM 3HAYEHha M EACMEHTH Ha CYIITHAHA TApOAHja.
Kora ja mMa mpeABHA MA€jaTa 3a BEYHOCTA, aBTOpKaTa 6e3Apyro ja
IOAPa3bHpa M eMOTHBHAaTa KOMIIOHEHTa (Tparm4HoTo, (aTymMcKoTo,
HOCTAaATHYHOTO). IIpeTcTaBeHHTe AMYHOCTH CH IO IIOCAKyBaaT Xepoj-
CKOTO 33 AA IO OCBOjaT 0e3BPEMEHOTO, He CMETajKH AeKa CMPTTa Ha
XepOjoT € IIPEAYCAOB 32 HEroBaTa 6eCMPTHOCT.

KonnenTture Ha BaHream asyaHpaar Ha IOCTOjaHHTE EKCTPaAHIIHU
OA MACOAOIIKHTE CHCTEMH Ha MOK, KOM HEKPUTHYHO ACCHO AQHCHpaaT
SBE3AH, XeDOH HAH HCTAKHATH AUYHOCTH, YHja IIEP3UCTEHTHOCT, HAMECTO
BO BEYHOCTA, HAj9ECTO 3aBPIITyBa BO MOAETO Ha blur-edexTor.

Bo 1IeAOKYNIHHOT CIIOMHAT IJHKAYC C€ NPOBAEKYBa HCTATa 3aMHCAA
3a becMpTHOCTA, 6e3 pasAMKa AAAH CTaHyBa 360p 3a MAOAaTpHjaTa
(nmpunnesara Aujana,Bojunkoros Y HITPEAEIT) nansaHOCTaATHjaTA
samaapocta. CHUMHYBaHEeTO HA CAMKAPCTBOTO HA HUBO HA TAOTEPCKH
H3BEACHH NPOAYKTH H HHCHCTHPAhETO HA KOHIIENTYAAHHUOT aCHEKT,
Id HM3ABOjyBaaT OBHE A€AAd OA AOMEHHTE Ha TPaAHIIMOHAAHATA
dororpaduja. Meauymor cTraHyBa HpeseBaHTeH. [IpobaeMaTHKaTa
BO BUAEOTO Bragumup AnitioHo6 COAP>KH HAPATUBHH KOMIIOHEHTH BO
KOHTEKCT Ha Hej3sHHaTa BeKe IIoco4eHa cpepa Ha HHTEpeCHpambe.

H3nombu: 3paderma — PeneHTHa MakeAOHCKa AnKoBHa yMmetHoct (Radiations —
Recent Macedonian Fine Art), Bayerische Landesbank Galerie, Musnxen, 1998;
IlenTap 3a KyATypHa AeKOHTaMHHalHja, bearpaa, 1998; Mysej Ha coBpeMeHaTa
ymerHocT, Ckomje, 1998; Japan Foundation Forum, Gallery, Toxxo, 2000.

Zaneta VANGELI

Bitola, 1963

In her professional body of artworks, Zaneta Vangeli makes wide
penetration into fields like ideology, politics, power, moral, war, and
generally in current various realisms or truths.
The diverse artwork produced by the artist — in close relation to the
works produced by German artist Josef Beuys (photography, video,
object, installation, movie) — focuses on the universal civilization
questions, relative to the Macedonian context.
Stereotype symbols and signs are embedded in adapted Balkan settings
in order to be able to convey the personal optics of Vangeli in relation
to the complex structure of power. The viewpoint that idea-based
concepts are doomed to entropy, but the concept of rule, is the leitmotif
found in many projects delivered by the author.
Regardless of the medium used to deliver her notions, the basic matrix
remains conceptual. One of her most exhibited projects Permanent
Wish for Reality (1998) supports the aforementioned conclusion. Aware
of the very strong influence generated by the images and pictures
found in the media, she takes out - from the immediate life reality -
the open visual representations of events. Later she enlarges them; and
finally she makes computer-based interventions in relation to color,
text, and shifting of focus. Although, at first glance, these photos are
dazzling in their nakedness, the impression of literalness is mitigated
by involvement of symbolic meaning and subtle parody elements.
In her consideration of the notion of eternity, certainly the artist implies
the emotive component as well (tragicalness, fatefulness, nostalgia).
The depicted persons want to become heroes in order to be immortal,
ignoring the fact that the very death of a hero is a precondition for his
immortality.
Concepts pursued by Vangeli make allusions to the constant discharge
from the ideological systems of power that serially and uncritically
produce new stars, heroes, or celebrities, whose “shelf life” most often
ends up in the field of the blurred effect.
The entire aforementioned cycle bears the same notion of immortality,
regardless ifidolatry (e.g. Princess Diana or the UNPREDEP soldier) or
nostalgia for one’s youth is concretely considered. Reducing painting to
the level of plotter-made products and insisting on the very conceptual
aspect are elements that separate these works from the domains
of traditional photography. Hence, the medium as such becomes
irrelevant. The topics elaborated in her video called Viadimir Antonov
contain narrative components in the context of her already cited field
of concern.

Exhibitions: Radiations — Recent Macedonian Fine Art at: Bayerische
Landesbank Galerie, Munich, 1998; Center for Cultural Decontamination,
Belgrade, 1998; Museum of Contemporary Art, Skopje, 1998; Japan
Foundation Forum, Gallery, Tokyo, 2000.



Op nuxaycor IOCTOJAHATA JKEABA 3A BEYHOCT, 1998
¢ororpadun Bo 60ja co KOMIIjyTepPCKa HHTEPBEHIIH], AUTUTAACH TICYAT

BO YECT HA J. ®. KEHEAH, UAHU HAJTOAEMUOT HEITPHUJATEA
HA BUCTHUHATA HE E AATATA TYKY MUTOT, 90 x 68 cm.

crionsop: CefCA SCCA, Cronje, cONCTBEHOCT Ha aBTOPKaTa

¢oro-apxusa na MCY, Cxonje (Po6epr Jankysocku)

From the cycle PERMANENT WISH FOR REALITY, 1998

color photos with computer-generated intervention, digital print

IN HONOR OF J. F. KENNEDY OR THE GREATEST ENEMY
OF TRUTH IS NOT LIE BUT MYTH, 90 x 68 cm.

sponsor: CefCA SCCS, Skopje; owned by the author

photo archives of MoCA, Skopje (Robert Jankuloski)
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On uxaycor IOCTOJAHATA JKEABA 3A BEYHOCT, 1998 From the cycle PERMANENT WISH FOR REALITY, 1998
¢ororpaduu Bo 60ja co KOMIjyTepcKa HHTCPBEHIM]A, ALTHTAACH IICHAT color photos with computer-generated intervention, digiral print
CITMPUTYEAHA MAKEAOHMJA, 68 x 90 cm. SPIRITUAL MACEDONIA, 68 x 90 cm
crionsop: CefCA SCCA, Ckomje, concTBeHOCT Ha aBTOpKaTa sponsor: CefCA SCCS, Skopje, owned by the author
¢oro-apxusa na MCY, Cronje (Pobepr Janxysocku) photo archives of MoCA, Skopje (Robert Jankuloski)



Oa yuxaycor IOCTOJAHATA JKEABA 3A BEYHOCT, 1998

Jororpaum Bo 6oja co KOMITjyTepcKa HHTCPBCHIM], AUTHTAACH TICYAT

NOLI ME TANGERE MAU TOCITOAMH KOJ CE CUMHYBA ITO CKAAU (aunTux), 138 x180 cm.
CIIOH30P: CefCASCCA, Ckorije, CONCTBEHOCT HA ABTOPKATa

Joro-apxusa na MCY, Cronje (Pobepr Janxyrockmu)

From the cycle PERMANENT WISH FOR REALITY, 1998

color photos with computer-generated intervention, digital print

NOLIME TANGERE OR GENTLEMAN COMING DOWNSTAIRS (diptych), 138 x 180 cm.
sponsor: CefCA SCCS, Skopje; owned by the author

photo archives of MoCA, Skopje (Robert Jankuloski)
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Antonu MASHEBCKMU

Ckonmje, 1963

IIpoexTnuTe Ha AHTOHM Ma3HEBCKH Ce OAAHMKYBAaT CO CIIOKOjCTBO H
THIIHMHA, TPAAEHH CE CO KpajHa eKOHOMHja U CO MUHHMAaAHO BU3YEAHO
BAOXCyBame. MUHMMaAM3MOT € HUBHATa OCHOBHA MaTpPHIIA, aBTOPCKH
3HAaK 3a AOBPLIEHOCT. Bo moBekeTO AeAa KOPHCTH TOTOBH IPEAMETH,
KOH He Ce CBEAYBaaT Ha KOHBEHIITHOHAAHHUTE 0beAesxja, HO ce BAMCKH
mo ceHanbuanTeT. HajuecTo 3aeAHHYKH UM Ce 3a06A€HOCTA, H3Mas-
HeToCTa M pedAeKTHpayKaTa NOBPUIMHA. AUCIIEP3MPAHHOT ja3UK HA
aBTOPOT ja OAP)KYBa AMHMjaTa Ha KOHTHHYHTET IPEKY HETHPAETO Ha
IPUMapHOTO 3HAYECH€ Ha IPEAMETHTE HAH IPEKY HUBHA 3A0yIOTpeba,
cTaBeHa Bo QyHKIIHja Ha OyAeme ceHsauu U GpEeHOMEHH IOBP3aHU
CO MOAYEHETO, AYXOBHOTO H y6aBoTo. Taka, Ha nmpumep, Hemure 1B
xouctupyxyuu (1995/96) ja samenysaar npodpanocra Ha TB xyruure
CO TeOMETPUCKH OPraHM3HPAHH CBETAOCHH AMHHHU HAHU CO 6oeme Ha
TB expaHHTE CO CIIeKTap Ha KOAOPUCTHYKO HMIIACTO.

Kpusara Ha Bpemero Bo MHCTaAaunmjata Medyspeme (1997) ce oa-
pasyBa BO THIIMHATa M BO TEMHHHAaTa Ha €AEH IICHXO-TIEj3aXK, KaKo
PE3YATAT Ha EAHOTOAMIIHA ABTOTEPAIHja — IPETCTABYBabe HA AUYHO
HCIOBEAYBakhe BO ADYIITBO Ha MY3HKaTa M HA HEMHTE, HEIIOABHIKHH
npeaMeTH. MHTpocmeknujara ce MaHHbeCTHpa CO HeCyOjeKTHBEH
jasmk, HaKo MHTHMaTa Ha aBTOPOT e AAaboko moBpepeHa. EAHa yoBeuka
NPETCTaBa BIHEHA BO CONCTBEHHMOT BaKyyM 4YMae BO MOHOTOHHOT
KOHTEKCT BO COCTOj6a Ha IIePMaHEHTHO TAyBeerme (permanent vaca-
tion). Taa ¥ HEjBHHOTO ONKpPYXXyBame (3ByYHHIIM H rpaMopoH Ha
KOj 6eCKpPajHO Ce CAAAT ABE APaACAHH IIOCTOCHA) TH acopbupaar
CHUTe MOXXHH 3padera, CTAHYBaaT IIPEAO3HpPaHa IIPHA MaTepHja CO
aMopdHa CTPyKTypa KM ocojHMdYaBa aTMocdepa. Bo 0Boj MopbuaeH
MpaK OKOTO BO HHIITO He € CHTyPHO, MOXKEOH CaMo IO HaceTyBa Me-
AAHXOAMYHOTO ABH)KEHE HA OAMHHATOTO BPEME, HAKO BO 0Baa aBTO-
pedaexcHBHA CHTyalHja ¥ BPEMETO ja ryou cMucaara. Moxe A oBa
TOAKYBame AQ ja OMEKHE jarA€HOCAaHATa COCTOj6a BO KOjaIlITO HMa
moBeKe KOHCTATaIlMja Co IOMHPYBahe OTKOAKY IPOTECT?

Hznomcbu: TB xorcTpyknuu — 9 % HoBa MakeAOHCKa ymeTHOCT, Mysej Ha
coBpemeHaTa yMeTHOCT, Cxomje, 1995/6; MefyBpeme — caMocTojHA H3A0XK6a,
MKII, Cxomje, 1997; rpynHa naaox6a ’3padera — PeljeHTHa MaKeAOHCKa
anxoBHaymetHoCT (‘Radiations — Recent Macedonian Fine Art’) Bo Bayerische
Landesbank Galerie, Munxen, 1998; LleHTap 3a KyATypHY A€KOHTaMHHAIIHjY,
Bearpaa, 1998; Mysej Ha coBpeMeHaTa yMeTHOCT, Ckomje, 1998 u Bo Japan
Foundation Gallery Forum, Toxuo, 2000.

Antoni MAZNEVSKI

Skopje, 1963

The projects by Antoni Maznevski are characterized by tranquility
and silence; they are constructed with extreme economy and minimal
visual investment. Minimalism constitutes their basic matrix; it is
the author’s signature of completion. In most of his works, the artist
makes use of ready-mades, which are not boiled down to conventional
traits, and yet they are intimate by way of sensibility. The most common
features of his works include well-roundedness, smoothness, and
surface reflecting light. The dispersed language of the artist maintains
the line of continuation by denial of the primary meaning of the objects
or by their abuse in order to raise sensations and phenomena linked
to silence, the spiritual and the beautiful. So, for example, his silent
TV Constructions (1995/1996) replace profanity of the TV boxes with
geometrically organized illumination lights or with coloring the TV
screens with specter of coloristic impasto.

The crisis of the period, as seen in the installation Meantime (1997),
is reflected in the silence and darkness of a specific psycho-scape, as
result of a one-year long therapy — presentation of personal confessions,
accompanied by music and silence, motionless objects. Introspection
is demonstrated by means of non-subjective language, although the
author’s intimacy is deeply hurt. A human representation, absorbed
in its own vacuum, vegetates in the monotonous context, in a state
of permanent vacation. Such representation and its immediate
surrounding (loudspeakers and a record player that offer two parallel
lines of existence to be followed endlessly) absorb all possible radiance
and so become overdosed dark matter with amorphous structure and
shady atmosphere. In such morbid darkness, the human eye is not sure
of anything; perhaps the eye only feels the melancholic movement of
the times bygone, although in such self-reflexive situations even time
has lost its meaning. Can this interpretation soften the carbonized
situation, which reflects more a reconciliatory conclusion than a
protest?

Exhibitions: TV Constructions — “9 % New Macedonian Art”, Museum of
Contemporary Art, Skopje, 1995/1996; Meantime - solo exhibition, MKC,
Skopje, 1997; joint exhibition ‘Radiations — Recent Macedonian Fine Art’
at: Bayerische Landesbank Galerie, Munich, 1998; Center for Cultural
Decontamination, Belgrade, 1998; Museum of Contemporary Art, Skopje,

1998; Japan Foundation Gallery Forum, Tokyo, 2000.



TB KOHCTPYKIIH]JA, 1995/96 TV CONSTRUCTION, 1995/1996
uHCTaAaLuja (KyTHH 04 TEACBU3OPH, METAAHA KOHCTPYKLMja, HCOHKH) installation (TV boxes, metal construction, neon lights)
n})oMCHAMBH AHUMCH3HUH, anB'&THa COIICTBCHOCT U (?()T()'a})X“BQI Vﬂrying dilncnsions, pl’ivatc pl’opcr[y and })h()t() al’chivcs
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MEI'YBPEME, 1997 MEANTIME, 1997

AETaN detail
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MEI'YBPEME, 1997 MEANTIME, 1997

uncrasanuja (readymade mpeaMeTH, akpUAMK, jaraeH) Installation (ready-mades, acrylic, coal)
) Y peA ! ) ) (ready Y )

IIPOMEHAHUBH AUMEH3HH, COIICTBEHOCT Ha aBTOPOT, pororpaduja: Pymen Kamuaos varying dimensions, owned by the author; photo: Rumen Kamilov
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Hrop TOHIEBCKH

Ckonmje, 1963

Op HekoralleH NPHIAAHHK Ha MaKEAOHCKATa aHAEPIPayHA CIieHa BO
80-TurTe ropnHn Ha X X Bek (4AeH Harpymnara ’3epo’) cé A0 ACHEIIHHUTE
akTHBHOCTH, Mrop TolleBCKM OCTaHyBa BO AYXOBHAa OAMCKOCT €O
ABrKemero "DAykyc u ocobeHo co comumjasHHMTe MepPOPMAHCH M
naacTukaTa Ha Josed Bojc. Herosoro 3agexopyBame BO yMETHUIKHOT
IPOCTOP € AHMPEKTHO OCAOOOAYBaE OA MOAEPHHCTHYKHOT Oarax
CO CHTEe HETOBH PELIMAMBH H HEIOCPEAHO BAEI'YBake BO IIOCTMOAED-
HUCTHYKHOT CBET Ha MeI'yKOMYHHKAIIMHUTE.

Kako nmpuBp3aHHK Ha allCOAyTHaTa CAODOAA HAa MCKA30T, IO KOPUCTH
jasHKOT BO IIAypaA, KaKo 30Mp IHCMa, MHTEPTEKCTyaAHO MaHEBPHpa
HHU3 IPOCTOPUTE HA PHAMOT, BHAEOTO, CTPHIIOT, LIPTEXOT, rpadu-
THUTE, PEAH-MEJAMTE, CAMKApCTBOTO, AETPH3MOT, NeppopMaHCHTE,
site-specific 1 mHTepakTHBHHTe HHCTaAranuH. Co OBOj OPHKOAAX Ha
AMKOBHH IIMCMa, NMPOHHKHATH CO KPHUTHYKa OICEpBall¥ja Ha COC-
TOj6HTE BO ONIUTECTBOTO BO TPAH3HIIUCKHOT IIEPHOA, , 110 sugoiti“ ce
CTPYKTYpPHPaHHU HETOBUTE NO3HAYAjHH aKI[UH X HHCTAAAL[HH:
IIpemecinysawa (1995), Aocue '96 (1996/7), Cospurena pammoiexsca
(2000), Tpancgepu (2002), Ipoyec u Crobognu wepuinopun (2004).
ToueBCKH ja AEMOHCTPHpa CBECTa 3a HEOAPXKAHBOTO OIICTOjyBambe
Ha TBOpeYKaTa HHAHMBHMAya KaKO CaMO-3a-Ce6e-OCTOeH-Cy6jexT,
HEAOIIMPAHB OA HETOBOTO OIKpY)XXyBame. Tesara 3a cpakamero
cebecH KaKo AHBO MeCO BO OIIIITECTBOTO, ja IPETBOPA BO KOHTPa-Te3a,
BO I'eCT Ha OTIIOP KOH pac-4oBedyBamweTo. HeroBoTo 'TeAo Koe MUCAK
, 6apajku AOIIHP CO APYTHOT, OTBOPA XOPH3OHTH KOH ‘aATEpHATHBHATA
APYIITBEHOCT . AKTHBHATA HACOYEHOCT KOH COIIMjaAHH, OIIITECTBEHH,
MOpaAHH HAH €KOAOIIKH AOMEHH, TO HAAMHHYBa aHAXPOHOTO 3HAYEHbE
Ha aHra)kupaHaTa YMETHOCT (TEMHTE CO HMCKAYYHBO HACOAOIIKA
H/MAM TIOAMTHYKA OpHEHTAllMja) M M OINCEPBHPA AacCIEeKTHUTE Ha
KOMYHHKAI[HHUTE BO CAMHOT TBOPEUKH YHH, BO AUjaAOT CO MybAMKATA.
Bo xoMIAeKCHHOT IpoeKT Jocue *96, peaAusvpaH BO 4 pa3AHYHH U3-
A0KGeHH npocTopu u rpasoBu (Beaec, Kymanoso, IIpuaen, Cxomje),
aBTOPOT TH BHM3yaAH3HpPa OCTATOIJMTE Ha IOCTCOIHMjaAMCTHYKHOT
neproa Bo Peny6anka MakeAOHHja, BO KOHGYSHOTO BpeMe Ha CMEHaTa
Ha MOAHMTHYKHMTE CHCTEMH M PENEepKYCHHTE OA IPHBAaTHU3AIHHTE.
BuumareaHo cobupajku GakTH 0A pacmarameTo Ha COIMjaAM3MOT/
KOMYHH3MOT HHM3 PacIIpPOAAAEHHTe HAM pachopmupaHuTe GaOpPHIKH
KOMIIAEKCH, TOIIeBCKH ITPaAH HMIIO3aHTHH HHCTAAAIIMH BO KOH OTIIa-
AOIIMTE, PECTAOBHTE OA HEKOTANIHHTE IPOHU3BOACTBEHH KallallUTETH
BO TEKCTHAHATA, OPIleAAHCKATa, MEPMEPHATa HHAYCTPHja TH H3AUTA
Ha HMBO Ha YMETHHYKHU apTedakTH. AOKYMEHTHPAHETO Ha KYINOBUTE
mapTaAM, MEPMEPHH HAH IOPIEAAHCKH NTapyYHiba IpeKy ¢pororpaduu
CHHMaHM Ha CAMOTO MECTO BO GpabpHKHUTE U CO BIIEYATAMBO HCITHITAHH
AETPHUCTHYKH IIOPAaKH, CO3AaBa HMHCTAAALlMH CO OTBOpPEHA KPHTHKA
Ha HEOATOBOPHOCTA Ha EAHO ONILUTECTBO, EFOUCTHYHO YCTPEMEHO KOH
COLIMjaAHO M eKOHOMCKO OCHPOMAlllyBabe Ha HaCEACHHETO.
BHrMaTeAHOTO apaH)XHpambe Ha GabpUIKHOT IIKAPT ¥ HETOBOTO HOBO
€cTeTCKO GOPMYyAHPAHE, AYPH H HETOBOTO HPOHHYHO IIOCTaBYBakhe
BO MY3€jCKH BUTPHHH, CTAaHyBa MeTapopa Ha 3arybeHHUTEe HACAAN HA
rAOPHHUIIPAHHOT COLIMjaAH3aM.

Wncrasanujatra Cosputena pammoutesca — 23 Kuroipamu 406exosu
fipasa, HaTIpaBeHA OA 7 KaHTapH Ha KOM HaTEXXHYBAaaT 23 KHAOTPaMHU
AokymeHTH oA Komureror Ha OH 3a 4oBexoBu mpaBa (oA apxuBaTa
Ha TaTKO My — KOMIIETEHTEH aKTHBHCT 34 YOBEKOBHUTE IIpaBa), IOB-
TOPHO KPHTHYKH aAyAHPa Ha ACGAHMKATHHOT YHMH Ha MEPEHme Ha THE
IpaBa M BOOIILITO Ha HEINPaBAHUTE: NPH HAajHE)XHOTO ABMOKEIE Ha
BO3AYXOT IPEAU3BUKAHO OA IOCETHTEAMTE, 0aAAHCOT Ha KaHTapUTe
ce Hapymrysa. OBaa omnceppaliyja, AMKOBHO MOIIHE AYITHAHO aICOA-
BHpaHa, He € 0OMHCAEHA CaMO Ha HUBO Ha KOHCTATaIlHja, TYKYy AAaGOKO
HaBAEryBa BO MOPAAHOTO U €TUYKOTO TKHBO Ha YOBEIITBOTO.

Hsznombu: Aocue ’96, Bo pasandHa ¢$opMa Ipe3eHTHPAHA 3aBHCHO OA
AokanujaTa: 1996 Bo AMKOBHHOD caAoH, Beaec; LenTap 3a kyaTypa ,Mapko
Ienenxos®, [Ipuaen; YMerHHuKa rasepuja, Kymanoso; 1997 Bo Mysej Harpaa,
Cxomje. CoBpuieHa paMHOTeXa: H3A0X6a "360poBH—006jekTH-ACAR, My3ej
Ha rpap Cxomje; ‘KoHIjenTyaAHHOT AMCKYpPC BO COBpEMEHAaTa MaKEAOHCKa
ymernoct’, MCY, Cxomje, 2003.

Igor TOSEVSKI

Skopje, 1963

From a former member of the Macedonian underground scene in
the 1980s (being once a member of the “Zero” group) to his current
activities, Igor Tosevski has maintained a spiritual closeness with the
“Fluxus” movement, and especially with the social performances and
plastic of Joseph Beuys. His appearance on the artistic scene was a direct
discharge of the modernist legacy with all its recidivisms and direct
involvement into the postmodernist world of intercommunications.

As fan of the absolute freedom of expression, he uses language in its
plural sense, as some kind of collection of letters; he is very good in
his inter-textual maneuvers in fields like movie, video, comics, drawing,
graphics, ready-mades, painting, lettrism, performances, site-specific
and interactive installations. By means of his bricolage called Across the
Wall, made up of art letters articulated with critical observation of the
social situation in the transition period, his more important actions and
installations are structured:

Dislocations (1995), Dossier 96 (1996/1997), Perfect Balance (2000),
Transfers (2002), Process (2004), and Free Territories (2004). In these
works, Tosevski shows awareness of the unsustainable existence of
the creative individual as a self-centered subject, untouched by his
immediate surrounding. The thesis about understanding oneself as
proud flesh in society is transformed by the author in its counter-thesis,
as a gesture of resistance to dehumanization. In quest of contact with
the other, his “thinking body” opens new horizons to “alternative
sociability.” In his works, active inclination toward social, society-
related, moral, or ecological issues goes well beyond the traditional
meaning of committed art (topics with only ideological and/or political
connotation) and so observes the communication aspect in the very act
of creation, in a dialog with the audience.

In his multipart project Dossier *96, shown in 4 different cities and
exhibition sites (Veles, Kumanovo, Prilep, and Skopje), the author
delivers visual representations of the leftovers of the post-socialist
period in the Republic of Macedonia, in the confusing times of change
of political systems and serious consequences from the privatization
process. Discreetly gathering facts relating to the disintegration of
the socialist/communist system through the corridors and halls of
the newly privatized or ruined bankrupt factories, Tosevski is able
to construct striking installations, where refuse material, i.e., scraps
from ruined factories in the textile, china, and marble-processing
industries, are elevated to the level of artistic artifacts. Documenting
such piles of leftovers and ruins, pieces of china or marble, by means of
photos shot on the spot in the old factories and with lettrist messages,
creates installations sending open criticism for lack of responsibility
of a given society, so egoistically inclined toward social and economic
pauperization of its own population.

Careful arrangement of factory rejects and their new esthetic
formulating, even their ironical location in museum glass showcases,
become a metaphor of the lost ideals of a glorified socialism.

The installation called Perfect Balance — 23 Kilograms of Human Rights,
consisting of 7 lever scales balancing the weight of 23 kilograms of
documents from the UN Human Rights Committee (originally taken
from the archives of his father, a well-known and competent human
rights’ advocate), makes new critical allusion of the delicate act of
measuring those rights and generally injustice: even at the slightest
air movement caused by the public, the balance on the level scale is
disturbed. This observation, artistically very lucidly executed, is not
only conceived at level of conclusion, but also deeply penetrates into the
moral and ethical tissue of humanity.

Exhibitions: Dossier ’96, presented in different forms, depending on the location:
1996 at the Art Salon, Veles; “Marko Cepenkov” Culture Center, Prilep;
Art Gallery, Kumanovo; 1997 at the Museum of the City of Skopje. Perfect
Balance: exhibition “Words — Objects — Works,” Museum of the City of Skopje;
“Conceptual Discourse in Contemporary Macedonian Art,” MoCA, Skopje, 2003



COBPIIEHA PAMHOTEXA - 23 KHAOT'PAMU YOBEKOBMH ITPABA, 2000 PERFECT BALANCE - 23 KILOGRAMS OF HUMAN RIGHTS, 2000
uncTananuja (7 kaHTapy, GaclMKAM CO AOKYMEHTH), CONICTBCHOCT HA ABTOPOT, IPUBATCH $OTO-apXHBa installation (7 lever scales, folders of documents), owned by the author, private photo archives
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AOCHE 96, 1996 / 1997 DOSSIER *96, 1996/1997
MyATHMEAMjaAHN HHCTaAauK ($aBPHUKH OCTATOLM 0 OPLCAAH, TKACHHHH, MepMep, doTorpadun, multimedia installations (factory leftovers of china, fabrics, marble, photos, texts,
TEKCTOBH, CBETAOCHH edekTi), doTo-AokymenTanuja Ha Llenrapor sa cospemenu ymernoctn, Cromje illumination effects) photo documentation of the Center for Contemporary Arts, Skopje
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Hcxkpa AUMHUTPOBA

Ckomje, 1965

IIpBuTe mepdopMaHCH M HMHCTAAAIMH, OAHOCHO MYATHMEAHjaAHH
npoexkTu Ha Mckpa AMMHTpPOBA COAPIKAT MaraHCKH, MUTCKH, TPAAH-
LJMOHAAHHU Hapaluy. Bo HUB paKTHKyBa Aa pabOTH CO IPUMapHHUTE
eAeMeHTH (BOAQ, OTaH, 3eMja), HCTOBPEMEHO CMETajKH Ha APasHeme Ha
CeTHAATa 3a BHA, CAYX, BKYC, Aoonup uau/u mupuc (Capawncarxa, 1991;
Kena — Hepeg, 1993; Majka — Ilajax, 1993; Myritiumegujarenr iupoexiu,
1993; Oatnap — Omsop, 1996).

IToponHa, aBTOpPKaTra IO 3aMeHYBa peaAHO INepPOPMHPAYKOTO
TEAO CO ABOjHHK, OAHOCHO CO OAAMBKAa BO BOCOK HMAH BO TECTO OA
COINCTBEHOTO TeAo. Bo uncrasanuute Thalamos (xaxo u Bo Femina
alba 1997, Memento mori 1997) ce HCYHTyBa >KEHCKOTO IHCMO
IpeKy jacHaTa moTpeba — CONCTBEHATa NCHXHYKaA CKPLICHOCT Aa Ce
HM3A0XKYBa Ha IIOTAEAUTE Ha ADYTHTE: aBTOCKOITHjaTa Ce MPETOIyBa BO
XeTepOCKOIHja.

W HTEH3UTETOT, HMjaHCHTE U CTEIICHHTEe Ha CybjeKTHBHaTa 60AKa ce
COOMUITYBaaT NpeKy ApaMaTHYHa HHCIeHaIjHja, 6orara HeeKCIIAH-
[JMTHA Hapaljija ¥ BKAyYyBakbe Ha pa3HHU CETHAHU APa36u. 3rpueHOTO
Tero (OAAMBKA Ha TEAOTO Ha aBTOPKaTa) CTaHyBa KOHTEjHEp Ha
BHATPEIIHHUTE CTPaAaha, HATAACEHH CO HEj3HHHOT rAac.

Oa 1998 ropnHa, npBnar Bo MakeAoHHja, M. AMUMHTpPOBa o KOPHCTH U
CHAHMKOHOT KaKO CYIICTHUTYT Ha BOCOKOT, TECTOTO H CA.
Hucrasanujara Iatiouna spsya (1998) e TOKMYy CHAMKOHCKA OAAHBKA
oA HejsmHaTa cToMayHa peruja. Op 6asaTa Ha OBa OTKHHATO IIapye
,»MeCco®, CTPyH BUCTHHCKA [Tapea ¥ 'O MaTepHjaAu3Hpa BUTAAHHOT ITYAC
Ha IIPEMHHOT OA CBETOT Ha 3aTBOPEHOTO BO HAABOPEIIHHOT PEAAUTET.
AxBaruyHaTa CUM6OAHKa (IIAOAOBa BOAA) € CyrepHpaHa M IpPeKy
KAOKOTEHETO Ha BOAATA BO CTEPHAHM3ATOPOT, a IITUMYHTOT IIEAOCHO
ro oOAHKYBa raacoTr Ha aBTopkara. CTpyKTypaTa Ha CHAMKOHOT IO
BKAYYyBa H TAKTHAHOTO: AMTaBOCT, aMOpdHOCT, abjexTHOCT (abject).
Cumb60AHYKATa PETOPHKA € CAOEBHTA, HO CE€ PeAyLHpa M Ha Ipa-
LIAFETO 32 )KEHCKOTO TEAO PacIHATO Mel'y OOHOBYBameTO M pacma-
ramero. OHTOAOIIKATA IPapba Ha IpobAeMaTHKATa Ce pasBUBA HU3
CKpOTyBake Ha aHTarOHU3MHUTE Mel'y paramero U CMpTTa. TeAoTo, BO
0Baa CMHCAA, HE € MECTO OA KOEIIITO Ce 3a3HpPa, TyKy MECTO OA KOe 3pa-
YaT TAMHCTBEHH H/HAU COOAA3HUTEAHH IPOLIECH.

ITamoKoT € CBEAOK — 3HAK Ha AATEHTHHOT IIPEA-XKHBOT (TEAO BO TE€AO),
Ha YMHOT Ha OABOjyBame 0A yTpobara Ha APYTHOT (TEAO OA TEAO), Ha
TeAOTO—CY6jeKT (caMOCTOjHO TeAo). IIpoHMKHYBamara Ha OBHE COC-
TOj6H 'l IOAPa3OHpaar M IOMMHUTE 33 BpeMe H IIPOCTOP, HABACTYBajKH
TEHAEHIJHO3HO BO CBETOT Ha AAXEMHCKOTO.

H3n0xc6u: Thalamos — rpynmuara nsaox6a Yudre/amam 2, Cxonje 1996; Roches-
dale Gallery, England, 1996; Galerija Miroslav Kraljevi¢, Zagreb 1996; Umet-
nostna galerija, Maribor 1996. ITanmo4Ha BpBIja: rpynHa H3A0X6a *3padera —
PenjenTHa MaKkeAOHCKa AMKoBHa yMmeTHOCT (‘Radiations — Recent Macedonian
Fine Art’), Bayerische Landesbank Galerie, Munxen, 1998; Llentap 3a KyATy pHY
AeKOHTaMHuHaNHjy, bearpaa, 1998; Mysej Ha coBpemeHara ymeTHOCT, CKomje,
1998 u Bo Japan Foundation Forum, Gallery, Tokuo, 2000.

Iskra DIMITROVA

Skopje, 1965

The initial performances and installations, i.e., multimedia projects by
Iskra Dimitrova, relate to pagan, mythical, traditional narrations. In
these works, the author wanted to make use of the primary elements
(water, fire, earth); in such context, the author also counted on irritating
the senses of sight, sound, taste, touch, or/and smell (Saransaka, 1991;
Woman — Chaos, 1993; Mother — Spider, 1993; Multimedia Project,
1993; Altar — Opening, 1996).

Later, the author replaced her real-life performing body with her double,
i.e., with wax or dough-made cast of her body. Her installations such as
Thalamos (as well as Femina alba, 1997; Memento mori, 1997) denote a
female signature by means of the very clear need to expose one’s own
psychic breakdown to the view of the others: hence autoscopy becomes
heteroscopy.

There is the intention to show intensity, nuances, and levels of own
subjective pain by use of dramatic staging, diversified inexplicit
narration, and involvement of different types of sensual stimulations.
Therefore, the contracted human body (i.e., a cast of the body of the
author) is thus transformed into a container of internal suffering,
articulated by her own voice.

In 1998, for the first time in Macedonia, Dimitrova used also silicone as
replacement for wax, dough, etc. Her installation called Umbilical Cord
(Funuculus umbilicalis) is an exact cast of her abdominal area. A real
steam comes out from the foundation of this torn piece of “flesh,” thus
materializing the vital pulse of transition from the world of the closed
to the outside reality.

The aquatic symbolism (amniotic fluid) is further suggested also by the
bubbling noise of the boiling water in the sterilizer; the voice of the
author shapes the overall mood. The silicone structure also involves
tactility perceptions: sliminess, amorphousness, abjectness. Thus, the
symbolic rhetoric becomes layered; nonetheless, it is reduced to the
question of the female body torn between renewal and decomposition.
The ontological structure of the issue at hand is elaborated by means of
mitigating the antagonism between birth and death. The human body,
in this sense, is not a place that is abhorred; on the contrary, it is a place
that emanates mysterious and/or enticing processes.

The navel is evidence, a sign of the latent pre-life (body in body)
and of the act of separation from the womb of the other (body from
body), of the subject body (independent body). Getting to the heart
of these situations also imply notions of time and space, thus entering
deliberately into the realm of the alchemical.

Exhibitions: Thalamos in: joint exhibition Cifte/amam 2, Cifte Amam Gallery,
Skopje, 1996; Rochesdale Gallery, Great Britain, 1996; Miroslav Kraljevic
Gallery, Zagreb, 1996; Art Gallery, Maribor, 1996. Umbilical Cord in: joint
exhibition ‘Radiations — Recent Macedonian Fine Art’ shown at: Bayerische
Landesbank Galerie, Munich, 1998; Center for Cultural Decontamination,
Belgrade, 1998; Museum of Contemporary Art, Skopje, 1998; Japan
Foundation Forum, Gallery, Tokyo, 2000.



IIPEKPACHH CYIITECTBA (Wonderful Creatures), 1999 WONDERFUL CREATURES, 1999
neppopmanc / nHcTaranmja (roHAOAA, KOBYCT, McradOH, OTACAAAO, TOHAOAHEP U performance / installation ( gondola , coffin, megaphone, mirror, gondolier and
aBTOpKara kako nepdopmepxa), Kanaa Ipanae, Benenuja, Mefynapoano ankoBHo GucHase the author as performer ), Grande Canal, Venice, International Art Biennale
¢ororpaduja: XKusxo ITonoscku Photography: Zivko Popovski




TIAITOYHA BPBKA (Funiculus umbilicalis), 1998 UMBILICAL CORD, (Funiculus umbilicalis), 1998

MHCTaAAI[Hja (CMAMKOHCKA OAAMBKA, TIACKCHTAQC, mapea, Maca, CTEPHAH3ATOP CO BOAA IITO BPHUE, installation (silicone casting, plexiglass, steam, table, sterilizer with boiling water,
KaceTO(OH cO CHUMCH IAac Ha aBTopkara), concteeHoct: MCY, Ckomje cassette recorded voice of the author), owned by MoCA, Skopje
126 ¢oro-apxusa na MCV (Pymen Kamuaos) MoCA photo archives (Rumen Kjamilov)



THALAMOS, 1996 THALAMOS, 1996

MHCTaAaLMja (OAAMBKA OA TECTO OA TEAOTO Ha aBTOPKATa, BOAHA X installation (dough cast of the author y, wool, flour, light mechanism, author e)

CBETAOCCH MEXaHM3aM, I'AAC Ha JBT()pK.\T;l), ACAOTO CE CAMOYHHUIITYBA, tlmT(): Boban r_\'puk self-destruction of the work, phnt(): Boban Guric




Cumonunpa PUANITIOBA KUTAHOBCKA

Ckonje, 1965

Bo cpeamHaTa Ha AEBEAECETTHTE IOAMHHM Ha MHHATHOT BeK (Ha
n3roxbaTa Bo YMeTHHuUKara rasepuja, Cxomje 1998), sesara Ha
Cumonnpa Puanmnosa 6asaHCcHpaar Mel'y allCTPAKTHOTO CAUKAPCTBO
eKCIIOHMPAaHO Ha KAaCH4YEeH HaYMH M IPHBACYHOCTA Ha HOBHTE
TEXHHMKH, TEXHOAOTHMH HAM NPaKTHKH (yImoTpe6a Ha HECAHKAPCKH
Mmarepujaan). Aeaaraop 1995/1998 roprHa mTEAPO o pacAaMTyBaaT
xoroputoT (Hosu conuwina, 1995/96; Cimapu conuwminia, 1995/96)
HAHU Ce CBeAyBaaT Ha LpHO-6eaa peaauwja (LJpro u 6beso, 1995/96;
Pawneinio xoneno, 1998). O6jexror-canka Aywa (1998) Beke uma
HarAaceHo AMYHO KOHOTHpaH mnpo¢ua. IIpercTaByBa HEKOAKY €XO
CHHUMKH Ha (EeTycoT Ha HEjSBHMHOTO, C¢ YIITe, HEPOACHO AeTe AyHa,
KOAQ)XHO MOHTHPAaHM Ha AGCOHHMT M HEKOAKY AEAMKAaTHH AMKOBHH
nHTepBeHI M. OBEKOBEUYBajKHM TH MHIOBHTE Ha HHTETrpPaAHaTa
BrpPaAEHOCT Ha AETETO BO MajKaTa, peaAHaTa pe3eHTallija aBTopKaTa
ja CymCcTHTyHpa CO HHCTPYMEHTHTE Ha BHCOKAaTa TEXHOAOTH]a,
cemak OCTaBajKH o KaKO AOMHHAHTEH €MOTHBHHOT, IICHXOAOIIKHOT
CYIICTpaT Ha eAHa MOTIpTaHa )KEHCKa eAOKBeHIHja. Flako aaepruuHu
Ha EHAOCKOIICKHMTE HHBAa3HBHH HCIIMTYBalbha CO HAIpaBH KOH IO
3aA0BOAyBaaT MalIKHOT HAaroH 3a HCIIUTYBame Ha >KEHCKOTO TEAO
(conan, popruencu, CieKyAyMH), BO CAY4ajoB IIPHKaKaHATa IPUMEHA
Ha €X0-METOAOT NPEMHHYBa BO MeTadpopa Ha IPOAOAKEHOTO OKO.
HHTepecupameTo 3a MallMHAaTa € HajHATAACEHO BO MHCTaAallpjaTa
Jac caxam ga ce znegam 8o wmeouite ouu cexoj ger (1999). OBae Taa
IO peAyljHpa 4OBEYKOTO TEAO Ha pPOTHpayka rAaBa Koja IpPHAEra
Ha po6oT (mocTaBeHa Ha IIOCTAMEHT U GPAaHOBHAHO 3a06HKOAEHA
co pedaexTupauka Poamja), Ha Koja co cBeraeuku pnoau (LED)
LIUPKYAMpaaT Ha HEKOAKY jasHIJH IOYETHUTE 360POBH OA CTHXOBHUTE
Ha ,CACH DOMaHTHYECH MAAAOXEHEI|: Jac cakaM Aa Ce TAEAAM BO
TBOUTE OYH CeKOj AeH. Flako 6HOAOIIKOTO o CBEAyBa Ha TEXHOAOIIKA
KOMYHHKaIl{ja i HA HEOPTaHCKa Npe3eHTanuja, Puannosa Bepysa Bo
eHepryjaTa Ha ~AyOOBTa KOja e CIoCObHa Ad ja 6A0KHpa AeHHUTHBHATA
MallMHH3allMja Ha HHAUBHAYaTa.

H3nomc6u: CamocTojHa H3A0K6a BO YMeTHHYKaTa rasepuja, Cxomje, 1998

SIMONIDA FILIPOVA KITANOVSKA

Skopje, 1965

In the mid-nineties of the last century (at the exhibition organized
at the Skopje Art Gallery, in 1998), the works produced by
Simonida Filipova balanced between abstract painting exposed
in the classical manner and the attraction of new techniques,
technologies, or practices (use of non-painting materials). Works in
the 1995/1998 period generously ignite coloringness (New Dreams,
1995/96; Old Dreams, 1995/96) or were levelled to black and white
relationship (Black and White, 1995/96; Wounded Knee, 1998). The
picture-object called Luna (1998) was already given an emphasized
personally connoted profile. It offered several ultrasound images
of the fetus of her, still, unborn child Luna, mounted in collage-
like manner on fiberboard and several delicate art interventions.
By perpetuating the moments of the integral incorporation of the
child into the mother, the actual presentation was substituted by
the artist with the instruments of high technology, still leaving
the emotional, psychological substrate of a highlighted female
eloquence as the dominant one. Although allergic to the invasive
endoscopic examinations by devices that satisfy the male urge for
examination of the female body (probes, forceps, speculum), in
this case the displayed application of echo method turned into a
metaphor of the prolonged eye. Her interest in the machine was
most pronounced in the installation called I want to see myself in
your eyes every day (1999). Here she was able to present the human
body as a rotating head similar to a robot (placed on a pedestal and
surrounded with reflective foil in wavy manner); on the other hand,
light-emitting diodes (LED) were placed on the head showing in
several languages the first words from the lyrics of "a romantic
bridegroom": "I want to see myselfin your eyes every day". Although
she has narrowed the biological aspect down to technological
communication and inorganic presentation, Filipova still believes
in the energy of love that is able to prevent an individual become
definitely a machine.

Exhibitions: Individual exhibition at Art Gallery, Skopje, 1998



LPHO M BEAO, 1995/98 BLACK AND WHITE, 1995/98
TeMIIepa Ha XapTHja, Mpavka, kauar, 75 x 120 cm, npusatHa dpoTo-apxusa tempera on paper, rod, string, 75 x 120 ¢m; private photo archive
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AYHA, 1998 LUNA, 1998
KOAQXK Ha ACCOHHT, ¢x0 cHUMKH, 70 x 50 cM, npusatHa GoTO-apxuBa collage on fiberboard, echo recordings, 70 x 50 ¢m; private photo archives
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JAC CAKAM AA CETAEAAM BO TBOUTE OYM CEKOJ AEH, 1999 IWANT TO SEE MYSELF IN YOUR EYES EVERY DAY, 1999
nucrasanmja (crakacna Torka co LED, pedackTnpauka goanja, MOCTAMEHT), TPOMCHAHBH AUMCH3HU installation (mirror LED ball, reflective foil, pedestal); variable dimensions
ITocrasena na usaoxbara Hapyusmu, MCY, Cxonje, 1999, npusarsa ¢poro-apxusa shown at the exhibition Narcissisms, MOCA-Skopje, 1999; private photo archives
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Mupuna APCOBCKA

Ckonmje, 1967

ABTOpKaTa OA MOYETOKOT €KCIIEPHMMEHTHPA CO PAa3HOBHAHH MaTEpH-
jaAH, HCTPa>KyBajKH I'M HUBHHUTE CTPYKTYpa, 60ja, MHPHLC...

HuB caka Aa I'M CIPOTHBCTaBYBa Ha TOTOBHMTE IIPEAMETH OA COBpe-
MEHHTE TEXHHYKO-TEXHOAOIIKH OTKPUTHja (A€A AHOAM HMAH ACH-
TH, HEOHCKH CBeTAd). AeOHTHpa CO HHCTAaAAIUH BO KOU KOPHCTH
[IPUPOAHM MaTePHjaAH (jarAeH, BOAA, Mpas).

Habpry jaraeHor kako materia prima (Majka 3eMja HMAH >KEHCKH
NPHMHIUI) TO CIHPOTHBCTABYBa Ha BHPHAHATA CHAA Ha MAIIKHOT
eaeMeHT (He 3jatiajiie thaxa pomanimsuyro, 1995). Bo Asimotiopitipein
(1996), 5xeHCKOTO TeAO € pacIapyeHo Ha ABa A€Ad: IIOPTPET Ha aBTOP-
KaTa M3A€aH BO TMIIC MU MallMHA IITO ja CHMYAHpPa AMHaMHKaTa BO
JKeHCKaTa yTpoba (moAsoBa Boaa).

Wucrasanujara Autobahn Ha ApcoBcka e MOHTHpaHa Bp3 GHTYMeH-
CKa ITAOIITHHA CO )KOATA ACHTa BO CPEAMHATA, BP3 KOja Ce MOCTaBEHHU
€AEKTPOMOTOD, CTAKA€HA KYTHja M CTaKACH IIOCTAMEHT CO IIAACTHYHA
[1AOYA U ,,CKYAIITYpa‘ OA XKEAATHH.

Tue yxa>XyBaaT Ha AOMHHAaHTHHUTE KOMIOHEHTH Ha ACHEIIHHMHATA:
MySHKaTa, aBTOIIATOT, ABTOMOOHAOT, KOMIIjyTepOT... Bo crarnuykaTa
MOAOX0OA Ha €AEKTPOMOTOPOT MeTApOPHIHO Ce aPTHUKYAHPAHH AMHA-
MHYKHTE CTPYKTYypPH Ha Op3nHaTa M MysHKaTa (KOHKPETHO IIOCOYY-
Bame Ha Mysukara Ha KpadBepk oA ceAyMAeCeTTHTE TOAUHH).
CrakAeHara KyTHja e acaMbAak-aKyMyAallHja Ha €ACH BHA AOKa3eH
MarepHjaA 3a eKCIepTH3a Ha ACHEIIHOTO 0CTOoeke (6ap KoA, YUIIOBH,
JKHAETH, KHAMOAp, PEHATEHCKA CHUMKA, CBETHAKA, OYKBH U CA.).
Kako coBpemeHa BepsHja Ha HEKOTAUIHHTE KAaOMHETH Ha PETKOCTH
(»cabinets de merveilles), oBaa kyTuja 36opyBa 3a eHeprujaTa Ha Hay4-
HaTa MHCAQ, Hej3HHATa HE3aIMPAMBA eKCIIaH3Hja U CEIPHCYTHOCT BO
JKHBOTHHOT IIPOCTOP. A Ay3HjaTa Ha HICYE3HYBAETO M HEIIOCTOjaHOCTA
ce HaTAACEHHM IIpeKy 6AeCKaBO O3padeHaTa CTPYKTypa Ha ready-made
NPUMEPOIJUTE BIPAACHH BO CTAKAOTO M 3TOAEMEHH CO AyTIa.
HWuunupanuTe npamama oA GH3HYKH M MeTaQH3UYIKH, BU3YEACH U
MHCAOBEH PEA CE AOBEACHH BO CAOOOAHH COAEjCTBA, YKaXKYBajKH Ha
HEBO3MOXXHOCTA OA TOCTOEHETO HA HEKOTAIIHHOT HAEAA 32 EAUHCTBO,
NMOPAAM HAMETHATHOT MOAEA Ha XXHBOT BO PacCIielIKaHOTO ONIITECTBO.
U aeaaTa IITO CAEAAT ja MPOAOAXYBAAT IPOOAEMATHKATA HA POAOBA
audepeHnyjanyja.

Hsnomcbu: TpynHa nsaoxba 3padema — peljeHTHA MaKeAOHCKAa AHKOBHA
ymernoct (Radiations — Recent Macedonian Fine Art) Bo Bayerische
Landesbank Galerie, Munxen, 1998; LlenTap 3a KyATypHa A€KOHTAMHHAIIHja,
Bearpaa, 1998; Mysej Ha coBpeMeHaTa yMeTHOCT, Ckomje, 1998 u Bo Japan
Foundation, Forum, Gallery, Toxuo, 2000.

Mirna ARSOVSKA

Skopje, 1967

Since the outset of her career, the artist experiments with various types
of materials, exploring their structure, color, smell...

It is her intention to contrast them with the ready-mades promoted by
the modern technical and technological inventions (led diodes or tapes,
neon illuminations). In her initial installations, she employed natural
resources (coal, water, ice).

Later, she contrasted the coal — in capacity as materia prima (Mother
Earth or the female principle) — to the virile force of the male element
(Don’t Stare So Romantically, 1995). In her work Self-portrait (1996), the
female body is split in two parts: a portrait of the artist made of plaster
cast and a machine that simulates the dynamism inside the female
womb (liquor amnii).

The installation called Autobahn of Arsovska is mounted on bitumen-
made surface with yellow tape in the middle, on which an electric
engine, a glass box, and a glass pedestal with plastic plate and a
“sculpture” made of gelatin are laid out.

These items point to the dominant components of the present: music,
highway (autobahn — in German), automobile, computer... The dynamic
structure of speed and music (music by Kraftwerk, made in the early
1970s, is specifically played here) are metaphorically articulated in
context of the static position of the electric engine.

The glass box is an assemblage - piling up of some kind of evidence to be
used for forensic purposes in order to register the present existence (bar
code, chips, razors, amber, X-ray picture, lamp, letters, etc.).

As a contemporary version of the former “cabinets de merveilles,”
this box relates the energy of scientific thinking, its unstoppable
expansion and omnipresence in life space. Reference of vanishing
and inconsistency are stressed by means of the brightly illuminated
structure of the ready-made samples inserted in the glass and enlarged
by the magnifying glass.

Initiated issues, belonging to physical and metaphysical, visual and
mental categories, are directed towards free interactions, indicating
the lack of any likelihood to maintain the former ideal about unity,
on account of the imposed life model in the modern fragmented
society. Her later works also pursue the problems of gender-based
differentiation.

Exhibitions: Joint exhibition "Radiations — Recent Macedonian Fine Art"
in: Bayerische Landesbank Galerie, Munich, 1998; Center for Cultural
Decontamination, Belgrade, 1998; Museum of Contemporary Art, Skopje;
Japan Foundation, Forum, Gallery, Tokyo, 2000.



ABTOIIOPTPET, 1996 SELF-PORTRAIT, 1996
HHCTS;\aulliﬂ. (F‘IHCCH nOPTPCT MCTaA, TCYCH nﬂ.})ﬂl17liﬂ, })CHTFCH CHHUMKa, 1\"”\'170 — YUIIOBH, “]\‘63) InSt:\“utiﬂn (}) aster-cast })Qrtrait, rn(tal‘ llqllld p;lraﬁ:ln‘ X'ra}, picture, l]]iCrOL HPS, [';1“]}))
POMEHAHBH AUMEH3HH; COTICTBEHOCT Ha aBTOpKata, poTo-apxusa Ha MCY (Pobept Jankyaockn) varying dimensions, owned by the artist, photo archives of the Mo Skopje (Robert Jankuloski)




AUTOBAHN, 1998 AUTOBAHN, 1998
ja ( AO, TOTOBH IPEAMETH, AYIIa, HCOHKH, GMTYMCHCKA ITaTeKa, Aamb ), AOAXKHHA 3 M. Installation (glass, ready-mades, magnifying > i bitumen-n ath, lamp), 3 meters long

the artist, photo archives of the MoCA-Skopje (Robert Jankulos!




AUTOBAHN, 1998 AUTOBAHN, 1998
A€Tan detail

135



136

Buosera YAITIOBCK A

Ckorje, 1967

Haxo e popena Bo Ckorje, kape mto aunaomupa Ha @AY ma OTcexor 3a
rpaduxa (1991), Beke Haa ABe ACLICHHH aBTOPKATa )XUBee BO ABCTpaAHja,
HO OCTaHyBa II0OCTOjaHO TBOPEYKH KOHEKTHpaHa co Makeponuja. IIpure
HACTAIlK MM TH IOCBETYBa [apaACAHO Ha rpaduuKuTe peasnsanuu (Ha
TPYIHH M CAMOCTOJHH H3AOXKOH) M Ha HHTEPBEHLUHTE BO IPHPOAATA H
3aTBOPEHHOT IIPOCTOP.

Maanoinio esepo, Henucimiep — aeng apii (apunin) upoexia (1994), nssepen
Ha MCTOMMEHOTO e3epo Ha ITeAncTep, Hoapasbupa CAOKEHa peasHsaliyja
CO ABOjHa KOHOTaIlMja: CBOEBHAHA aKI[Hja, IMPOCAECAEHA CO TpadpHIKH
oTeyaTouH (I0TOA M3AOXKEHH Ha Hej3HHATA CAMOCTOjHA M3A0XK6a Bo MI'C
(1994). McrpaskyBadKHOT IIpOLieC Ha caMara KOHCTHTYIIHja Ha e3epOTo €
BO IIapaAeAEH COOAHOC CO aBTOaHaAM3aTa. Taa ce HabsyAyBa HH3 ABOjHA
OITHKA: OHAA Ha QU3UIKOTO OTAEAAAO KAKO PEKBH3HT HAa IEPPOPMAHCOT
M Ha pepAeKTHpaYKaTa IOBPIIMHA HA €3€POTO. ABOJHOCTA ja BTEMEAYBA
HejsHHATa KPYIMjaAHA 3aHHTEPECHPAHOCT 34 CEOEHCIHTYBAKETO U BO
HCTO BPeMe HHTEIPUPAETO BO KOCMHYKHOT HaprusaM (Tacron Baraap)
M Ha Ce6eCcH BO KOHTEKCTOT Ha IPHPOAATA, KAKO HEj3UH HHTETPAACH ACA.
KoMIIAeKCHOTO AOOPOBOAHO CeAHYBambe Ha KpeBeTOT Ha 3UrMyHA Ppoja
IIOAPa3bHpa cepHja peKBHSHTH, HEKOH BO PEAAIHja CO HEj3SMHUTE MEMOPHH
OA ACTCTBOTO BO BHTOAA (4 CTAKACHH TOIIKH ), OTACAAAO, LIIHIIEHIIE CO CHH
MIATMEHT M IIAOYH OA ITMHK KaKO BPCKa CO Hej3MHaTa NPHMapHa BOKaI[Hja
xako rpa¢udapka. Bo aeaoro Ceyupare u suprarwe (1999), ucro taxa
M3pasyBa syOOIMTHOCT 3a cebe U 3a OKOAMHATA, CAYXKEjKH Ce CO AyIIa.
A€eBCTBEHOCTA Ha NPHpPOAATA HHCIIHPHPAaHaA OA COIICTBEHATA YHUCTOTA Ha
MHCAATa U AyXOT, TOYHYBA Aa C€ HHQHUITHPA CO COLIMjaAHH, IIOAUTHIKH HAH
ernuku 6panyBamwa. MHcrasanujata 300.000 (1999) ce cocpeporouyBa
Ha (eHOMEHOT Ha 6EercTBOTO, CTABEH BO peAallHja CO MATYBAIBETO, HA
A€-AOIIMPAIETO, HO HE COTAACHO CO IPHHIJUIIOT Ha 3aAOBOACTBOTO,
TYKY Ha IPHHYAATa. 3a€AHHIKHOT O3HAYyBad Ha NATYBaHbETO € COAPIKAH
BO €AEH CKPOMEH Kydep BO KOj Cé CMECTEHH CTOTHUIIM HAjaAH AUBYHMIbA
CO TEKCT, AGKCHYKHM apCeHaA Ha TEPMHHOAOTHjaTa crenudHyHa 3a
6erasckara KpHusa, Ha IIPOTECTUTE IPOTHB arpecujaTa. Bo mHcTasanmjaTa
Tenecnu theunocmu (1999), peasHHTe IPETCTABU 3a MajuMHCTBOTO I'M
CYIICTUTYHpa CO OIIKPY>KYBaHeTO Ha MajKaTa i 6e6eTo (BAOLIKHM 38 TPAAH,
KpEeBET, NePHMIIY, IIHIIEHI]A CO CEKPETH, H3AAYyBaHH OA TEAOTO: MAEKO,
KpB, coa3n). CTepHAHOCTA Ha IPOCTOPOT, 300POT THIIMHA H3BE3€H Ha
[epHUNATa U 6EAOTO KAKO CHHOHHM HAa HEBHHOCTA, OA OBa HHTHMHO
HCIIOBEAAIbE CO3AABAaT BO3BHIIEHA IIPHKa3HA 3a IIPHMBHAETHMPAHOTO
9yBCTBO AQ CE CO3AAAE KUBOT.

Violeta CAPOVSKA

Skopje, 1967

Although born in Skopje where she graduated from the Department of
Graphics at the Faculty of Fine Arts (1991), for more than two decades
the author has been residing in Australia, but has remained constantly
connected in creative manner with Macedonia. She dedicated her
initial art efforts simultaneously to graphic works (at solo and group
exhibitions), and to site-related art actions in nature and in closed space.
Small Lake, Pelister - land art (print) project (1994), carried out at the
eponymous lake on Pelister, involved complex execution with dual
connotation: a site-specific art action, followed by graphic prints (later
shown at her solo exhibition organized at the MCS-Skopje in 1994).
In this work, the research process of the constitution of the lake was
in a parallel line with self-analysis. It was observed through a double
lens: that of the physical mirror as a prop of the performance and the
other of the reflecting surface of the small mountain lake. Duality
served as foundation of her crucial interest in self-reflection and at the
same time integration into the cosmic narcissism (Gaston Bachelard)
and in herself in the context of nature, as its integral part. The complex
voluntarily sitting on the bed of Sigmund Freud implied a series of
props, some in relation to the memories of her childhood in Bitola (4
glass balls), mirror, bottle of blue pigment and zinc plates as a link to
her primary vocation as a graphic artist. In her work called Dissection
and Peeping (1999), she also expressed curiosity about herself and the
environment, using a magnifying glass.

The virginity of nature, inspired by the purity of her own thought and
spirit, began to be infected with the social, ethical, and political turmoil.
On the other hand, her installation called 300,000 (1999) was focused on
the phenomenon of flight and refugees, set in relation to travel, in context
of displacement and being displaced, but not according to the principle
of one's choice and pleasure, but of compulsion and by force. The
common marker of such travel was denoted in a modest suitcase, which
contained hundreds of thousands of papers with text, lexical arsenal of
terminology specific to the refugee crisis, of protests against aggression.
In her installation called Bodily Fluids (1999), the real-life representations
of motherhood were substituted with the environment of a mother and
her baby (breast pads, bed, pillows, bottles with secretions from the
mother's body: milk, blood, tears). The sterility of the space, the word
'silence’ embroidered on the pillow and the white as synonymous with
innocence intended to create from this intimate confession a sublime tale
of the privileged feeling to create and deliver life.



AEHA - IPUHT IIPOEKT HA MAAOTO E3EPO, ITIEAUCTEP (aetan), 1994 LAND-PRINT PROJECT OF SMALL LAKE, PELISTER (detail), 1994
nepopmanc nsbeact Ha Maaoto Esepo na [Teancrep performance carried out near Small Lake on Pelister
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300.000, 1999 300.000, 1999

uncTananuja (Kydep co XapTHEHH HATIHCH) installation (suitcase with paper notes)
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TEAECHH TEYHOCTH (aeraan), 1999 BODILY FLUIDS (details), 1999
nHCTaAauuja (BAOLIKH 32 AOCHHE, KPEBET, ICPHHULIM CO TEKCT, TOAMIIA, 3 IIHUIMA CO TEYHOCTH installation (breast pads, bed, pillows with text, shelf, 3 bottles with liquids, three drawers
Tpu ¢puokn, dorokonnu Ha Tkacuunn), CIX Gallery, Cronje photocopies of fabrics), CIX Gallery, Skopje
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Po6epr JAHKYAOCKH

Ipuaemn, 1969

Bo mepuopoT Ha peHecaHcaTa Ha MakeAOHCKaTa porTorpaduja Bo AeBe-
AeceTTuTe roAnHH Ha XX BeK, KAy4Ha yaora uMa Pobepr JaHKyAOCKH,
KOj Mopo1IHa Ke ro dopmMupa 1 MaKkeAOHCKHOT IieHTap 3a poTorpaduja
Bo Ckormje.

3a pasAMKa OA IOBEKETO YMETHHIIM KOM CE 3aHMMAaBaaT CO OBOj MEAH-
yM, JAHKYAOCKH KaKO BUCTHHCKH IPOpECHOHAACL, ACOHTHpa CO AeAa
He-eKCIAMIIUTHO GoTorpadpcku, CBOEBUAHH MHCTAAAIIMH, KO Ha CO-
¢ucTHLMpaH HayUH ja COApXKAT GykBaaHaTa cauka (Bubpayuu 1993,
Teno / ungpopmayuja 1995, Ham Ilyn Ilajx 1996, Ciao Diane 1997).
MoaaAHTeTHTE HA HHAHBHAYaAHHOT TOBOP T'O M3ABOjyBaaT OA CTaH-
AQPAHHMOT KOHIIEIIT Ha OBOj MEAHYM: ¢pparMeHTOT KaKo OCHOBHa Ipa-
AbEHa eAMHHMIIA LIITO Ce HOBTOPYBA BO HU3H, PEIJUKAHPAIHETO H IIUTH-
PameTo Ha EMIIMPHjaTa, OAAAACUEHOCTA OA PEaAHOCTA.
DOTO-KOAQKHUTE OA IPBHOT IEPHOA C€ KOHTPAIlyHKTHPAHH HAa MEMOPHC-
KHOT M TPaeH KapaKTep Ha BoobnyaeHoTo cdaKame Ha poTorpadujara.
ITocTankaTa Ha AEKOHCTPYKIIHja KYAMHHHpPa BO YAHYHO-TaA€pHCKaTa
axnuja Bo npouec Cu jy cu mu (See You See Me).

OB0j IPOEKT 'l COAP>KH ITapaAeAHO aBTOpedepeHI[HjaAHUTE U COLJHOe-
THYKHTE KOMIOHEHTH. WIHCOHpHPAaH OA XaOTHYHOTO NPEAH3O6OPHO
pexaaMupame IpeKy IAaKaTH, aBTOPOT pelllaBa Aa IO AErpapupa
1 $OTO-aBTOIOPTPETOT, CBEAYBAjKH IO Ha PAMHHUINTE HA YAHIATA.
CaMuOT HOCa4 Ha IOPTPETOT (aBTOPOT) AOBPOBOAHO Ce IIPETBOpa BO
CPEACTBO 3a MaHHIyAallHMja, CTaHyBa HHTEPAKTHBEH. JaHKYAOCKH I'H
IIOCTaByBa MAAKATHUTE CO CBOjOT AMK Ha Hajpa3AMYHU MECTa HU3 TPAAOT
(Bp3 KOHTejHEpH, cTOAGOBH, Tapabu, OrpasH), OCTABEHH Ha MHAOCT H
HEMHAOCT Ha (He)cAy4yajHuTe MUHYBadu. KHHeTH, YKpTaHH, TyTKaHH,
raseHy... THE 3HAYEHCKH I'M M3MEHyBaaT IIPaBHAaTa Ha DEAAIIMUTE:
HMHAHBHAYaAHO—KOACKTHBHO, MOAEPHO — IIOCTMOAEPHO H CA.

Ha npamameTo Kako Aa ce BO30OOHOBH CAMKATa — IIPETCTAaBaTa pac-
YAeHeTa Ha AUXOTOMHUH (Cy6jeKT — 3aeAHHLa, opuruHaA Gpororpaduja —
CYIICTHTYT TAAKAT), JAHKYAOCKH pearupa co npodeCHoHaAHa IIOCTAIKA
MMaHEHTHA Ha $OTOrpadCKHOT MEAHYM — CO AOKYMEHTHPAKETO.

I'o cHMMa IJeAHOT Ipolec co ¢poTo M KMHOKaMepa, yInaTyBa MHCMEH
IIOBUK AO TA€AAYHTE, H3PabOTyBa aHKETHH AHCTOBH, II€YaTH IIy-
6AMKaIgja 3a IjeAaTa akIjMja M IpaBM H3Aoxb6a. KommaexcHoTo
HHTEPAKTHBHO A€jCTBYyBale Ha aBTOPOT Ce CyOAMMHpa BO HAEjaTa
3a IOCTeIeHa aHMMaljMja Ha (GOTO-TEXHHKHTE, BKPCTEHH CO APYTH
AMCIMIAMHU (BHACO, OGjeKTH, MHCTaAalMM), IUTO JaHKYAOCKH ja
IIpeTOYyBa BO HATAACEHO MHTEP-TEKCTyaAHa M HHTEP-aKTHBHA TBOPOa
(Aa tu 3auysame ciiomenuitie 2000, 12 cpebpenu ojuuyu 2001).

H3n0c6u: npoextor Cu jy cu Mu (See You See Me) e peaAn3HpaH BO IIPOLIEC OA
1998 A0 2001, Ha pasanysu Mecta Bo Ckomje u moroa Bo 2001 ropnHa mper-
craBer Bo CIX raaepujara Bo Cxomje (LleHTap 3a coBpeMeHaTa yMETHOCT).

Robert JANKULOSKI

Prilep, 1969

In the period of the revival of the Macedonian photography in the
1990s, Robert Jankuloski played a major role, as later he also established
the Macedonian Photography Center in Skopje.

Unlike most professionals that treat this medium, Jankuloski, as a
genuine professional, made his debut by means of artworks that were
inexplicitly photographic, specific installations that incorporated the
literal photography in a sophisticated manner (Vibrations, 1993; Body/
Information, 1995; Nam June Paik, 1996; Ciao Diane, 1997).

The modalities of individual communication single him out from
the standard concept used in this medium: fragment as the basic
construction unit that is repeated in series; recycling and citing
empiricism; distance from reality.

His photo collages from his initial period are counterpointed in context
of the memory and lasting character of the common perception of
photography. The deconstruction procedure reached its culmination in
the street and art gallery project in process called See You See Me.

This project simultaneously contained self-reference and socio-ethical
components. Inspired by the chaotic election campaign through the
use of posters, the artist decided to degrade even the camera itself,
by reducing it to a street level. The portrayed person (i.e., the author)
voluntarily transformed himself into an instrument of manipulation,
by becoming interactive. Jankuloski posted such posters of himself at
different locations throughout the city (on garbage cans, dumpsters,
fences, enclosures), posters handed over to the mercy of passers-by.
Torn, covered with scribble, folded on, stepped on... they changed the
meaning of the rules concerning the following correlations: individual-
collective, modern-postmodern, etc.

In context of the question how to restore an image-picture disaggregated
into dichotomies (subject-community, original photo-substitute
poster), Jankuloski reacted by means of professional procedure
immanent to the photography medium — by documenting.

He recorded the entire process using photo and movie cameras; he
then sent a written invitation to the public and made questionnaire
forms. Finally, he printed a book about the entire event and had an
exhibition to show it. The complex interactive performance by the artist
was sublimated into the idea of gradual animation of photographic
techniques, incorporated with other disciplines (video, objects,
installations), which Jankuloski transposed into strikingly inter-textual
and inter-active art production (Let’s Preserve the Memories, 2000; 12
Silver Soldiers, 2001).

Exhibitions: the project See You See Me was executed in process, from 1998 to
2001, at different locations in Skopje, and was then presented at the CIX gallery
in Skopje (Center for Contemporary Arts).



HEYHME OKO I'AEAA BO BAC..., 1996 SOMEBODY'S EYE IS LOOKING AT YOU..., 1996
doro - 06jCKT — uHcTaAanuja, Yudre amam, CK()l'le, dororpaduja Ha aBTOpOT phu[o-objcct—instnllation, Cifte Amam, Skopjc; photo owned by the author
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BE3 HACAOB, 1997 UNTITLED, 1997
cAajp uHCTaAanuja, Yudre amam, CKonjc, ¢ororpaduja Ha aBTOpOT slide installation, Cifte Amam, Skopjc; photo owned by the author
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CH JY CUMHU - SEE YOU SEE ME, 1998-2001

YAHMHO — FaAepHcKa akiuja Bo mporec, S00 maakatu (N $ororpadpun Ha aBTopm), TIOCTaBEHM Ha
pasanunu sokarun Bo Ckonje, 450 Bo CIX raaepuja (Llenrap 3a coemena ymernocrt), Crornje
¢$oro-apxuBa Ha ABTOPOT

SEE YOU SEE ME, 1998-2001

Street and art gallery project in process, S00 posters (made up of photos by the author), distributed at
different locations in Skopje, 450 at the CIX gallery (Center for Contemporary Arts), Skopje

photo archives of the artist
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Hpena ITACKAAH

Oxpua, 1969

HecoraacyBameTro CO INOAMTHYKATa CHTyalldja BO KOja e€CKaAHpaar
ACCTPYKIIHjaTa, BOjHHTE, MUTPAIIHHTE, 3araAyBambeTO Ha ONKPYXKY-
BamETO... 0COOEHO BO MOCAEAHATA ACIlCHHja Ha ABA€CETTHOT BEK, IO
HapyIllyBaaT HHTETPHTETOT Ha €AMHKATa M I'M 3arpPO3yBaaT Hej3SHHUTE
MOpaAHH CTOjHOCTH. KoMmAekcHOCTa Ha OBaa CHTYyaljHja € BHU3YEAHO
1 Bep6aAHO HarAacyBaHa M OA CAMKHTE U IIOPAKHTE €MHUTYBAaHH BO
MeAHnyMHuTe. MokTa Ha ”HGOMAITHUTE I'H 3aCACITyBa H YMOT M OKOTO H Ce
HaMeTHYBa KaKO OMHUIIOTEHTEH GpaKTOp BO ceKojaHeBHETO. CHMYATaHO
Ha BakBaTa aTMocdepa Ha MHKPO M MaKpO IIAAH, YMETHHIIUTE TO
3a0CTpyBaaT KPHUTHYKHOT craB. Fpena Ilackaam ja perucrpupa
TpayMaTHYHATa CTBAPHOCT CO IOBHIIEHA PETOPHKA HA eMIIaTHjaTa 3a
oTdpAaeHHTE 1 HeMOKHHUTe. Taa BAeTa Ha KPajoT HAa MHHATHOT BEK KaKO
BeTyBayKa CBE)XHHA BO AMKOBHAaTa HMHTEPNPETAIHja HA E€THYKHTE,
MOAUTHYKHTE M BOOIILUTO aKTYEeAHHTE MHIOBH Ha MaKEeAOHCKATa
CIleHa, 3a Aa IO ONpaBAa BO HAPEAHHMOT BEK HAIIETO BEPYyBame BO
HEj3MHHMOT AMKOBEH IOTEHIIMjaA, KOj OA Hea CO3AaAe TparaHKa Ha
CBETOT, BETyBa4Ka aKTepKa KOja ja HAIIyLITH CPEAMHATA OA Koja Oelre
AAraboxo BosHemupena. Hejsunara Bupeonncrasanuja One Day, One
Life, e coujaaHO KOHOTHpaHa IPUKa3HA, OANCKA HA AOKYMEHTapHHTE
$rAMOBH 32 6€3A0OMHHTE HECPEKHHUIH, KOH BO CE IIOrOAEM OpOj TaAKaar
HH3 IPaACKHTE YAMIIH, He Kako Bopseposure sexapentam flaneurs,
TYKY KaKO OTPPACHH AyIIH OA onuitectBoTo. Edexrrre Ha 6u3apHOCT
M ersoTHYHOCT BO aBTEHTHYHATa CTOPHja IITO eAHa OCaMeHa >KeHa
ja packaxkyBa IpeKy BHACOCHHMKaTa (CHMMEHa CO BHAEOKaMepa H
[POEKTHPaHa Ha OMM), Ce KOHTPaIyHKTHPAaHH Ha GeAaTa THIICEHA
CKYANITypa MHTErpHpaHa BO HHCTaAalMjaTa. MeTradpuauukara nopaka
ce MCYHTYBa OA KOMIAKTHaTa BOAYMHHO3Ha ¢popMa, KaKo CBOEBHAHA
MeTadopa 3a 6eCIyBCTBEHOTO MHAj€, KOE OCTAHYBa HE3AUHTEPECHPAHO
3a COLIMjaAHHTE IICHXO3H Ha €AMHKATA.

Irena PASKALI

Ohrid, 1969

Disagreement with the political situation, where there has been
escalation of destruction, wars, migration, pollution of the
environment... as seen especially in the last decade of the twentieth
century; all of this has disrupted the integrity of the individual and
violated his moral values. The complexity of this situation visually and
verbally has been emphasized in the images and messages as broadcast
in the media. The power of information blinds both the human mind
and the eye and it is imposed as omnipotent factor in everyday life.
Simultaneously to this atmosphere at micro and macro level, the artists
have been honing their critical attitude. In her works, Irena Paskali has
registered the traumatic reality with increased rhetoric of empathy for
the discarded and powerless individuals. She emerged at the end of the
last century as a promising freshness in the artistic interpretation of the
ethical, political, and generally topical moments on the Macedonian art
scene - to justify in the next century our belief in her artistic potential,
which helped her become a citizen of the world, a promising actress
who was to leave her home environment that was deeply upsetting her.
Her video installation One Day, One Life, treated a socially connoted
story, similar to documentaries about homeless and unfortunate
individuals who in growing numbers wander through the city streets,
not as Baudelaire decadent flineurs, but as people rejected by society.
The effects of weirdness and exoticism in the authentic story that a
lonely woman was telling through video footage (filmed with a video
camera and projected on a beam) was to be counterpoint to the white
plaster sculpture integrated into the installation. The metaphysical
message was read from the compact voluminous form as a kind of
metaphor about the insensitive milieu that has remained uninterested
in the social psychosis of the individual.



ONE DAY, ONE LIFE, 2000
BHACO'HHCT&ASL‘HJ‘ZI (MOHHTOP, THUIICCHA cKyAnTypa, BMAC(’), npOMCHAl/lBH AUMCH3UH, yHHLUTCHa
CIX raaepuja Cxomje, $oro-apxusa Ha aBTOpKaTa

ONE DAY, ONE LIFE, 2000
video installation (monitor, plaster sculpture, video), variable dimensions, destroyed
CIX Gallery-Skopje; photo archive of the author
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Mynka AEAEBA

T'eBreamnja, 1970

Vmorpebara Ha CONCTBEHOTO AHMIlE KakKo ,HM3rOBOP® 3a CO3AABambe
YMETHHYKO AEAO, IIOCTAIKA IIO3HATA OA AAMHHHA, € OCOOEHO KapaKTe-
PHCTH4YHA 3a BTOpaTa IoAOBHHa Ha XX BeK, IIpeA Cé 3a )KEHUTEe—TBOPLIH.
He Moxe Aa ce opopede IOBP3aHOCTA Ha aBTOCKOIIHjaTa CO HapIIU3MOT.
IToBeke MCHMXOaHAAHUTHYAPH KOHCTAaTHPAAE ACKA MOCACAHHOB € IIO-
HATAACEHO IPHCYTEH BO >KeHCKHOT roBop (Curmynp Ppoja, Jyauja
Kpucresa, XKax AaxaH u Ap.). PomanTHYHaTa 060€HOCT Ha OBaa IPo-
6aeMaTHKa € crenlupHUIHA M 3a TBOPEIITBOTO Ha /bynka AeAeBa.

Taa ja BrpapyBa BO MHCTAAALUUTE Ha €A€H MeTadpOPHIEH HAYHMH: KaKO
BO30OHOBYBabe H pe-aKTyaAHSHpame Ha yOaBHHATA, HEKHOCTA, BO3-
BHUIIYBabeTO, HO M Ha aMOuBaAeHIHjaTa (BOSHEMHPEHOCT, CTPaAambe),
KaKo Ipallama Ha HHAMBHAYaAH3allHja HU3 aKTUTE Ha CAMOAHAAH3aTa.
Hus cepujata maorepcku ¢pororpaduu BO HHCTaAanujata Tumuwna
vs 36)yK, /AeseBa IO HCTPa’kyBa COICTBEHOTO AHII€ BO IIPOILIECOT Ha
HM3TOBapame Ha BOKAaAHTE (A, E, ", O, V). IIpu Toa ro cumyaupa He
caMo 3BYKOT (T0j, BCyIIHOCT, € poTorpapupaH Kako 3aA€AEH FOBOP),
TYKY M MadyHaTa THIIHMHA KOja IO KpHe BHATPEIIHNOT KPHK, 6oAKaTa Ha
ocaMeHaTa HHAHUBHAYA.

IToaouna Bo E-mail Diary (1999) nosropHo ce ¢poKycupa Ha CBOETO
AHIle, MefyTOa OBOj IIPOEKT € CO HMAEja Ad TH 0OEAMHHU IIPHPOAHATA
M BEIITaYKaTa HHTEAMTEHI[Hja. ABTOpPKaTa BOAHU AHjaAOT co cebecH
NpeKy KOMIIjyTEpOT.

VMMa HEKOHM TEOPHH KOHM yKaXKyBaaT AeKa €AEKTPOHCKHOT MO3OK
KOMYHHIIHPa CO YOBEKOT Ha €AHO IIOBHCOKO PAMHHIITE OTKOAKY IITO
ce MpeTmnocTaByBa. TaKkoB €A€H Pa3aroBOp aBTOpPKAaTa OCTBAPYyBa, KOTa
CO MKOHHYHHUTE IPETCTaBH Ha HEjBMHOTO AMIle U TEKCTOBHTE IPEKY
e-mail mopaku ce OCBpHYBa Ha CBOETO aATEp €ro, Ha XEHHTE, Ha IPHU-
poaara, Ha Epoc u ma Tanmaroc.

Hsaox6u: camocrojHa mssoxba Iasepmja SCCA (LlenTap 3a coBpeMeHa
ymerHoct), Cxomje, 1998; rpymum mu3ao3x6u - ’Sunny Moon’, Galerija
pro$irenih medija, Zagreb, 2001; ’super(h)EROS’, HanuonaaHa rasepuja Ha
Makxkeponuja, Cxomje, 2007.

Ljupka DELEVA

Gevgelija, 1970

Use of an artist’s own face as a “pretext” for the creation of a work of art,
a procedure well known from ancient times, was very characteristic in
the second half of the 20th century, mostly for the female artists. One
cannot deny the connection between autoscopy and narcissism.

Most psychoanalysts concluded that the latter was more articulated in
speech made by women (Sigmund Freud, Julia Kristeva, Jacques Lacan,
etc.). Romantic complexion of this subject matter is also specific for the
art production made by Ljupka Deleva.

She enshrines this complexion in her installations in a metaphoric man-
ner: like restoration and renewed relevance of beauty, tenderness, sub-
lime nature, as well as ambivalence (anxiety, suffering), being questions
of individualization by means of acts of self-analysis.

By means of a series of plotter photos used in the installation Silence
vs. Sound, Deleva explored her own face in the process of pronouncing
the vocals (A, E, I, O, U). In this context, she simulated both the very
sound (actually, this sound was photographed like some type of frozen
speech), and the painful silence that hides the inner scream, the pain of
the lonesome individual.

Later, in her work called E-mail Diary (1999), she again focused on her
own face; however, this project pursued the idea to unite natural and ar-
tificial intelligence. The artist conducted a dialog with herself by means
of a computer.

There are some theories that point out that the electronic brain main-
tains communication with man at somewhat higher levels than per-
ceived. A conversation of this kind was conducted by the author, when
by means of the icon presentations of her own face and e-mail texts she
raised discussions about her own alter ego, women, nature, Eros, and
Thanatos.

Exhibitions: Solo exhibition at SCCA (Center for Contemporary Art), Skopje,
1998; joint exhibitions: “Sunny Moon,” Galerija prosirenih medija, Zagreb,
2001; “super(h)EROS,” Macedonian National Gallery, Skopje, 2007.



THUIINHA VS 3BYK, 1998 SILENCE VS.SOUND, 1998

uncrasanuja (5 poro-naorepu 77 x 60 cm., 1 poro- naorep 130 x 200 cm.) Installation (5 photo plotters, 77 x 60 cm.; 1 photo plotter, 130 x 200 cm.)
concrsenoct MCY Crkonje, nns. 6poj 4030 owned by the Museum of Contemporary Art-Skopje, inventory number 4030
¢$oro-apxusa na Llenrapor sa coppemena ymernocrt, Cxomnje photo archives of the Center for Contemporary Art (SCCA)-Skopje
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Lijupka Deleva<l

D n3gagute manaTto O

INETHA YauTu-Ka-Npot

E-MAIL DIARY (petas), 1999 E-MAIL DIARY (detail), 1999
upHO/6eA Aacepcku medar Ha xapTuja, nsaoxba Haprmamu, MCY, Ckonje black/white laser print on paper; exhibition Narcissisms, MOCA-Skopje
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Eanmunpa XAII BACMAEBA

KaBapapumy, 1971

Eanumaa Xanu BacuaeBa ja mounyBa AMKOBHAaTa Kapuepa Bo AHIAHja,
KaAe ILTO XHUBEE U ACHEC.

OpA IIOYETOKOT Ce IOCBETYyBa Ha €KOAOUIKH O3HAY€HH IPOEKTH, HH-
CTaAsalMH U site specific pemenuja, Haj6AUCKH IO CEH3UOMAUTETOT Ha
aeaara Ha I'aurop Credanos u Ilerpe Hukosocku. Op cyBu rpaHkw,
AHCja, TPEBa, APBja H Ap. ,IIACTE ACOLIHjaATHBHH HAH QHUIYpPATHBHH
NpPEeTCTaBU M I'M AOLMpa KaKO IapKOBCKH HHCTaAallMH BO Beamka
Bpuranuja (Bpcxa 1995, Revival 1997).

Aeasoro Unbush (2000) e mop3eMHa HHCTaAALHja, peaAH3HPaHA CO IIO-
MOIII Ha apXHTEKTH, TPAACKHHUIM U T€OMETPU. YIIOTpeOEeHHTE MaTe-
PHjaAH ce 0A IPHPOAHO IOTEKAO (TPaHKH, KOPEeHa, TAAIIH) H HE AOBe-
AyBaaT BO HEIIOCPEAHOCT CO )KHBOTOT Ha PacTeHHjaTa.

3arpr>KeHoCTa 33 IOBPEAATA HA XaDMOHHYHHUOT PHTAM BO IIPHPOAATA
IIPOM3AETYBa OA aBTOPCKOTO CYIITHHCKO YyBCTBYBahe Ha HEAEAHBOCTA
oa mpupopaTa. OTTyka HejsMHATa MHHIJHjaTHBa 3a OOHOByBame Ha
>KMBOTOT Ha CKPIIEHHUTE FPAaHKH M Ha IIOBPEAEHHUTE PaCTEHHja, CTaBajKH
I'M BO HOBH aMOMEHTAAHHM KOHTEKCTH. BaKBHOT BHA pELHKAaXXa My
ro Bpaka AOCTOMHCTBOTO Ha OHOAOLIKOTO M BOEAHO Ce OGHAYBa Aa ja
IIOBEAE CBECTA HA ADYTHTE 3a pereHepupana ¢popMa Ha ersucTeHIIuja.
Bo mapepHara AelieHHja, aBTOpPKaTa HCKa)XKyBa HHTEpPECHpame 3a
aHUMAaAHHOT CBET. Bo cé MOCAOXKEHHUTE MPOEKTH, A0 GH3UYKO HCIP-
nmyBame, 06paboTyBa KOXXH OA pHuba, KOIIYAKH OA BHATPEIIHHUTE Op-
raH{ Ha )XUBOTHHUTE M BO IIOCAEAHHOT IIPOEKT, CO KOj Ce MPEeTCTaByBa
Ha Bruenasero Bo Benenuja (2013), KOPHCTH KOXKH OA TAYBITH M )KHBH
IPHMEPOLIH OA OBa XKHBOTHO.

Bo uncrasanujara Edugepmuc (2000) op pubju KOXH IPaBH MOAHH,
BHMCEYKH M ADYTH IPOCTOPHU pelleHHja. EBoAyIIMjaTa Ha Hej3SMHUTE aK-
THBHOCTH PE3yATHPA BO CBOEBHAHA TEAECHA, EITHAEPMAAHA ITAACTHYKA
obMrcaa, 360raTeHa CO XaTHYKH BPEAHOCTH, AOBEACHH AO HHBO Ha
XHIIEp OCETAHBOCT. AGjeKTHOTO BO IIOCACAHUTE MPOEKTH € IIOCTOjaHO
BO KOpeAaIjHja Co eCTETCKOTO KaKo ybaBuHa. Taka, BHATPELUTHHTE HAH
HaABOPEIIHHTE AEAOBH OA JXHBOTHHCKO IIOTEKAO C€ TPaHCPOPMHpaAT
BO IpedHHETO HCTKACHH TAHTEAH CO3AAACHHU OA YOBEYKA paKa.

Elpida HADZI VASILEVA

Kavadarci, 1971

Elpida Hadzi Vasileva started her artist career in Great Britain, where
she still resides.

From the very outset, she has dedicated herself to environment-related
projects, installations, and site-specific arrangements that are, in their
sensibility, very close to the works made by Gligor Stefanov and Petre
Nikoloski. She “weaves” associative or figurative representations using
dry branches, leaves, grass, trees, etc.; she then settles them as park
installations in Great Britain (Connection, 1995; Revival, 1997).

Her work of art called Unbush (2000) was an installation below
earth, which was accomplished with the help of various architects,
construction engineers, and surveyors. Used materials were of natural
origin (branches, roots, planks); as such, they guided the viewers to be
in direct touch with the life of the plants. Her concern about violation
of the harmonic rhythm in nature originates from the author’s essential
feeling of being inseparable from nature. Hence, she came up with the
initiative to restore life to broken branches and damaged plants, by
placing them in new ambient contexts. Such type of recycling restores
dignity to the biological and, at the same time, tries to raise other’s
awareness about the regenerated form of existence.

In the next decade, the artist showed interest in the animal world. In
her next projects that became increasingly complex, she processed fish
skin, sloughs made from internal organs of various animals. Similarly,
in her last project shown at the 2013 Venice Biennale, she made use of
mouse skin and live samples of this animal.

In her installation Epidermis (2000), she made use of fish skin to make
floor, hanging, and other spatial arrangements. The evolution of her
activities has resulted in unique physical, epidermal, plastic elaboration
diversified with haptic values that are chiseled out to level of hyper
sensation. The abject in her recent projects has been constantly in
correlation with the esthetical as beauty. Thus, the internal or external
parts of animal origin are transformed into refinedly woven lace crated
by the human hand.
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ENMUAEPMMUC, 2000/2001
uHcTarayuja (Kosku op puba, Mpexn), mpomeHansn Anvensny, Berwick Gymnasium Gallery, poro-apxusa Ha aBropkara
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EPIDERMIS, 2000/2001
Installation (fish skin, nets), varying dimensions, Berwick Gymnasium Gallery, photo archives of the artist
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Haaa ITIPSA

CapaeBo, bocna u Xepuerosuna, 1971

Op 1996 ropuna, Hapa Ilpmsa Kako MyATHMEAHjaA€H YMETHHK pea-
AW3Hpa IOBeKe IIPOEKTH, BO KOH HajueCTO €eKCIEPHMEHTHpa CO
PasHOBHAHH MEAHMYMH: TpaHChOpMaljMja M HCIPENAETyBarme Ha
dororpaduu, BHAEO, rpaduka, ACTPUCTHYKH 3HauU (Auiesu u
uncexinu, Auunocis = wpancpep, Iypiamopuym...1996).

CaepHaTa ropoHHa, CO3AaBa IPOEKTH KOH ja 3aCeraaT HHTHMAaTa.
IlcuxmykaTa GparuAHOCT Ha aBTOPCKHOT IrOBOp ce pedpAEKTHpPa BO
A€AOTO 3ateopenu ipo3opyu (COH, CEHKH, 0AbAECOTIN).

Bo uncrasanumjata Ogewe o sagna 6oga ciiopeq g-p Kuajii (1997),
CTPaBOT M HECHTI'YPHOCTA PETOPHYKH 300PyBaaT 3a HATAACEHO OTCYC-
TBO M COMHEX BO $H3HYKaTa KOH3UCTEHTHOCT Ha YOBEKOT.

Bo oBa AeA0 HajHArAaceH e >KEHCKHOT AUCKYpc. OTCYyTHOCTA Ha HeX-
HOTO >KEHCKO TE€AO € 3aMEHETa CO TPaHCIApEHTHA HOKHHUIIA, CyTepH-
pajKky CBOEBHAHO 6ErcTBO Ha JKEHaTa OA CBOjOT QyCTaH, KaKO eACH
BHA HaMEPHO CACIIMAO 3a KOPIOPAAHOTO M 3TOAEMEHA AOBepba BO
MHCTHHKTHTE M MHTyHIHjaTa. BoAHMIIaTa Kako pabHO MecTo Mery
SKHBOTOT M CMPTTa — MECTO OA KO€ CTpPaByBaMe, CE HarAacyBa IPEeKy
METAAHHOT 3BYK Ha CAAOBUTE H Oa3CHHTE 32 ACKyBakbe BO 3aBOAOT 3a
dusnKaAHa MEAHIIMHA H peXxabuAHTaIHja.

CTyA€HHAOTO Ha YyBCTBOTO C€ HaAIPAAYBa CO BHAEOTO OA KOE ITYA-
CHpa METaAHOTO CpIie Ha XeHaTa 6e3 Teao. HakAOHeTOCTa KOH MeAaH-
XoAHjaTa ce MAaHH(ECTHpPa KaKo IPEINyLUITEHOCT Ha IACHBHOCTA, 6e3
IHEB U OTIOP KOH HAABOPEIIHHTE CAy4yBama, COCPEAOTOYEHA BpP3
3aAOBOACTBOTO OA Tarara, allaTHYHOCTA M HEMOKTa.

Bo HuB MeAaHXOAMjaTa LIENOTH CO KPUIAMB ja3UK H C€ ABHIXKH BO
Naja)kHHECTH NPOCTOPH, 3aMEHYBajKH ja CAMKAaTa OA CTBapHOCTA CO
CHUMYyAall¥jaTa Ha HejsMHATA CpeKa BO TaraTa.

IlcuxoAomKaTa KPIIAMBOCT C€ aBTO-pepACKTHpa KaKo HPHBHA /
NpHU3paK, pEMHHHCIEHIIN]a HAM CeHKa. OBaa HECUTYPHOCT H3pa3yBa
OIIIT COMHEX HE CAMO BO MEHTAAHATa M IICUXHYKATa Ipapda, TyKy
1 BO $u3MYKATa MATEPHUjaAHOCT Ha Iocroemero. Op IIEpHOAOT HA
Hej3MHATA IPUBPEMEHa eMHUTpanuja Bo AoHAOH (1998), TBopemTBOTO
Ha Ilpma ce mpeopHeHTHpA KOH COIIHjaAHHTE, KYATYPOAOIIKHTE H
eTHYKUTEe cPepu Ha ACHEIIHOTO XHBeewe (Alenyuja 3a cepuosnu
unmmepecu, Globalwood, Should I stay or should I go?).

Nada PRLJA

Sarajevo, Bosnia and Herzegovina, 1971

Since 1996, as a multimedia artist, Nada Prlja has executed many
projects. In those projects, the artist most often explores different
types of media: transformation and mixture of photos, video, graphics
and lettrist signs (Angels and Insects, Person=Transfer, Purgatorium...,
1996). In the following year, she produced projects that treated the very
human intimacy.

The psychic fragility of the author’s speech is reflected in the work called
Closed Windows (dream, shadows, and reflections). In the installation
called Walking on Cold Water According to Dr. Knaipp (1997), fear and
uncertainty rhetorically speak about articulated absence and doubts
about human physical consistency.

Of all elements, the female discourse is mostly emphasized in this work.
The absence of a tender female body is replaced with a see-through
nightgown, thus suggesting a unique escape of woman from her own
skirt, like some kind of deliberate neglect of the corporal and greater
confidence in instincts and intuition. The hospital as a place of working
between life and death — a place that terrifies us, is articulated by the
metal sound of the kitchenware and the pools used for healing patients
at the Skopje Institute for Physical Medicine and Rehabilitation.

The chillness of the very sensation is further upgraded by the video
showing a pulsating heart of a woman without body. Inclination
toward melancholy is demonstrated as releasing oneself to passiveness,
without anger and resistance to external events, focusing on pleasure
with sorrow, apathy, and powerlessness.

In these elements, melancholy whispers with a fragile tongue, thus
replacing the picture from reality with simulation of her happiness in
tragic context.

The psychological fragility is self-reflected as some kind of illusion/
wraith, reminiscence, or vision. Such uncertainty denotes general
doubt about the mental and psychic structure, as well as about the very
physicalness of human existence. Since the period of her temporary
migration to London (1998), the art production made by Prlja has
shifted toward social, culturological, and ethics-related areas of
contemporary human life (Serious Interests Agency; Globalwood; Should
1 Stay, or Should I Go?).



OAEIBHE I10 AAAHA BOAA CITOPEA A-P KHAJII, 1997 WALKING ON COLD WATER ACCORDING TO DR. KNAIPP, 1997
uHcTananuja (HoKHuMIA, doTorpaduja, BUACO, BOAR), TOCTABKA BO 3aBOA 32 PH3NKAAHA MCAHIIMHA 1 installation (nightgown, photo, video, water), performed at the Institute for Physical Medicine and
pexabuanTaryuja, Cromje, poro-apxina na Llenrapor sa cospemenn ymernoctn, Cronje (Pymen Kamiaos) Rehabilitation, Skopje, photo archives of the Center for Contemporary Art, Skopje (Rumen Kamilov)
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Oausep MYCOBHK

Ckomje, 1971

JKenbara 3a HaOmYAyBatbe 1 32 06EAMHYBabe Ha CIIPOTHBHOCTHTE, 5y60-
IIUTCTBOTO, TPIIEAUBATA AaHAAH3A U ACTEKIIMjaTa Ha MaTePHjAAOT, YILTE OA
HajpaHMTe npoekTH Ha OAamBep MyCOBHK yIaTyBaaT Ha MAaA aBTOP CO
jacHa BU3Hja.

HeroBoro HEmOCpeAHO AMKOBHO M TEKCTYaAHO PAaCKa>kKyBame T'd HMa
KaKO KOHCTAaHTH XyMOPOT, aBTOpedepeHIIHjaAHOCTa M aKTYEAHOCTA.
ABTOPOT CM€Ta AeKa CAYYKHTE BP3 KOHIITO TOj IO pOKycHpa BHUMaHHETO
Tpeba Aa ce BpeMEHCKH CBEXXH 33 AA IO IIOCTHTHAT epeKTOT Ha BUCTHHATA
3a KOja ce 3aAara.

Croopea 0OBaa AOTHKa, CEKOjAHEBHOTO M OOHMYHOTO Ce€ HErOBOTO 6a-
3MYHO IIOAE Ha PEaAHOCTa, HACTPaHa OA FOAEMHTE TEMH Ha HCTOpHjaTa U
MuTOAOrHjaTa. Toa My 0BO3MOXKYBa A€XKEPHA HI'Pa CO TPUBHjaAHOCTHTE H
LINTAaTHTE OA BUCOKaTa yMeTHOCT. HaraaceHaTa HapaTHBHa CTPYKTypa Ha
HETOBHTE KOHIIENITyaAHH A€AA M MHCTAAAIIMH € 3aBHCHA OA TEKCTOBHTE.
HajuecTo THe ce IOCTaBEHM ITAPAACAHO HA HENPETEHIHO3HUTE OOMYHH
doTorpaduu, OUAEjKH OCHOBHHOT AMKOBEH HOCaY € MAgjaTa.

Virrre Bo AeaaTa 0a 1997/98 xoprcTH naseta aAy3nH, CIIOPEAGH, 3aMEHH,
MHCAOBHH TDEIIKH, HHAMPEKTHO IIPHKa)KyBaibe, ABOjHO 3Haueme Ha
PeaAHOTO M MeTapH3UIKOTO, Ha alICyPAOT U MHOTY YECTH ja3UYHH HUTDH,
0co6eHO XOMO(OHHjaTa, TOAKY OCOOEHa 3a TBOPEIITBOTO Ha Mapcea
Awnuran (npoextute Paper View/Paper-per-View, Earpiece/Earpeace).
BepbaAaHHTE IEPMYTAIIHH K AOCETKUTE BOAAT KOH KOMHYHOTO H HEBUHOTO,
II0TOA KOH aHETAOTCKOTO M HPOHHjaTa. AO allCypAOT A0ara BO MIPOEKTOT
A.0.0., uHCTasanyja co KOMIjyTepcku ornedarony (1998) nsBeaeH Bo
IpUBaTeH AyKaH BO /oy6mana. Kako u Bo poeaotro Munumapxeis (1997),
KOPHCTH HPOCTOp (IpOAaBHHIA) 6e3 COrAaCHOCT Ha COICTBEHHKOT.
Ha HapBopelIHaTa CTpaHa Ha BUTPHMHATA HAa AYKAHOT, KOj € 3aTBOPEH,
IapaAeAHO Ha MPOM3BOAMTE KOM Ce peKAaMHpaaT, MyCOBHK IIOCTaByBa
CBOM aHOTALIUH CO ByArapHa copp>xuHa 1 Hatrue Odprto (OTBopeHo).
OBaa peyncH apTOOBCKA CHTYyall{ja, aBTOPOT BOQjEPCKH ja CAEAH OA
CBOjOT XOTEACKH IPO30pel] IIOCTABEH HACIIPOTH AYKAHOT, CHHXPOHO
MaHHIIyAMPajKH CH CO IybanKara (rAepadnTe), II0A IPETEKCT ACKa M Taa
CH [IOUTPyBa CO HEroO aKo He My OOpHE BHUMAaHHE Ha HETOBHOT IIPOEKT.
AyITUAHHOT rOBOp Ha aBTOPOT HE Bpaka BO eydopujara Ha AETCTBOTO.
3abpaHHuTe ¥ OTpaHHYyBaIbaTa OA IIEPHOAOT Ha HETOBAaTa MAAAOCT MMaaT
AyxoBHTa pedAeKCHja BO HMHTePAKTHBHATa HHCTaAanuja Hypsiphobia
(1999) — AeAO 3a AMMHO M KOACKTHBHO ACKYBalbe — [I0CTaBeHa IIPBIIAT BO
1999 r. Bo Bocsua (IlIBajuapuja) u BTopmar 8o 2000 r. Bo MCY, Ckomje.
Haabropor —no tatko LlpHoroper, ano majka MakeAoOHeI — 0A MaAH HO3€
My Ce BPTEAO OA BHICOYHHH, YIITE OA IIOCETAaTa Ha BUCOKOIOCTaBEHHOT
MeMOpHjaA Ha IIpPHOropcKara ropAoct, Ilerap ITerposux—Eberomr.
CaMHOT yMETHHMK CAMKOBHTO ja OIHIIyBa OBaa CAydka: ,Kora moraea-
HaB AOAY, Me 063eae roaeM cTpaB. Ce BKOYAHUB M HE MOXKEB AQ MPAHAM.
Majka MM 1 TATKO MH M€ BHecoa BO MaB30A€jOT, AP>KEjKH Me IIOA parie
KaKo Aa CyM paHer.”

HeroBHOT KapaKTepHCTHYECH CTHA HA aBTOMPOHHja BO AeA0TO Hypsiphobia
ce MaHHQECTHpa MPEKY MOCTaBYBAmbETO HA 5 Mapa CKaAHM BP3 SHAOT, Ha
KOj ITOCETUTEAHUTE C€ NMOKAHETH AQ Ce MCKayaT M Ha CAMHOT BPB AQ T'H
HCYHTAAT BUCOKO ITIOCTaBEHUTE GpOTOrpadHH.

Taka, IpeKy AeKyBame Ha APYrHTe, MyCOBHK IO IIPHIIMTOMYyBa COII-
CTBEHHOT cTpaB. [oAeMa aKTHBHOCT OA THIIOT Ha HEO-KOHIIENTYaAU3MOT
M MYATHMEAHjAAHOCTA, aBTOPOT CIIPOBEAYBA HU3 TOAEM AEA OA CBETOT BO
HapeAHHTe ropnHH Ha X XI Bek.

Oliver MUSOVIC

Skopje, 1971

A desire for the observation and uniting contrasts, curiosity, patient
analysis, and detection of material, as noted in the early works by Oliver
Musovic, speak of a young artist having a clear vision.

His direct artistic and textual narration is characteristic of the constant
humor, self-reference, and topicality. The author thinks that the events
consuming his attention should be rather recent in order to obtain the
very effect of the truth that the author promotes.

According to such logic, the everyday and the ordinary make up his
domain of reality, aside from great topics from history and mythology.
As such, it facilitates him to execute a relaxed game with trivialities
and quotes from high art. It is to be noted that the underlined narrative
structure of his conceptual works and installations depends on the
very texts he uses. Most often, they are posted in a parallel manner on
non-pretentious ordinary photos, given the fact that the basic artistic
instrument is actually the idea itself.

Even in his works dating from 1997 and 1998, the author used an array
of allusions, comparisons, substitutions, errors in thought, indirect
presentation, double meaning of the real and the metaphysical, of the
absurd, and very frequent language games, especially homophony, so
specific for the body of work by Marcel Duchamp (project like Paper
View/Paper-per-View, Earpiece/Earpeace). Verbal permutations and
wits led to the comical and the harmless, later to anecdotal and irony.
An absurd was reached in the project called D.9.0., an installation with
computer prints (1998), performed in a private shop in Ljubljana. Like in
his work Minimarket (1997), the author used a space (shop) without the
permission of the owner. On the external side of the shop window, with
the shop being closed, together with the products that were shown and
advertised there, Musovic placed his own annotations with vulgar content
and a sign Odprto (Open — in Slovenian).

Such almost Artaud-like situation was being observed by the author
like a Peeping Tom, from his hotel window located vis-a-vis the shop,
synchronously manipulating the public (the viewers), under the pretext
that the public was also playing with him if they failed to pay attention
to his project. The lucid speech made by the author had the intention to
lead back to childhood euphoria. Various bans and restrictions from his
youth period maintained spiritual reflection in the interactive installation
called Hypsiphobia (1999), a work for personal and collective healing.
It was presented first in Boswil (Switzerland) in 1999 and again at
MoCA, Skopije, in 2000. The author, born to a Montenegrin father and
Macedonian mother, had a fear of heights and altitudes even as a small
child when he visited the Mausoleum of the famous Montenegrin leader
and poet Petar Petrovic-Njegos located in the high mountains.

The author described this event in a picturesque manner: “When Ilooked
down, I became very scared. I became numb and could not move. My
parents took me inside the Mausoleum, by lifting me in their arms as if I
had been wounded”

His rather specific style of self-irony as found in his work Hypsiphobia was
demonstrated by mounting five ladders on a wall and by inviting visitors
to climb that wall, reach the very top, and then read out to photos placed
so high above.

Thus, by healing others, Musovic suppressed his own fear.

In the years to come of the 21st century, the author would show great
activity throughout the world, in the context of neo-conceptualism and
multimedia art.
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A.9.0, 1998 D.0.0., 1998
MHCTAAQI[Hja CO KOMITjyTEPCKH OTMEYATOLH, IPUBATEH AyKaH BO A)meaHa, npuBarHa $OTO-apXUBA installation with computer prints, private shop in Ljubljana, private photo archives

157



XHUIICOPOBHJA, 1999
MHTEPAKTHBHA MHCTaAauuja (ApBeHU cKaan, doTorpadun)
Sitfung Kunstlerhaus Boswil, MCY, Cxonje, 2000, npusarna poro-apxusa

HYPSIPHOBIA, 1999
i ive installation (wooden ladders )
Sitfung Kunstlerhaus Boswil, MoCA, Skopje, 2000, private photo archives
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Mouuka MOTECKA

Ilpuaerm, 1971

IToyeTonure Ha MoHnka MoTecka ce Bp3yBaaT 3a CAMKH ITIOCTaBYBaHH
aMOHMEHTAaAHO BO HEKOHBEHI[MOHAAEH KOHTekcT. OBa AeOM HeMa
KOHCEKBEHIIMH 3a HAHHOT pas3Boj Ha aBTopkara. Hamporus, 3a
Hea CTaHyBa OCOOEHO KODHCTEHETO Ha CONCTBEHOTO TEAO IIPEKY
Buacosanucu (Jouupu 1996, Ilpegussuxysax 1999) co HamepHa
CeH3yaAHa, epOTCKA KOMIIOHEHTA.

Bo aenoro Cimraxasenu depgysu (1999) Tpernpa HeMaTepHjaAHH
deHOMEHH, CAYXejKH ce CO MMHMMaAHAaTa TEACCHOCT Ha HEXHHUTE
MEPAYBH U LIeBYHIba KOH I IIPKOCAT Ha TPaBUTAIjHjaTa.

Bo BupeonepdopmancoT Axurosa ieimiuya, aBTOpKaTa KOPUCTH XKUB
MOAEA CEAHAT Ha CTOA 33 HMIIaKe. Bp3 roanTe rpapu Ha MOAEAOT ce
[IPOEKTHPa BUACOCHUMKA Ha CTallaAd KOM HEXHO ,TasaT’ BP3 Hero.
JKeHCKOTO TeAO CTaHyBa TPOAMMEH3HOHAAHA IOAAOTA (KaKO I'PYyH-
AMPaHOTO [IAATHO BO CAUKapCTBOTO) BP3 KOE CAHKA BUACOKaMepara.
Ha T10j HaumH Morecka H3BeAyBa HHBEP3HMja Ha KAACHYHHTE
KaTerOpUH: YMETHHK H MOAeA. BakBara IOCTaBEHOCT OTKPHBA
TaKTHAHH CEH3aIlMH Mely ABE PasAMYHHM PEaAHOCTH: KOHKpeTHaTa
ONMIAUBOCT Ha )XEHCKHTE TPapd M BHPTYeAHaTa BUCTHHA Ha BH-
acosanmucor. OKOTO ja IpHMa AMXOTOMHjaTa Mel'y PasAHYHHTE Ma-
TEPHjaAHOCTH KaKO COBPILEHO IIPETOIyBarbe/ClIOjyBalkbe BO EAHH-
CTBEHa IIpeTcTaBa. IIpeTonyBameTo Ha CAOEBHUTE 110 IIAT HA HHBEP3HUH
O3HaYyBa HANyIITale HA MOBPIIMHATA U HaBACTYBame BO AAAOHHA,
OTBOpame Ha PEHTreHCKH BU3ypu. M mokpaj Toa mro Axusosaiia
dlemiuya € KOPHUCTEHA Kako MeTadopa Ha >KEHCKaTa PaHAHBOCT,
KOHIIeNTOT Ha MoTecka HE BOAH BO €AHa PaMHOIIpaBHA MO3HIIHja HA
aKTHBHHOT IPUHIUI (CTAlIAAOTO) U Ha IACUBHHUOT (JKEHCKUTE TPAAH).
Taa ykakyBa Ha HaraaceHa CO6AaSHHTEAHOCT, Ha HCIIOAHETOCT CO
KeAba u cTpact. CBecTa 3a poAOBaTa CYNEPHOPHOCT Ce IOTBPAYBa
He caMO BO AAabuHCKOTO uyBcTByBame (lacune natale) Ha Teaoro
U APYTOTO, TYKy H BO IIOCEOHOTO UyBCTBYBale€ Ha BOAYMEHOT, Ha
$aKTOT AeKa >KeHaTa M HMa TaKOB BOAYMEH, CIOCOOEH Aa MHUIIMpA U
Aa cospape HOB. JKEHCKHOT AUCKYPC OBAE € IPAAEH OA H30AHIIUTE H HA
NPKOCOT U Ha PaAOCTa Ha KUBEEHETO.

Monika MOTESKA

Prilep, 1971

The very professional start of Monika Moteska was related to pictures
placed ambiently in unconventional contexts. Such an artist debut did
not have any consequences for the future development of the artist.
On the contrary, the use of her own body by means of video recordings
(Contacts, 1996; Challenger, 1999) became her specific trademark,
involving deliberate sensual, erotic component.

In her work called Glass Feathers (1999), she treats intangible
phenomena, making use of the minimal corporality of the tender
feathers and small tubes opposing the very gravity.

In the video performance called Achilles’ Heel, the author makes use of
a live model sitting on a rocking chair. A video recording is shown on
the nude breasts of the model employed.

The video shows human feet “stepping” tenderly on the model herself.
Thus the female body becomes a three-dimensional background (like a
canvas that is primed with paint), on which the video camera records.
In this way, Moteska makes an inversion of the classical categories:
artist and model. Such an arrangement reveals tactile sensations
involving two different realities: the concrete tangibility of the female
breasts and the virtual truth of the video recording. The human eye
receives the dichotomy between the different types of corporality like
a perfect melting/fusion into a single show. Melting of the layers by
means of inversions signifies departure from the surface and depth
penetration, opening X-ray-like vistas. Although Achilles’ Heel has been
used as a metaphor of female susceptibility, still the concept of Moteska
guides us to a specific equal position involving the active principle (the
human feet) and the passive principle (the female breasts). This denotes
an articulated enticement, or plentitude of desires and passions.
The awareness about the gender superiority is confirmed not only in
the lacune natale of the body and the other, but also in the specific
sensation of the volume, and of the very fact that indeed women possess
such volume that is able to initiate and create a new one. The female
discourse is built here from both the outburst of defiance and the
outburst of the joy of living.



AXHMAOBA ITETHULIA, 1998 ACHILLES’ HEEL, 1998
BMACO'“CI}@O})MJHC (l\T()ACA, CTOAMIIA 32 HUIIAKE, BUACO np()CKTOP) VidCO l)CrFOrrnllnCC (andC[, rOCki“g Chair, VidCO pl’OjCC(Ol’)
SCCA Gallery (Ienrap sa coBpemena ymernoct), Cromnje, 1998, pororpaduja: Pobepr Jankysocku SCCA Gallery (Center for Contemporary Arts), Skopje 1998, photo: Robert Jankuloski
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Ana CTOJKOBUK

Ckormje, 1971

KoMmaekcHOCTa Ha IpallamaTa TeHEPHPAHHU OA aKTyeAHaTa COCTO0j6a
BO CBETOT HATAOOAAHO HMBO: MOKTa Ha HHPOPMAIIMHTE, HA MEAHYMHUTE,
IMOAMTHYKATa HEKOPEKTHOCT, ABOjJHHOT MOPaA / M3MECTYyBambeTO Ha
BHUCTHHATA, HOBUTE TEXHOAOTHH BO paIieTe Ha TOAEMHOT KalIUTaA H CA.
IO 3arpo3yBaaT ACHEUIHOTO YOBELITBO.

Ana CTOjKOBHK € eAHa OA HajaHTa)KHPAHHTE aBTOPKHM Ha IIOAETO
Ha oAbOpaHaTa Ha MHTEIPHUTETOT HA AMYHOCTA, KOTa Ce BO IIpallarme
HAGHTUTETCKHTE M BOONINTO YOBEKOBHTE 3arposu. HejsuHoTo
BHHMaHHE € OTTPTHATO 0A CHepHuTe Ha CAaMO-yMETHHYKOTO / camo-
AMKOBHOTO, 3aT0Oa CH ITpe3eMa IPePOraTHBH BO OAOpPaHa Ha TOAETO Ha
caobopaTa Ha eaHKaTa. HampuMep, aBTopkaTa pearupa Ha HAgjaTa Ha
TeHETCKHOT HHXKEHEPHHT, HA KAOHHpambeTo. Ha BUACOCHUMKHTE KOH
I'H IIPEAAATA, CE HAMETHYBAaT HAMEPHHTE OCTAIIKH HA 3aMaTyBambe
M MYATHOAHIHpame. HaBHAYM AHYHHOT HapLH3aM MyTHpPa BO
KOAEKTHBHO COOIINTEH KPUTHYKH CTAB M XKEHCKA 3aTPHIKEHOCT 33
onctaHokoT. Crope Hea: ,40BEKOT-KAOH OM BAETOA BO OBOj CBET CO
TOBap Ha GHOAOIIKA KOIMHja HA APYTO CYLITECTBO, CO APYT HACHTHTET
3arpO3eH OA PEAAHOCTAa HAHM AYPH OA BHPTYEAHATa NPHCYTHOCT
Ha HeroBoTo Apyro“. Bo mpoexror B.A.T. (Before Any Text), o
1998 roauHa, KAOHHPAMETO C€ aKTyaAH3HPa IPEKy IPOLECOT Ha
YMHOXyBalb€ H MEHYBakh€ Ha IIPETCTABUTE IPE3EMEHH OA CTBAPHOCTA.
Bo ommrmor Kopmyc Ha oOBaa IpobAeMaTHKa Ce IOApasbupa u
Kareropujata opuruHaa. Haraacenara akiiyja Ha IOBTOpyBake Ha
KaApHTe HU3 TPaGUIKOTO IIPOCEAE ja IyOH OCTPHHATA AO CTENEH Ha
ryberme Ha OPUTMHAAHATA MATPHI}A, CO IIOCACAHMIIH H ITO aBTOPCKHOT
TpyA. CeTo 0Ba BO KOHTHHYHTET U AOCAEAHO CE CTIPOBEAYBA HBO AEAOTO
Copy Right — Right to Copy, MOCBETEHO Ha IIOCTOjaHATA IOAAOXKHOCT
Ha KONHMpame, MMHTHpame M OOECMHCAYBame Ha yMETHHYKHOT
IPOAYKT. Toa e OTBOPEH IPOTECT IPOTHB HEACTAAHOTO IPHCBOjyBaKhE,
MaHHMIyAHPakbe M HCKPHBOKOAYYBalbe, OCOOEHO PpEACBAaHTHO Ha
KOMepI[HjaAHUTE TPEHAOBH. IT0AOIIHA, MOCETrameTO IO MPUBATHOCTA
Ha Ayreto CTOjKOBHK IO OCyAyBa KaKO HaTaMOIIHA €pO3Hja Ha
HHAMBHAYaTa, MOCOYYBajKH AHPEKTHO HAa MHTEPHET TEXHOAOTHHTE,
KOM Taa caMara A06pO I'M BAaaee, HO M AUPEKTHO I'M KPHTHKYBa, KaKo
LITO € TOA CAy4aj CO IPOEKTOT paranoia@soros.org, 2000.

Hsnoxncbu: rpymnHa H3A0XK6a T'padpuuku excnepument, OI'C, MI'C, Cxomje,
2000; Hapryuamu, MCY, Cxomnje

Ana STOJKOVIC

Skopje, 1971

The complexity of the issues generated by the current situation in the
world on a global level: the power of information, of the media, political
incorrectness, double standards / distortion of truth, new technologies
in the hands of big and ruthless capital, etc., threaten mankind today.
Ana Stojkovic is one of the female artists most engaged in the defense
of the integrity of the individual, when it comes to identity-related
and generally threats to humanity. Her attention has been diverted
from mere self-indulgence into fine arts and painting as such, so
she has taken prerogatives in defense of the right of freedom of the
individual. For example, this female artist has reacted to the idea of
genetic engineering, to cloning. The various pieces of video footage
that are presented by her impose deliberate procedures of blurring and
multiplication. Here the seemingly personal narcissism has mutated
into collectively announced critical attitude and female concern for
survival as such. According to her: "The cloned human would enter this
world with a load of biological copy of another creature, with another
identity threatened by the reality or even by the virtual presence of
his other." Her project BAT (Before Any Text), dating from 1998, gave
relevance to the issue of cloning through the process of multiplying and
changing the notions taken from reality itself. The general body of this
issue also included the category of the original. The emphatic action
of repeating the frames through a graphic procedure lost sharpness
to the point of losing the original matrix, with consequences for the
author's work as well. All of this continuously and consistently was also
executed in her work called Copy Right - Right to Copy, dedicated to
the continued susceptibility of copying, imitating and hence making
the artistic end-product senseless. It represented an open protest
against illegal appropriation, manipulation, and deviation, especially
relevant in commercial trends. Later, violation of people's privacy was
condemned by Stojkovic as a further erosion of the individual, pointing
directly to the Internet technologies, which she has very well mastered,
but also directly criticized, as was in the case of the project called
paranoia@soros.org, dating from 2000.

Exhibitions: Group exhibition Graphic Experiment, OGS, MCS, Skopje, 2000.
Narcissisms, MOCA, Skopje, 1999.
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COPYRIGHT - RIGHT TO COPY, 2000
KoAk, gaacp (xapruja) ymuoxen Bo 500 mpumeporu

COPYRIGHT - RIGHT TO COPY, 2000
collage, flier (paper) printed in 500 copies
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Hrop CEKOBCKH

Ckorje, 1972

Bo ToAKy pasHOBHAHHTE AMKOBHU ChepH BO KOH C€ HHTEPIIOAHPA
wy6onurctBoro Ha Urop CekoBckH (CAMKapCTBO, TpaduKa, LpTeX,
pauHO M3paboTeHa XapTHja, PEAUMEjA, HHCTaAanuja, oTorpaduja,
BHAEO) TOCIOAApHM CYyIITeCTBEHaTa OHTOAOTMja Ha HeropaTa
YMETHHYKA AMKIIHja: MUHMMAAM3MOT M KOHEKIIHjaTa Ha IPHPOAHOTO
HTEeXHOAOTHjaTa. PeAyKIiMjaTa Ha AHKOBHOTO IIHCMO Ha EAHOCTaBHOTO
BHOpHpa Ha AMHHjaTa: Ad ce 6HAE BO COIICTBEHOTO BpeMe M MHAje M Ad
ce 6upe xeponuct. Apranosoto (Kapao Ilyano Apran) ,,0)XxHByBame
Ha y6aBOTO M XapMOHHMjaTa, KAKO BEYHH BPEAHOCTH KOH3E€PBUPAHH Ha
PasAMYHH HAYMHH HU3 HCTOPHjaTa, aBTOPOT I'M BTPaAyBa BO HETOBHTE
HM3pa3HH MOAaAMTeTH. Kako amcTpakTeH HA€aA Ha COBPIIEHHOT
nHTerpuTeT, CeKOBCKHM ja HEI'yBa KeAbaTa THe KaTerOpHH — ybaBHHATA
M XapMOHHjaTa — Aa NPEXHMBEAT KaKO CHMYATAaHOCT Ha 6opbaTa
IIPOTHB HEPEAOT U pasrpapbara. YIITe Bo IpBaTa HEroBa HHCTAAAIIHja
Anymunuymcxa coba (1997), IOTA€AOT KOH €CTETCKOTO, APTUKYAHPaH
NpeKy roBOPOT Ha EAHOCTAaBHOTO, XaApDMOHHYHOTO, MUHUMAAHOTO HAH
THBKOTO, AOOHBaA 0OeAeXje Ha pecTaBpaljHja Ha TPAjHUTE BPEAHOCTH,
He CaMO Ha HA€AAOT Ha y6aBOTO, TYKy M Ha €THYKHTE, MOPAAHHTE,
AOOACCHHTE HACAAH — Ha YOBEYKHTE CTOAOOBM Ha IIOCTOemeTO. Bo
NPOCTOpHATA MHCTaAanuja [lemiiepa, mocTaBeHa BO HHTETPAAHHUOT
npocTop Ha u3Aaoxbenara rasepuja Ha MKIT (1998), supoBure ce
obroxeHH co pedaeKkTHpadKa GOAHja, 4 OA TABAHOT Ce€ CIIYIITCHH
CBOEBHAHH CTAAAKTHTH OA NMAACTHYHH Ty6Hu. CospaBaaT BOAIIEOHO
YYBCTBO HA IIOCTOEHE H ABHIKEIE BO HOBA KOHCTEAAIIHja AAACKY OA
CTBapHOCTa, GAMCKY AO AOMEHHTE Ha HMMarmHanujara. KoHmentor
Ha AEAOTO MpPETCTaByBa OCObGeHa KOHTpare3a Ha IEIITEPHUTE OA
CTBAapHOCTA HAH OA IPUKA3HHUTE: CYIICTUTYIIHja HA TEPMHHOAOIIKHTE
aTpUOYTH TEMHHHA, CTPaB HAH KAayCTpopobHja co CBETAHHA, 6AECOK
1 3aA0BOACTBO. ['AepaunTe T OCTBapyBaaT Mel'yCeOHHTE KOHTAKTH
npobuBajKku ce Mel'y I[eBKHTe KaKO MUHMMAaAHH IIPEeYKH Ha HUBHUTE
AOIIMPH M MaKCHMaAHO YYBCTBO Ha BUYAOBHAEHOCT. PaboTejku Ha
cpekara M 3aA0BOACTBOTO, CeKOBCKH I'M HHBEPTHPA HECIIOKOjCTBOTO,
HE3aAO0BOACTBOTO M HEHM3BECHOCTAa BO MOMEHTH Ha HOBOCO3AAAECHO
noae Ha ucnoaHerocT. Ilpoexror Kowiwupa depciexitiusa (1999)
[IOCTaBeH BO 3aCAHHIITBO co HeroBurte koserd (Bopuc Illemos,
CranncaaBa IllapoBuk u Topaana Bpennocka) Bo ®Doajero Ha
MHT Bo Ckomje, AeMOHCTpHpa yuiTe noybeAasrBa $pparuAHOCT M
CEeTHAHA H30CTPEHOCT (Ha OKOTO, AOIIMPOT), KOH BO HAPEAHHOT BEK Ce
3boraTyBaaT CO HCKPEHa 3aTr PHXKEHOCT 32 OTIKPY>KyBakbeTO, aTPECUBHO
HaapAHATO OA €KOAOIIKATa HMAM IOAMTHYKATa HENHCMEHOCT HA
MHO3HMHCTBOTO HaceAseHHe. HacTojyBama KOH IIPOAOAXXYBaaT Aa ro
OATAEAYBAaT KYATOT KOH ybaBHHaTa, 63 pasAMKa Ha aHTa)KHPaHHUTE
COAP>XHMHH Ha HACJHHTE NOTTHIIH.

Igor SEKOVSKI

Skopje, 1972

The various artistic fields - in which the curiosity of Igor Sekovski
is interpolated (painting, graphics, drawing, handmade paper,
readymade, installation, photography, video) - are dominated by
the fundamental ontology of his artistic diction: minimalism and
connection of the natural with technology. In his works, the reduction
of the artistic letter to the level of the simple vibrates along the line: to
be in his own time and milieu, and to be a hedonist. Argan's (Giulio
Carlo Argan) "revival of beauty and harmony,” as eternal values
preserved in different ways throughout history, have been incorporated
by the artist into his expressive modalities. As an abstract ideal of the
perfect integrity, Sekovski has fostered the desire for those categories -
beauty and harmony - to survive as simultaneity of the struggle against
disorder and breakdown. Even in his first installation called Aluminum
Room (1997), the viewpoint on the aesthetic - as articulated through
the speech of the simple, the harmonious, the minimal or the silent -
acquired the indication of restoration of the enduring values, not only
of the ideal of beauty, but also of the ethical, moral, virtuous ideals - of
human pillars of existence. In his spatial installation Cave, executed
in the integral area of the exhibition gallery of MKC (1998), the walls
were lined with reflective foil, while stalactites made of plastic tubes
hung from the ceiling. They created a magical sense of existence and
movement in the new constellation far from reality, close to the realms
of the imagination. The concept of the work represented a specific
counter-thesis of caves from reality or fairy tales: substitution of
terminology attributes such as darkness, fear, and claustrophobia with
light, shining, and pleasure. The viewers were able to realize mutual
contacts making their way through the pipes as minimum disturbance
to their touches and maximum sense of dismay. Working on happiness
and satisfaction, Sekovski managed to invert anxiety, dissatisfaction,
and uncertainty into moments of newly created field of self-fulfillment.
His project called Counter-Perspective (1999) - executed together
with his colleagues (Boris Semov, Stanislava Sarovic, and Gordana
Vrencoska) in the lobby of MNT in Skopje - demonstrated even more
convincing fragility and sensory acuity (of the eye, of the touch); in
the next century, these elements would be further diversified with his
genuine concern for the environment, aggressively attacked by the
environmental or political illiteracy of the majority of the population in
the country. Efforts that continue to foster the cult of beauty, regardless
of the content involved in the ideological incentives.



AAYMHUHHUYMCKA COBA, 1997 ALUMINUM ROOM, 1997
(any a poanj , 0rA€AaA0), 700 x x350¢ llation (aluminum foil, rotary aper, mirror), 700 x 350 x 350 cm.
Hsrox6a Tudre amam II1, Inudre amam, Cromje, 1997, doro: Pobepr Jarkyrocku Exhibition: "Cifte Amam IIL,' Cifte Amam, Skopje, 1997, photo: Robert Jankuloski




ITEIITEPA, 1998 CAVE, 1998
a (aaymuHMyMCKa GOAMjA, KOHEL], TAACTHYHHU LICBKH) installation (aluminum foil, plastic tubes)

Taaepuja na MKLI, Cromje, 1998, poro: Mapxko Teoprues Gallery of MKC, Skopje, 1998, photo: Marko Georgiev
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KOHTPA ITIEPCIIEKTHUBA, 1999 COUNTER-PERSPECTIVE, 1999
nHcTasanuja (crakAcHH HeBkH, koHen), 160 x 160 x 160 cm. installation (glass pipes, thread), 160 x 160 x 160 cm.
Hsnoxb6a ,Ternpu a0 ABaccer u eaen’, MHT, Cromje 1999, poro: Asckcanpap Konaes Exhibition: "Four to Twenty-one," MN'T, Skopje, 1999, photo: Aleksandar Kondev
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Caasuna JAHEIIIAMEBA

Ckorje, 1973

Kako epHa 0A 3a4eTHUYKHTE Ha ApyTaTa AMHHja Ha )XKeHCKaTa Hapaliyja
CO BKAy4YyBame Ha AHYHOTO BpeMe Bo TBOp6uTe (Amjama Tomui
PapeBcka, Bana YpomeBuk, XprucTHHa UBaHocKa), JaHemAueBa co
YHUHOT Ha BAETYBakhe BO CIIOMEHHTE CE€ OTBOpPA KOH MEAAHXOAHjaTa H
HoCTaATHjaTa. basuyHara mocBeTeHOCT Ha rpaduKara € pallHpeHa
KaKo IIajakoBa IIeMa HHU3 CHUTE HEj3SHHH PEAAH3AIMH OA IOYETOKOT
AO AeHecC, 6e3 pasAMKa Ha TEPMHHOAOIIKATa OAPEAHHI]A Ha ACAOTO
(nHCTasanyja, rpaduKa, aMOueHTaAHA KOMIIO3HLIH]a...). OA AeAOBHTE
AQ Ce COCTaBH ILICAMHA, 0A OyKBHTEe 360POBH, OA ACTAAHTE jajLeTo,
€ aBTOpOBaTa HMAEja-BOAHMAKA, MOYHYBAjKH OA HHCTaAanujata Ipao
(1997) a0 2016 ropuHa.

HejsuHMOT MaTpPHUKC € HECOMHEHO INEpPCOHAAHATa AOCETAHMBOCT Aa
OCTaHEe AOjaAHA HAa rpaduIKaTa AUCIIUIIAMHA KAaKO HEj3HHA IPHMapHa
BOKallHja M CHMYATAHO Ad ja OTTPTHE OA IperpaTKHUTE Ha SHAHATa
ITOAAOTA KAaKO 3aAOAXKHTEACH HOCAY — Aa ja OIIPOCTOPH M Ad I AdAe
HOBO 3Haueme. BakBara IocTamka ja 3aAOBOAyBa BHATpEIIHATa
HY>KHOCT/OATOBOPHOCT M €AHOBPEMEHO O IOAMTHYBA HHBOTO Ha
TBOpeYKaTa AYOOIMHUTHOCT KOH MOXXHHTE HHOBALMM HAa €AHA OA
HajTpapMIIMOHAAHHUTE TEXHHKH, KaKBa IITO e rpa¢puukara. Myapara
OAAyKa HajIpBO C€ MCYUTYBa BO CIIOMHATOTO 1pi0 M €AHA TOAMHA
MOAOIJHA BO HMHCTaAanujata [lucma. AMPpepeHTHHTE AMMEH3HH Ha
rpaguYKUTEe OTmEYaTouH (HajuecTO aKBATHHTA) M CACMEHTHTE OA
APYTH MeAMYMH, Ha HSMACHTHYHH PACTOjaHHja, BUCEjKH BO IPOCTOPOT,
TrO aHHMHpAAT M PaCTPENepyBaaT TAEAAYOT, a IOCETUTEAHUTE TH
IPUHYAyBaaT Aa ja MeHyBaaT BOOOHYaeHATa ONTHYKA IO3HIHja
Ha TAGAAETO M Ha ABH)KEHETO. Bo MHTepaKTHBHAaTa MHCTaAallMja
He60M4Hu7uja (1999) raepadoT, KaKO aKTHBHA KOMIIOHEHTA, € COOYEH
CO NPEAU3BHIIUTE Ha ABAHAECETTE aCTPOAOIIKH 3HAIIM BO KO Tpeba
AQ ja HCTpakyBa COIICTBEHATa IIOCEOHOCT: BO MaKPOIIPOCTOPHUTE
Aa TO HajAe HHAHMBHAYAaAHHOT MHKpompocTop. IlopomHa BO
HapeAHHOT BeK, OHEOOHYEHOCTa Ha HEjSHHHUTE AHKOBHH IIOCTaBKH
pPamHAHO ce 360raTyBa CO TEKCTYaAHH — ACTPHCTHYKH AIIAMKAIIUH,
KOH ja AOOOjacHyBaaT BHM3yeAHATa NPHKasHa M IO IIOAHTHYBaaT
OHTOAOIIKHOT CTATyC Ha CAMOTO AEAO.

Slavica JANESLIEVA

Skopje, 1973

As one of the promoters of the other line of female narration by means
of involvement of personal time in the artworks produced (Dijana
Tomic Radevska, Vana Urosevic, Hristina Ivanoska), Janeslieva,
by the act of entering into recollections, has opened herself to the
melancholy and nostalgia. Her core commitment to graphic art has
been widespread as spider web across all her works from the beginning
until today, regardless of the terminological qualifier of a given work of
hers (installation, graphics, ambient composition...). To use the parts to
assemble the whole, to make words from the letters, to make eggs from
the details - has been the guiding art principle of this artist, starting
with the installation called Fold (1997) and all the way to 2016.

Her matrix has been the undoubtedly personal ingenuity to remain loyal
to the graphic discipline as her primary vocation and simultaneously to
release it from the wall surface as an obligatory holder - to provide it
with space and so to give it a new meaning. This procedure has satisfied
the internal necessity / liability and has simultaneously raised the
level of creative curiosity towards possible innovations of one of the
most traditional techniques, such as graphic art. The wise decision has
been first noted in the aforementioned work Fold and a year later in
her installation called Letters. Different dimensions of graphic prints
(mostly aquatint) and elements from other media - at non-identical
distances and hanging in space - animated and stirred such space, while
forcing the visitors to change the usual optical position of viewing and
of movement. In her interactive installation called Skycloak (1999), the
viewer, as an active component, was confronted with the challenges of
the twelve zodiac signs where he should explore his own individuality:
in the macro-areas, to find the individual micro-space. Later in the next
century, the strangeness of her artistic presentations would be rapidly
diversified with textual-lettrist applications that further explain the
visual story and raise the ontological status of the work itself.



TPAO, 1997 FOLD, 1997
MHCTaAAIHja (13 rpaduKm AAa6OK medar Ha Apao), 250 x 500 x 100 cm, MKLI, Cxomje installation (13 graphs, deep print on wood), 250 x 500 x 100 cm; MKC, Skopje
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ITMCMA, 1998
HMHCTaAaIuja (qmro-rpa(}m\‘a, AKBATHHTA, III

e

aHCTapeHTHA GOoAH)a

6 o6jextn (14 x 14 cm); neaara nucrananuja: 150 x 500 x 3 cm

OtBOpeHo rpaduyko cTy

10, MI'C, Crkomnje, poto apxusa na CAC, Ckonje

camoAenanBa gpoanja)

AWEE
_

LETTERS, 1998
adhesive foil )

installation (photm aquatint, template, hair, transparent foi
x 14 cm.), entire installation: 150 x 500 x 3 cm

6 objects (

Open Graphic Studio, MCS, Skopje; photo-



HEBOMAHTHJA, 1999 SKYCLOAK, 1999
MHCTaAAIHja (12 puruTasHu OTHEYATOLM HA rpancep poann, 6 neprumm 70 x 50 cM cexoja installation (12 digital prints on transfer foils; 6 pillows, each with dimensions of 70 x 50 cm
BuAco6uM npockuyja), npomeHansn Aumensun, CIX Gallery, Cromnje video screen projection), variable dimensions; CIX Gallery, Skopje
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Becna CTE®PAHOBCKA

Ckorje, 1973

HacnpoTtu TpapAHIIMOHaAHMOT aQHUHHUTET Ha )KEeHATa 32 TEMEH, 3aTBOPEH
IIPOCTOP 3a KyKa CAMYHO Ha yTpoba BO Koja Ce CO3AaBa MAHHHATA, 3a
KyKa MAH CBOja co6a, BecHa CredaHOBCKa ro 3a06HMKOAYBa TOj IpaseH
nmpeAHaTaAeH npocrop. ITpasHOTO ro TOAKyBa BO 3aeMHa CIpera co
IMOAHOTO U EAHHCTBEHO Taka QYHKIJHOHHPA, KAaKO IITO TEMHHHATA €
Teao Ha 3pakoT. MHcTaranujata IIposopey (1997) e peaynupana Ha
AAYMHHHYMCKHM PaMKH 3a IPO3OPIH pacpAaHHM HHU3 M3AOXKOeHATa
casa. AucrnepsujaTa Ha MOTAEAOT Ha CHTE CTPaHH TH npepopMyAHpa
CTEPEOTHIINTE Ha KyKaTa KaKo CTporo ¢opmMaTHpaHa IjeAHHA U IO
IPOIIHPYBA IOHUMOT ,MO0ja coba“. OHa IITO Taa METOHHMHCKH BEIITO
IO CyrepHpa e 0CAOGOAYBAHETO HAa €AHOHACOUYEHHOT KEHCKH ITOTACA,
KOH BHaTPe HAH KOH AOAY H OBO3MO>KYBaIheTO Ha HErOBa MaKCHMaAHA
esacTuyHOCT. IIpeky paMkara, Kako €AHOBPEMEHO OTpaHHYyBaykKa
M TpaHCIIapeHTHa CTPYKTypa, Taa ja CIPOBEAYBa eMaHIJMIallujaTa
Ha JKEHCKaTa HHTPOBePTHOCT (Hacnporu Teopuute Ha Illonenxayep,
®poja, baraj...). MHTep-pesanujaTa Mely myOGAMKaTa M BHCEYKHTE
paMKH AOOHMBa INAaHCAa TACAQYHTE MelyCeOHO Aa KOMYHHIHpaaT
IpEKy AEAOTO, IOCTAIIKa KOja Ha APYTO PaMHHIITE MCYEKOPYBa OA
IeHTPHIIeTAAHATA CHAQ Ha AOMOT KaKoO jaAPO CBUTKAHO BO cebe.
Merfy HajA€eAMKATHHMTE ITYHKTOBH Ha JXEHCKaTa €MOTHBHOCT M KaKO
eAHa OA NPUYHMHHTE 33 HHTEPHOPH3allHja € IOTACAOT Ha Ma’koT
HacoYeH KOH Hej3HHHOT GU3UKyC. Bo nckasure ,Aa ce BAAM AOIUPOTS,
»Ad Ce AOIpe TACAAETO, ,0KOTO KaKo aHTeHa Ha AONHMPOT® e
COApXXKaHA pasAMKara Mely MalIKHMTe M >KeHCKHTe ceTHAa. Oxoro
LITO TO COrOAyBa APYTHOT IOA BO HHCTasanujara Oiicyciuiso Ha
CrepaHOoBCKa T'M IIpe3eMa IIPEPOTaTHBHTE M IPHBHACTHHUTE Ha
MaxoT. Co MOBTOpyBame Ha ABHIKEHETO Ha OYMTE INPHKAKAHO HA
HEKOAKY BHACOOHMMOBH, aBTOPKAaTa CO3AaBa TEAO OA OBOj BH3YEAEH
opraH. ,Ce 3a6eAeXxyBa AeKa OYHTE, COTAACHO CBOjaTa KOHKaBHO-
KOHBEKCHa NPHPOAA (MCIaKHyBadKa M IPUMavKa, NPOHHKHATa M
IIPOHHKHYBAYKa), CYICTAaHTHBHO Ce€ IOBP3aHH CO PeBep3HOHAHOCTA
Ha CeKCyaAHHTe opraHu”. MHBepTHPajKH IO OKOTO BO HE3aBHCEH
opraH, Bo $aAyceH CHMOOA, Taa IO KOPHUCTH KaKO OPyAHE IIPOTHB
MalIKaTa arpeCUBHOCT BO TACAAIHETO.

Vesna STEFANOVSKA

Skopje, 1973

Contrary to the traditional affinity of the woman for dark, enclosed
space, for a house like womb that creates the future or for a house or
own room, in her aforementioned work Vesna Stefanovska bypassed
that empty prenatal space. Here, the empty was interpreted by the
artist in conjunction with the full and it was the only way it worked,
in the same manner as the darkness was seen as a body of the beam.
Her installation Window (1997) was brought to the level of aluminum
window frames scattered around the exhibition hall. The dispersion of
the view on all sides reformulated the stereotypes of the human house
as strictly formatted whole unit and expanded the notion of "my own
room."” What she cleverly suggested in a metonymic manner was in-
tended to imply release of the one-way female gaze inwards or down-
wards, thus providing its maximum elasticity. Through the frame, as
simultaneously restrictive and transparent structure, she was able to
implement the emancipation of female introversion (as opposed to the
theories of Schopenhauer, Freud, Bataille...). The inter-relationship be-
tween the audience and the hanging frames enabled the viewers to get
a chance to communicate among themselves through this work; this
involved a procedure that at another level deviated from the centripetal
force of the home as a nucleus bent inside.

Among the most delicate points of feminine sensitivity and as one rea-
son for interiorization was the gaze by the man aimed at her physique.
Statements such as "to see the touch", "to touch the seeing," "the eye like
antenna of the touch” contained the difference between the male and
female senses. The eye that stripped the other gender in the installation
Absence of Stefanovska undertook the prerogatives and privileges of the
man. By repeating the eye movements shown on several video screens,
the author created a body of this visual organ. "One can note that the
eyes - in accordance with their concave-convex nature (popping out and
receiving; pervaded and penetrating) substantively are associated with
the reversibility of the sexual organs.” By inverting the human eye into
an independent organ, a phallic symbol, she was able to convey it as a
weapon against the male aggressiveness while staring.



ITPO3OPEL, 1997 WINDOW, 1997
MHCTaAAIHja (aAyMMHuyMcKH PAaMKH, IIACKCHTAAC, OTACAAAO, CBETAMHA, stained glags), AcTam installation (aluminum frames, plexiglass, mirror, light, stained glags), detail
npomenausu Aumensun, MKII, Cromje 1997, poro-apxusa Ha aBropkara variable dimensions; MKC-Skopje, 1997; photo archives of the author
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Xpucruna UBAHOCKA

Ckonmje, 1974

Kareropuure AoM, Kyka, padyHa pabora, ce KAYYHHTE AOMEHH OA
kxou crapryBa XpuctuHa MBanocka. IToBekeTo mMpOEKTH 0A KPajoT
Ha AEBEAECETTHTE TOAMHH Ha MHHATHOT BEK T'M apTHKYAHpa OA
jacHa popoBa mosunHja. PeTko Koj aBTOp CO MPBHOT HACTAIl jacHO ja
AebrHHEpaA cybjekTHBHaTa MaTpHia. Toa ce caydyBa co XpHCTHHA
HBaHoCKa, co uHcTaAanujata Kocikym 34 geajya, nocraBena o 1998
roAMHa BO MAaAMHCKHOT KyATypeH LieHTap Bo Cxomje.

IToenTa 3ap OBa A€AO € HaMepaTa 3a M3paMHyBale Ha PasAHKHTE.
Op rpy6oTO IAATHO 3aLBPCTEHO CO TYTKaA, aBTOpKaTa cospaBa/
LIIHe eAeH BHA IOKPHBKA 3a ABajija. OTBOPUTE-BAC3OBH CE€ PA3AHYHO
OOMHCACHH M MOAEAHMPAHH, CO 6Aaro HaBeCTyBame Ha IIOAOBHTE
AudepeHIHjauH. BAeryBamero BO TaMHCTBEHHTE AAAOOYMHH Ha
OTBOPHUTE TO HMOYHUTYBA PHTAMOT Ha CEMAaHTHYKOTO KOHIJMIIHpame
Ha IPOCTOPOT: a) IPOCTOP OTBOPEH 3a BAEI'yBame; 6) Beke HaCEACH
IPOCTOP; B) TYKYIITO MCIPa3HET TONOA INPOCTOP LITO IO YyBa
CIIOMEHOT Ha IIPUCYCTBOTO.

TexcTypara Ha IAATHOTO, IIEBOBHUTE, IIPHPOAHOTO TKae€He CIICIIH-
¢UUIHO 3a HEKOM ACAOBH OA TeAOTO (KOCa, BAAKHA) Cce Bp3yBaaT 3a
IIOMMOT BpeMe: IIPOIECOT Ha AOATO M MAaKOTPIIHO TKaeHe, IIHEIbE,
npeaeme, KaKo BO HayKaTa 3a TKaere Mpexxu (hyphology) Ha cure onme
MHTOAOIIKH )X€HH KOH cTpaTenmku ro cnacyBaar Opmcej. [Tocrankara
acojupa Ha CHHTAarMara ,T€AOTO € AOM“ — MEeCTO, IITO GpPaHI[yCKOTO
ABHKeme ,antropofagia“ ro objacHyBa Kako ,JXHBa CTPYKTypa Ha
OMOAOLIKATA U IleAyAAPHATA APXUTEKTYPa .

O6eANHYBambETO IOA €ACH IIOKPHB Ha MAIIKOTO H JKEHCKOTO BO
CAy4YajoB, € aHAAOTHO Ha IIPUIIMTOMYBAaETO Ha PaSAHMKHTE H aHTa-
TOHH3MHTE 6e3 MOopaAM3aTOpCKH oaraacH. CraHyBa 360p 3a pesak-
CHPaHO TACAHMIITE Ha CHMOOAMYKHTE PEAOBH, 6€3 pa3AMKa KOAKY THE
ce MMOAPEAEHHU Ha IIOAOBHUTE HEMACHTHYHOCTH. BakBara mosuijuja uMm
ro 0CA0OOAYBa MPOGHBOT Ha 3aA0BOACTBOTO M HUrpaTa. JKHBOTOT BO
OBHE I'HE3AA 32 AB3jlja € 3aMHCAEH KaKO XapPMOHHYHO COAEjCTBO Ha
[ICUXHUYKH, MECAOBEH U ,oYOOBEH IIAAH, OAPKYBaH BP3 NPHHITUIIATE
Ha ,lIAQLleHTHaTa eKOHoMHja“ (eAHAKBa 3aBUCHOCT OA IIAOAOBAaTa
TEYHOCT Ha MajKaTa M Ha peTycor).

Mexocra Ha TBpAHTE GOPMH, TAKTHAHOTO H OPIraHOBHAHOTO C€ 03-
HAa4eHOCTH M Ha HEjBHHHTE IPOEeKTH 1pe3op (BocBua, IIIBajuapuja
1998), Omgpprenuine wvyboswuyu (MCY, Cxomje 1999). Bo npoexror
Lpiaencu na cobu — objexiiu (CAC I'asepuja, Cxonje 1999), nsmenure
Ha CHHTarmara AOM-kyka, IBaHOCKa I'l pelllaBa Ha MAQHOT Ha AUKOB-
HO OOMHCAEHHTE aPXUTEKTOHCKH CKHIH.

HejsunaTa maeja 3a XMBEAAMINTE € €AACTHYHA, TPAHCHAPEHTHA H
NOABH>KHA KOHQHTYpaIiHja, BO XapMOHHja CO ABMOKEHETO Ha TEAOTO,
AHIIEHETO M ceTHAara. HacnmpoTu TpapAHIIMOHAAHHOT 3aTBOPEH
IPOCTOP KOj ' KOH3EPBHPA CIIOMEHHUTE, Taa ja mpeAAara 6eAyHHCKaTa
BapHjaHTa Ha: CEKAAE — € — MOjOT — AOM.

Hristina IVANOSKA

Skopje, 1974

Categories like home, house, and handwork, are the key domains found
in the early works by Hristina Ivanovska. Most of the projects dating
from the late 1990s are articulated by apparent gender-based position.
Very seldom has any artist clearly defined his or her own subjective
matrix right away, at their very first exhibition. That happened to
Hristina Ivanovska, by way of her installation called Costume for Two,
displayed at MKC in Skopje in 1998.

The point behind this work is the intention of the artist to settle the
score, or, rather, even out gender-based differences. Using a crude fabric
strengthened by carpenter’s glue, the artist created/sewed up a kind
of cover for two. The openings, or the very entrances, are differently
designed and modeled, having a gentle indication of the gender-based
differentiations. Entering the secret depths of the openings aligns with
the rhythm of the semantic conception of the space: a) space open for
entrance; b) already occupied space; c) warm space that has just been
vacated and that preserves memories of the presence.

The texture of the canvas, the seams, and the natural weaving specific
for some body parts (hair, pieces of hair) relate to the notion of time:
the process of long and tiresome weaving, spinning, like in the science
of weaving nets or web spinning (hyphology) as pursued by all those
mythological woman who strategically saved Odysseus. The procedure
relates to the syntagm: “the body is home” — a place that the French
movement “antropofagia” explains as “live structure of the biological
and cellular architecture.”

Union under the same roof of the male and female elements in this
case, is analogous to reconciliation of the differences and antagonisms,
without using moralizing reflections. Here one deals with a tranquil
viewpoint about symbolic orders, regardless of how much they are
subordinate to the gender-based non-identicalness. Such a position
facilitates the diffusion of pleasure and game. Life in these nests for
two is perceived as harmonic synergy in psychic, intellectual, and
love context, a life that is maintained on the principles of “placental
economization” (identical dependence on the amniotic fluid of the
mother and the fetus).

The softness of hard forms, the tactile element, and the organic-like
element are traits also seen in her projects: Vault (Bosville, Switzerland,
1998), and Rejected Lovers (MoCA, Skopje, 1999). In her project called
Drawings of Objects — Rooms (SAS Gallery, Skopje, 1999), changes in
the syntagm house-home are executed by Ivanovska in context of
artistically elaborated architectonic outlines.

Her notion of a dwelling is elastic, transparent, and manageable
configuration, in harmony with body movement, breathing, and senses.
Opposed to the traditional closed space that preserves memories, in her
works she suggests the Bedouin-like version of this concept: everywhere
- is — my — home.



KOCTVYM 3A ABAJLIA, 1998
uHCTaAanuja (MaMyk, MAATHO, TYTKAA, KOHELY), ACTAAH, TPOMCHANBU AMMECH3UI
Maapunckunor kyrypen nenrap, Cronje, 1998, npusarna ¢poro-apxusa

COSTUME FORTWO, 1998
installation (cotton, fabric, glue, thread), details, varying dimensions

MKC (Youth Culture Center), Skopje, 1998, private photo archives
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ABPAMOBCKA, Eansa6era — Bern (1956). Aunsomupansa canxaperso na PAY — Cxomnje
(1984) u apxutexrypa Ha ApxurexToHcknoT gakyarer — Cxonje, kaae mTo npeaasa (1986).
Ce sanumaBa co caukapcrso, pororpaduja, mucrasamuu. Crernpjasusanuja Bo Buena
(1999). Camocrojuu Hacramm: Cromje 1989 (co A. Tomux), 1997, 1998, Ipara (1995);
Bucena (1998), 3arpe6 (2001). Yaecrso Ha rpymxu nsaox6u: Aenec, Capacso 1983; Buchaae
Ha Maapm, Ckomje 1987, 1989, 2001; Mefynapoaso Guenase Ha MuHHjaTypH, lopru
Musanosar 1996; Ymernocra mef'y aere Mopumsa, Coayn 1997; Euronomes Gambit — Syb-
er Space, HHTepaKTHBEH HHTepHET IpoekT 1997; Excrensuja Ha kapapor - Hosa makeponcka
¢ororpaduja, burosa n Kymaroso 1998; Hosa maxeponcka ymernocr — 3padersa, Cromje,
Bearpaa, Munxen (1998) u Toxuo (2000); Hapuusmu, MCY, Crkomje, 1999; Beraauu
n ymeranny, Cromje, Coduja 2000; Mecen Ha connero, 3arpe6, 2001. Konnenryasunor
AHCKYpPC BO MakeAOHcKaTa AnkoBHa ymerHoct, MCY, Ckomje, 2003. Harpaan: Harpaaa sa
camkapcrBo Ha Maaaute, Cromje, 1982; I'lpa narpasa 3a mocrep na CEU, I'lpara 1995.
Bubanoipaguja: Busnk, Hebojura, 3amenn. Bo: Eansabera Aspamoscka, Poro — ecej 4
eaementy, Ed. Mysej Ha Ipas Cromje, 1998 (exh. cat.). Abadzieva Sonja. Axis Mundi. In:
Sunny Moon, Zagreb, 2001 (exh.cat.)

APCOBCKA, Mupna (1967). Aunaomupasa na ®AY, Cxonje 1992. Pabortu uncTasaruu,
BHA€CO, IPAQHIKH AH3AjH U 06je1<'m. Camocrojun nacramu: Cxomje (1994, 2003), Butoaa,
Bpuan (1996), Tposman, Pucka, Hcran6ya (1995). Yaectso na rpynuu nsaox6u: Buenase
Ha maapu, Cxomje 1993; Sculpture along the Channel, Mandecrep 1992; Ckyantypu Bo
Anexcanpap Ilapk, Oapxam, Arramja 1992; 9 % Hosa maxeponcka ymernoct, Ckomje,
1995; buenase Ha Maapure, Bpmary 1996; ITaopoBa BoAa — MAKEAOHCKH U aMEPHKAHCKH
ymerauaxy, Cromje (1996) u Iposuaerc (CAA) 1997; Hosa MakeAOHCKa yMETHOCT —
3pauema, Cromje, bearpap, Munxen (1998) u Toxuo (2000); Haprmsmu, MCY, Cromje
1999; KonnenryasHuor amckypc Bo MmakepoHckara AmkosHa ymenoct, MCY, Ckomje,
2003; I'Tpeobpasbu 2, MCY, Cromje 2002. YuectyBasa Ha Bupco-$pectuBasnte Bo Cxomje,
Buroaa, bearpaa, Crpymura, Amcrepaam i Ilexunr.

Bubanoipaguja: Abadzieva, Sonja, In: Radiations, Macedonian Contemporary Art, Ed. Ja-
pan Foundation, Tokyo, 2000 (exh. cat.). Byfesa, Acjan. Bo: Mupna Apcoscka “ITevarn’,
Mysej na Ipaa Cronje (exh. cat.).

BEJKAH, Aparosy6 / KOLIOMAH, Muaom

Aparomy6 Bexan (1951). Auraomupas na Ieaaromkara akasemuja, Cronje (1978). JKusee
Bo Xoaanpnja. Ce 3aHIMABA CO CAMKAPCTBO, 06jel<m u nepdopmancu. CamocTojHu HACTAN:
Cxomje (1975, 1978, 1980, 1982, 1986, 1987), Heroruo (1981) u Ha noseke usaox6u Bo
Xonanauja, Aancka, [epmanuja (1985 - 2005). saaraa Ha rpymHu H3A0XK6U CO MAKEAOHCKHTE
ymeranm: Oxpup 1978 (co C. XKusxoscku, M. Koyoman, C. Vaynoscku, A. I MTanescku);
Maapn makeponcku ymerauiy, Crpymuna 1980; Maapa reneparja 1982, Cronje, 1984; Hosu
I10jaBH BO MAKCAOHCKaTa AMKOBHA ymMeTHOCT, Crorje 1984; Teomerpun, Cromje, 1985 n Ap.
Musowm Koyoman (1952 - 2014). Aunaomupaa na [Teparomxara axapemnja, Cronje (1974).
Ce 3aHMMaBaA cO CAMKapCTBO M M3BeAyBaa neppopmancu. Camoctojuu nsaox6m: Crormje
(1973 - 1975, 1978, 1980, 2000, 2003, 2005 — perpocnextusa, HI'M), Bearpaa, (1978);
Buena (co A. Bexan), Mypray 1981 u ap. IpynHo usaaraa Ha: Maapa renepanuja, Cromnje
1977; usnox6u na AAYM; KonnenTyaAHHOT ABCKYPC BO MAKEAOHCKATA AMKOBHA YMETHOCT,
MCY, Ckonje, 2003.

3acpnmaxy akuuu u neppopmancu: Ilepdopmanc — Paborna axumja, Crpyra 1970;
ITeppopmanc co axr, Crorcka Lpra Topa (8o 6ausnua na Cronje) 1972; Teaa — I[Tepdopmanc
B0 areaje(to na M. Koyoman), Cronje 1974; YOO nepdopmanc, Cronje 1975.
bubrunoipaguja: Visaros, bojan, Buank Hebojua: Oabaccony Ha KOHLICNITYaAHATa YMETHOCT
— MaxeaOHCKaTa AUKOBHA CLicHa BO ceaymaecertute. Bo: Hagja-texa, Ms6op Ha pAokymenTn
3a KOHLIENTYaAHHOT AMCKypc Bo Makepaonuja. Ed. Mysej a coBpemenara ymernocr, Cromje,
2003; pp. 65-84; Beamuxoscku, Baagumup. Bo: Musom Konoman. Ed. Hanmonaana
rascpuja Ha Maxeaonuja, 2005 (mororpaduja).

BAHTEAM, JKanera (1963). Aunsomupasa na Staatliche Hochschule for Bildende
Kunste-Stadelschule Bo ®pank¢ypr na Majua (1988). ITpeaasa na DAY, Cromnje. Cospasa
cAnkH, 06jexTH, BuACO, nHcTasanuu. Camoctojuu Hacrann: Odenbax (1985), Kean (1987),
Dpankdypr Ha Majua (1992/93), Cronje (1994, 1998, 2006, 2007), Mcranbya (1995),
Fbyjopk (1997), Croxxoam (2001), Beneuuja, Buenase 2003 (co Bana Ypowesux). Yaectso
Ha TpymHY u3A0K6M (u360p): Aokymenta, Capaco 1989; AHTOAOIHja Ha MaKeAOHCKaTa
AukoBHa ymersoct 1984-2004, MCY, Cxonje 2004; Merynapoato 6uenase, Hcrau6ya,
1995; TlaopoBa BOoAa — MAKEAOHCKM M aMepuKaHCKM ymerHmuky, Ckomje (1996) u
[Tposuaenc, CAA (1997); Hosa makepoHcka ymetHoct — 3padema, Ckomje, Bearpaa,
Musxen (1998) u Toxuo (2000); Acnexru/ITosuuuu — 50 rogunn ymersocr op Cpeana
Espora, Buena, Bysumnemra, Bapceaona, Cayremnron 1999; Io supot, Croxxoam (Mod-
erna Museet),1999; Ipeo6paséu, MCY, Cromje, 2000; Millennium Experience, Aonaon,
2000; Devenirs, Tupana 2001; Bound/less Borders, Bearpaa 2002 u Kacea 2003; Cross-
roads — Esporncka coBpemena ymernoct, Coayn, 2002; Kps u mea, Buena 2003; Awujasosm,
Cxonje, [Tapus, Pum, 2004/5; Ambivalent Truths, Aonaon 2006. Harpaan: MCY, Cxonje
(1987), MCY, Puexa (1989).

Bubanoipaguja: McCarthy, Steven. Die Installation. In: Zaneta Vangeli, Mysej mna
coBpeMeHara ymeTHocT, Skopje, 1994 (exh. cat.); Teodosievski, Zlatko. In: Zaneta Vangeli,
Integralism. Ed. HT'M, Crkomje, 2003 (exh.cat.).

TAMTOPOB, Pobepr (1959). Camoctojun ussoxbu: Kean Apr, Kean (1996), Thepna
ymerroct, Bosomwa (1996), Moybaana (1997), Puexa (1997), Topuno (1997), Muaano

AVRAMOVSKA, Elizabeta - Beti (1956). She graduated in painting from the Faculty
of Fine Arts - Skopje (1984) and architecture from the Faculty of Architecture - Skopje,
where she is now a professor (1986). She is active in painting, photography, installations.
Specialization in Vienna (1999). Solo exhibitions: Skopje 1989 (with D. Tomic), 1997,
1998, Prague (1995); Vienna (1998), Zagreb (2001). Participation in group exhibitions:
Today, Sarajevo, 1983; Biennial of Youth, Skopje, 1987, 1989, 2001; International Biennial
of Miniature Art, Gornji Milanovac, 1996; Art between the Two Seas, Thessaloniki, 1997;
Euronomes Gambit - Cyberspace, interactive Internet project, 1997; Extension of the
Frame - New Macedonian Photography, Bitola, Kumanovo, 1998; New Macedonian Art
- Radiations, Skopje, Belgrade, Munich (1998), and Tokyo (2000); Narcissisms, MOCA,
Skopje, 1999; Refugees and Artists, Skopje, Sofia, 2000; Month of Sun, Zagreb, 2001.
Conceptual Discourse in Macedonian Art, MOCA, Skopje, 2003. Awards: Youth Painting
Award, Skopje, 1982; First prize for poster of CEU, Prague, 1995.

Bibliography: Busuxk, He6ojma, 3amcrn. In: Esmsabera Apamoscka, Poro — ecej 4
eaementH, Ed. Mysej na Ipaa Ckomje, 1998 (exh. cat.). Abadzieva Sonja. Axis Mundi. In:
Sunny Moon, Zagreb, 2001 (exh.cat.)

ARSOVSKA, Mirna (1967). She graduated from the Faculty of Fine Arts, Skopje, 1992.
Active in installations, video, graphic design, and objects. Solo exhibitions: Skopje (1994,
2003), Bitola, Vrsac (1996), Groznjan, Rijeka, Istanbul (1995). Participation in group
exhibitions: Biennial of Youth, Skopje, 1993; Sculpture along the Channel, Manchester,
1992; Sculptures in Alexander Park, Oldham, England, 1992; 9 % New Macedonian
Art, Skopje, 1995; Biennial of Young Artists, Visac, 1996; Liquor Amnii - Macedonian
and US female artists, Skopje, 1996, and Providence (USA), 1997; New Macedonian
Art - Radiations, Skopje, Belgrade, Munich (1998), and Tokyo (2000); Narcissisms,
MOCA, Skopje, 1999; Conceptual Discourse in Macedonian Art, MOCA, Skopje, 2003;
Transformations 2, MOCA, Skopje, 2002. Participated in video festivals in Skopje, Bitola,
Belgrade, Strumica, Amsterdam, and Beijing.

Bibliography: Abadzicva, Sonja, In: Radiations, Macedonian Contemporary Art, Ed. Japan
Foundation, Tokyo, 2000 (exh. cat.). Byfesa, Acjan. In: Mupha Apcoscka “ITevaru’, Mysej
na I'pap, Cromnje (exh. cat.).

BEZAN, Dragoljub / KODZOMAN, Milos

Dragoljub Bezan (1951). He graduated from the Pedagogical Academy, Skopje (1978). He
lives in the Netherlands. Active in painting, objects, and performances. Solo exhibitions:
Skopje (1975, 1978, 1980, 1982, 1986, 1987), Negotino (1981), and several exhibitions
in the Netherlands, Denmark, Germany (1985-2005). Participated in group exhibitions
with Macedonian artists: Ohrid, 1978 (with S. Zivkovski, M. Kodzoman, S. Uzunovski, A.
Panevski); Young Macedonian Artists, Strumica, 1980; Young Generation - 1982, Skopje,
1984; New Phenomena in Macedonian Fine Art, Skopje, 1984; Geometries, Skopje, 1985; etc.
Milos Kodzoman (1952-2014). He graduated from the Pedagogical Academy, Skopje
(1974). Active in painting and performance art. Solo exhibitions: Skopje (1973 - 1975,
1978, 1980, 2000, 2003, 2005 - retrospective, NGM); Belgrade (1978); Vienna (with D.
Bezan); Murnau, 1981; etc. Participation in group exhibitions: Young Generation, Skopje,
1977; DLUM exhibitions; Conceptual Discourse in the Macedonian Art, MOCA,
Skopje, 2003.

Groupartactionsand art performances: Performance - Work Camp, Struga, 1970; Performance
with Act, Skopska Crna Gora mountain (near Skopje), 1972; Bodies - Performance in the
Studio (of M. Kodzoman), Skopje, 1974; UFO Performance, Skopje, 1975.

Bibliography: Weanos, bBojan, Buank He6ojma: Oafaccoun Ha KOHIenTyasHara
ymerHocT — MakepOHCKaTa AMKOBHA CLieHa BO cepympccerTute. In: Macja-texa, Ms6op
Ha AOKYMCHTH 32 KOHLIENTYaAHHOT AMCKYpc Bo Makeaonnja. Ed. Myaej na copemenara
ymernocrt, Cxomje, 2003; pp. 65-84; Beanuxosckn, Baagumup. In: Musom Konoman. Ed.
Harmonaana raaepuja Ha Makeponuja, 2005 (Moxorpaduja).

VANGELLI, Zaneta (1963). She graduated from the Staatliche Hochschule for Bildende
Kunste-Stadelschule in Frankfurt am Main (1988). Art professor at Faculty of Fine Arts,
Skopje. Produces paintings, objects, video, installations. Solo exhibitions: Offenbach
(1985); Cologne (1987); Frankfurt (1992/93); Skopje (1994, 1998, 2006, 2007); Istanbul
(1995); New York (1997); Stockholm (2001); Venice, Biennale 2003 (with Vana Urosevic).
Participation in group exhibitions (selection): Documenta, Sarajevo, 1989; Anthology of
Macedonian Art 1984-2004, MOCA, Skopje, 2004; International Biennial, Istanbul, 1995;
Liquor Amnii - Macedonian and American female artists, Skopje (1996) and Providence,
USA (1997); New Macedonian Art - Radiations, Skopje, Belgrade, Munich (1998), and
Tokyo (2000); Aspects/Positions - 50 Years of Art in Central Europe, Vienna, Budapest,
Barcelona, Southampton, 1999; On the Wall, Stockholm (Moderna Muscet), 1999;
Transformations, MOCA, Skopje, 2000; Millennium Experience, London, 2000; Devenirs,
Tirana, 2001; Bound/less Borders, Belgrade 2002 and Kassel, 2003; Crossroads - European
Contemporary Art, Thessaloniki, 2002; Blood and Honey, Vienna, 2003; Dialogues,
Skopje, Paris, Rome, 2004/5; Ambivalent Truths, London, 2006. Awards: MOCA, Skopje
(1987); MOCA, Rijeka (1989).

Bibliography: McCarthy, Steven. Die Installation. In: Zancta Vangeli, Mysej Ha coBpemenara
ymerroct, Skopje, 1994 (exh. cat.); Teodosievski, Zlatko. In: Zaneta Vangeli, Integralism.
Ed. HTM, Ckonje, 2003 (exh.cat.).

GLIGOROV, Robert (1959). Solo exhibitions: Cologne Art, Cologne (1996); Angry Art,
Bologna (1996); Ljubljana (1997); Rijeka (1997); Turin (1997); Milan (1997); Trieste



(1997), Tper (1997, Bosoma (1997, 1998), Bpucea (1998), Cxonje (1998). Yuecrso Ha
rpynHu n3A0K0M: Bupeo ymernoct, Muaano 1996; Ocym ymersuiy, Muaano 1996; Caem
Ha coBpeMeHa ymeTHocT, Bpucea 1997; Kon upnunara, Pum (1997); Guxuuja, ne duxyuja,
Iparo (1997); ITapus $oto, ITapus (1997); Caj6ep-peasnsam, Muaano, Aonaon (1997);
Aprenepruja, Pupenna (1997).

Bubanoipaguja: Bacepa Aumecka, Buxropuja. Illokantha Buctina 3a Po6epr Ianropos. Bo:
Po6epr [auropos, Ed. Mysej na Ipaa Cronje, Cromje 1998 (exh.cat.)

BAADKEBCKA, Buoaera / TPABYAOCKH, Boraan.

Buoaera Baaxescka (1952). Aurmaomupasa Ha AKapeMujaTa 33 AMKOBHU YMCTHOCTH BO
Ipumrruna (1980). Borsan Ipabyaocku (1948). Aumaomupas Ha AKapeMHjaTa 33 AUKOBHU
ymetsocTd Bo IlpumTiHa (1980). Marncrpupas Ha AxapeMujaTa 3a AMKOBHH YMETHOCTH
Bo Bearpap, (1990). OBaa GpayHa ABOjKA IIOCTOjaHO HACTAITYBA 3aCAHO. 3ACAHNMYKH HACTAIIH:
Ipuaen (1985, 1993,1995/96,2015), Cxomje (1990, 1995/6,2015/6), Buroaa (1995), Oxpua,
(1996), Kymaroso (1996). YaecTso Ha rpyrHu u3A0k6u:

Oxpuacku cankapu, beuej 1983; Anxosru cpeabu, Cyboruua 1991; MakeaoHCKa KOMIIOHEHTa,
Cronje 1992; Iuurysarse 1 pasauka, Mcranbya 1993; Kyruja co canxu, Cromje, 1994/5; 9
1/5 Hosa makeponcka ymersoct, Ckomje, 1995; 23 Merynapoato 6uenase, Cao ITaoro,1996;
Yerspro 6uchase, CaHkr Hc‘repcGypr, 1996 KoHuenTyaAHHOT AMCKYPC BO MAaKEAOHCKATa
ankosta ymerHoct, MCY, Cronje, 2003. Harpapa na usaosk6ara Kyruja co canku, Cromje 1996.
bubanoipaguja: bouaposa I'Taasescka, Mapuka. Bo: Buoaera Baaxescka / boraan Ipabyaocku,
Perpocriextusa / Auxoser excriepument, (exh.cat.). Ed. Mysej Ha cospemeHara yMeTHOCT,
Cxomje, 2015/2016.

AEAEBA, /oynxa (1970). Aunaommpasa caukapcrso Ha QakyATeTOT 3a AHKOBHU
ymernoctn, Cromje (1994). Pabotu uncrasanuy, ¢ororpaduja, aurnrasnu npakruy. Ku-
Bee Bo Benenyja, Mraanja. Camocrojun usaox6u: Cromje (1998, 1999, 2001). Cryanckn
npecron: Macrpuxt (1997) n Benenmja (2001). Yaccrso va rpynun ussox6u: CHAB,
Cxomje 1992; ZAYAC E-zine, Cxomnje 1998; Hapumsmu, Mysej Ha coBpeMeHaTa yMETHOCT,
Cxomje 1999; Ymernuuy u 6eraany, Cromje 1999, Coduja 1999; Shining the Site, Yp6an
npoexr, Ckonje 2001; KonnenTyaAHHOT AMCKYpC BO MaKEAOHCKATa AHKOBHA YMETHOCT,
Myscj Ha copemenara ymersoct, Cronje, 2003; super(h)EROS, Hanuonaana rascpuja Ha
Maxkeponuja, Maaa cranura, Cromje 2007.

bubuuoipaguja: Bysonn, Abe: Cunecresucknu opraacu. Bo: /oynka Aeaesa (exh.cat.), CAC,
Cxonje, 1998; Abadzieva, Sonja. In: Deep Breathing. Ed. Skenpoint, Skopje 2001.

AVIMUTPOBA, Uckpa (1965). Aumsomupasa ¢usosoduja ma YKMIM (1988) u
ckyanrrypa Ha @AY (1990), Cronje. Cryaucku npecron Bo CAA (1993) u Janornuja (2003).
Paborn Bo HYDB, Cxomje. Ce 3anumaBa co mHcrasanuu, nepdopmancy, pororpadun.
Camocrojun nacramm: Cxomje (1991, 1992, 1993, 1994, 1997 — MCY, 1998, 2000,
2006, 2016); Meaucon, CAA (1993); Bpman, Cp6uja (1996); Poupaja, Auramja (1996);
3arpe6, Xpsarcka (1996); Benenmja (1999); Tokuo (2003); Joxoxama (2004). Yaectso Ha
rpynun usaox6u: Mefynapoaen ¢ectusas, Coduja, Byrapuja (1994); 5. mefynapopso
6uenase, Mapu6op, Caoenuja (1996); TTaopoBa Bopa — MAKEAOHCKH M aMCPHKAHCKH
ymernnuku, Cxomnje (1996) u ITposuaenc (CAA) 1997; Bucnase Ha coBpeMeHa yMETHOCT,
Ceaccra, Opannuja (1997); Ymernmaku mefy asere Mopumsa, Coay, Ipuuja (1997); Hopa
MakeAOHCKa ymerHOCT — 3padema, Ckomje, bearpap u Munxen (1998) u Toxuo (2000);
ITo supot, Crokxoam (Moderna Museet),1999; Hapuusmu, MCY, Ckomje 1999; Oyépu,
Tupana, Aabanuja (1999); ITpeobpaséu 2, MCY, Cronje 2000; Urban Gene, Mefynapoaen
ymerHmuku  dectuBas, Taumkasa, Jamommja (2002); KoHuenryasnnmor auckype Bo
MakepoHcKkara AnkosHa ymerHoct, MCY, Ckonje, 2003; Taobaann demunnsmu, Foyjopk,
Bpyxauncku mysej, CAA (2007); super(h)EROS, Cxomnje, HTM, (2007); Venezia via MKC,
Cromje, Capaeso, Buena (2009); Cunecresuja, Buena, ABcTprcku mapaameHT (2009); Gen-
der Check, Buena, MUMOK (2009); Tpancdurypupame, Ipara, Yemxu nenrap (2014).
Bubanoipaguja: Nochlin, Linda, Women Artists Then and Now: Painting, Sculpture and
the Image of the Self, pp. 62/63 and Kotik, Charlott, Post-Totalitarian Art: Eastern and
Central Europe, pp. 163/164. In: Global Feminisms: New Directions in Contemporary
Art. Ed. by Maura Reilly and Linda Nochlin; published by Merrell, London, New York and
Brooklyn Museum, New York, 2007.

I'V3EAOBA, Aunjana (1935). Aunaomupasa na ®uaosodexuor pakyarer, Cromje (1959).
PaboTi CKyANTypH, MHTEPBEHIMH BO IPHPOAA U HHcTasanud. CaMOCTOjHM HacTamm:
Crxomje (1990, 1991 1994, 1997, 2001, 2003. 2006). YuccTByBasa Ha IPyIHU UBAOKOH:
7. buenaae Ha Maaa naactuka, Mypcka Co6ota; 6. maHueBcka H3AOKOA Ha jyTOCAOBEHCKA
ckyanTypa, [Tanueso, Peny6anxa Cp6uja; Yndre amam 2 (1996) u Yudre amanm 3 (1997);
Hs6op 97, Crpymuua, 1998.

Bubruoipaguja: upkocka, Kornua. Bo: fyscAOBa, Anajana (exh. cat.), Ymernuuka rasepuja,
Cromje; Muaencka, Cysana. Bo. Anajana fyscAOBa (Texcr Ha kapTHKa), 1997.

MBAHOCKA, Xpucruna (1974). Aunaomupasa na PAY, Cromje (1997). Cryauckn
npecroj Bo Boceua, [sajuapuja (1998/99). Pabotn nucTasayuu u yp6aHH MpOCKTH.
Camocrojuu Hacranu: Ckomje (1998, 1999, 2001), Bocsua (1999). Yaccrso Ha rpymun
usaokbu:  Tpero Merfynapoano cryaenrcko ymernuuko 6Ouenase, Cromje, 1997;
I'paduuka xosonuja, Maxeponcku 6poa 1998; Ilpsoro I'lun Illoy Bo rpapor, Ckomje,
1999; Hapuusmu, MCY, Cxomje 1999; Salon, Kunstlerhhaus Aarau, Apay, Illsajiapuja
1999; A(L=T)TITUDES, Cxomnje, 2000; Break 21 — Yerspru mefynapoacH ¢pectusas
Ha HE3aBMCHH MAAAU yMeTHUIH, /oyOsana, 2000; Ipaduuknu excriepument, Cromje, 2000;

(1997); Bologna (1997, 1998); Brussels (1998); Skopje (1998). Participation in group
exhibitions: Video Art, Milan (1996); Eight Artists, Milan (1996); Fair of Contemporary
Art, Brussels (1997); Into the Future, Rome (1997); Fiction, Non-fiction, Prato (1997);
Paris Photo, Paris (1997); Cyber-Realism, Milan, London (1997); Artenergia, Florence
(1997).

Bibliography: Bacesa Anmecka, Buxropuja. IllokanrtHa Buctuna sa Po6epr Iauropos. In:
Po6ept [auropos, Ed. Mysej za Ipap Cxomnje, Cxomje 1998 (exh.cat.)

BLAZEVSKA, Violeta/ GRABULOSKI, Bogdan.

Violeta Blazevska (1952). She graduated from the Academy of Fine Arts in Prishtina
(1980). Bogdan Grabuloski (1948). He graduated from the Academy of Fine Arts in
Prishtina (1980). Became Master of Arts at the Academy of Fine Arts in Belgrade (1990).
This couple always performs together as artistic pair. Participation as artistic pair: Prilep
(1985, 1993, 1995/96, 2015); Skopje (1990, 1995/6, 2015/6); Bitola (1995); Ohrid
(1996); Kumanovo (1996). Participation in group exhibitions: Ohrid Painters, Becej, 1983;
Fine Arts Meetings, Subotica, 1991; Macedonian Component, Skopje, 1992; Writing and
Difference, Istanbul, 1993; Image Box, Skopje, 1994/5; 9 1/2 - New Macedonian Art,
Skopje, 1995; 23rd International Biennial, Sao Paulo, 1996; 4th Biennial, St. Petersburg,
1996; Conceptual Discourse in Macedonian Art, MOCA, Skopje, 2003. Award of the
exhibition 'Image Box, Skopje, 1996.

Bibliography: Bousaposa Ilaasescka, Mapuka. In: Buosera Baaxescka / Boraan
Ipabyaockn, Perpocnextusa / Auxosen ckcrepument, (exh.cat). Ed. Mysej ma
cospemenara ymerHoct, Cromje, 2015/2016.

DELEVA, Ljupka (1970). She graduated in painting from the Faculty of Fine Arts, Skopje
(1994). Active in installations, photography, digital art practices. Lives in Venice, Italy. Solo
exhibitions: Skopje (1998, 1999, 2001). Study stays: Maastricht (1997) and Venice (2001).
Participation in group exhibitions: SIAB, Skopje, 1992; ZAYAC E-zine, Skopje, 1998;
Narcissisms, Museum of Contemporary Art, Skopje, 1999; Artists and Refugees, Skopje
1999, Sofia 1999; Shining the Site, Urban project Skopje, 2001; Conceptual Discourse in
Macedonian Art, Museum of Contemporary Art, Skopje, 2003; super(h)EROS, National
Gallery of Macedonia, Mala Stanica, Skopje, 2007.

Bibliography: Bysouu, A6e: Cunecresucku opraacu. In: /oynka Aeacsa (exh.cat.), CAC,
Cxomje, 1998; Abadzieva, Sonja. In: Deep Breathing. Ed. Skenpoint, Skopje 2001.

DIMITROVA, Iskra (1965). She graduated in philosophy from UKIM (1988) and
in sculpture from the Faculty of Fine Arts (1990), Skopje. Study stays in the US (1993)
and Japan (2003). Works at the National and University Library in Skopje. Active in
installations, performances, photography. Solo exhibitions: Skopje (1991, 1992, 1993,
1994, 1997 - MOCA, 1998, 2000, 2006, 2016); Madison, USA (1993); Visac, Serbia
(1996); Rochdale, England (1996); Zagreb, Croatia (1996); Venice (1999); Tokyo (2003);
Yokohama (2004). Participation in group exhibitions: International Festival, Sofia, Bulgaria
(1994); Sth International Biennale, Maribor, Slovenia (1996); Liquor Amnii - Macedonian
and American female artists, Skopje (1996) and Providence, USA (1997); Biennial of
Contemporary Art, Celeste, France (1997); Female Artists between Two Seas, Thessaloniki,
Greece (1997); New Macedonian Art - Radiations, Skopje, Belgrade, Munich (1998), and
Tokyo (2000); On the Wall, Stockholm (Moderna Museet), 1999; Narcissisms, MOCA,
Skopje, 1999; Oufti, Tirana, Albania (1999); Transformations 2, MOCA, Skopje, 2000;
Urban Gene, International Arts Festival, Tachikawa, Japan (2002); Conceptual Discourse in
Macedonian Art, MOCA, Skopje, 2003; Global Feminisms, New York, Brooklyn Museum,
USA (2007); super(h)EROS, Skopje, NGM, (2007); Venice via MKC, Skopje, Sarajevo,
Vienna (2009); Synesthesia, Vienna, Austrian Parliament (2009); Gender Check, Vienna,
MUMOK (2009); Transfiguring, Prague, Czech Center (2014).

Bibliography: Nochlin, Linda, Women Artists Then and Now: Painting, Sculpture and the
Image of the Self, pp. 62/63 and Kotik, Charlott, Post-Totalitarian Art: Eastern and Central
Europe, pp. 163/164. In: Global Feminisms: New Directions in Contemporary Art. Ed. by
Maura Reilly and Linda Nochlin; published by Merrell, London, New York and Brooklyn
Museum, New York, 2007.

GJUZELOVA, Liljana (1935). Graduated from the Faculty of Philosophy, Skopje
(1959). Active in sculptures, site-specific actions in nature, and installations. Solo
exhibitions: Skopje (1990, 1991, 1994, 1997, 2001, 2003, 2006). Participation in group
exhibitions: 7th Biennial of Small Plastic, Murska Sobota; 6. Pancevo Exhibition of
Yugoslav Sculpture, Pancevo, Serbia; Cifte Amam 2 (1996) and Cifte Amam 3 (1997);
Selection '97, Strumica, 1998.

Bibliography: Tupxocka, Konya. In: Tyseaosa, Auajana (exh. cat.), Ymerruuxa rasepuja,
Cxorje; Muaescka, Cysana. In: Anajana Iyseaosa (texcr ma kapruuka), 1997.

IVANOSKA, Hristina (1974). She graduated from the Faculty of Fine Arts, Skopje
(1997). Study stay in Bosseville, Switzerland (1998/99). Active in installations and urban
projects. Solo exhibitions: Skopje (1998, 1999, 2001); Bosseville (1999). Participation
in group exhibitions: Third International Student Art Biennale, Skopje, 1997; Graphic
Colony, Makedonski Brod, 1998; First Peep Show in the City, Skopje, 1999; Narcissisms,
MOCA, Skopje, 1999; Salon, Kiinstlerhaus Aarau, Aarau, Switzerland, 1999; A(L=T)
TITUDES, Skopje, 2000; Break 21 - Fourth International Festival of Independent
Young Artists, Ljubljana, 2000; Graphic Experiment, Skopje, 2000; SnapShot, Baltimore,



SnapShot, Baatimop, 2000/1; Kanuraa n noa, Cromje 2001; KonnenryaaHuor Aickype Bo
MaKeAOHCKaTa AnkoBHa ymetHoct, Ckomje, 2003.

Euﬁ/luoipaﬁujd: Abaymesa, Coma. Obacka 3a aajua. Bo: Toaemoro crakao 6p. 7/8,
MCY, Ckomje, 1998. Muacscka, Cysana. Obaexa/Anaprvan/Tapautypa sa asajua. Ed.
Maapnncku kyarypen nenrap, Cromje 1998.

JAHEIIAMEBA, Caasuua (1973). Aunsomupasa (1996) u maructpupasa (1998) na
Orcexor 3a rpaduka, Paxyarer sa ankosuu ymernocrn, Crornje. Op 2006 npeaasa Ha ucTHOT
¢akyarer. Camocrojun Hacramu: Cromje (1996-2000, 2002, 2004, 2005, 2007, 2013,2016);
Bocsua, IIsajuapuja 2000; bparucaasa 2001; Fbyjopk 2005; Yrpext, Xoaanauja 2006.
VuectBo Ha rpymHu nzaox6bu (usbop): 19. mefyHapoaso rpaduuko Tpuenase, Kanarasa,
Jaronuja (1997, 1999); Ilerto Tpuenase Ha rpaduka, Bearpaa (1998); MATRIX, Tper
(1999); 12. repmancka mefynapoaHa usaoxkb6a, Ppexen, lepmannja (1999); Apyrara crpana
na Espoma, Brop Aca, ITapus, Jeu de paume (2000); Small Talks, MCY, Cxkomje (2001);
ITervuna coBpeMeHy MakeAoHCKH rpaduyaapy, Pum (2001); Bound/less Borders (6ua6opa,
npoexr), Bearpas, Ckomje, Coduja, Byxypemr, Capacso, Kacea (2002); Awmjasosu —
MakepoHcKara ymerHocT Achec, YHECKO, IMapus (2003); Kommentyasnuor suckype
Bo Makeponuja, MCY, Crkomje (2003); Thobasna dysuja — nobaucky, Meabyps, Bucha
(2005); Beranuja, Bepaun (2005); Muxaasuja, Yausepsurer Ilepajy, Aadaer, Mupujana
(2006); XKecroko ncropucko exo — ncrounnu coceau babea, Yrpexr (2006); Pectupas Ha
coBpemeHata ymerHOCT, Bapha, Byrapuja (2007). Ao6urHudka Ha HALMOHAAHHM HArpaAH
(DAY, AAYM, MCY, Crorje).

Bubanoipaguja: Vilic, Nebojsa. In: Few Candies for Venice — Art in Macedonia at the End
of Millenium, Skopje, Macedonia, 1999, pp 30-31; Petkovski, Boris, Slavica Janeslieva. In:
MATRIX - Trieste: Comitato Trieste Contemporanea, 1999 (exh.cat.).

JAHKYAOBCKMU, Muue (1954). Anunaomupas Ha Apxutekronckuot ¢pakyarer Bo Cromnje
(1980). Pabotn Bo AOMEHHUTE Ha CAUKAPCTBOTO, LIPTEKOT, TPAdHKaTa, CATUPUIHUOT LPTeXK/
cauKa, Kapukarypara u aHumupanuot ¢uam. Camocrojun Hacramu: Cxomje (1975, 1976,
1985, 1995, 1996, 2014, 2015), Oxpua (1975, 1989), Crpyra (1989, 1991), 3arpe6 (1985),
/oybmana (1986), Auxapa (1988, 1990), Coduja (1989), ITapus (1989), Capacso (1990),
Pum (1991), Bapna (2016), Benenuja (2017). Harpaau: TPAH ITPH na 19. Mefynapopso
6ucnasc Ha rpaduka, Bapha, Byrapuja (2017); Harpapa Ha MununcrepcrsoTo sa KyaTypa
na Byrapuja (2012); TPAH ITPU u ase IToce6Hu Harpapn na CseTckara raacpuja Ha
kapuxarypu, Cromje (1971, 1985, 1996), Harpapa na rpap Cronje ,,13 noemspu® (1985).

bubanoipaguja: Jankyroscka, Maja. Bo: Mune Jankyaoscku ,Popmun®, Kon ¢popmure Ha
Mutie Jankyaoscky; Janesa, Aenuna (exh.cat.), Taacpuja ,,[pa¢ut®, Bapua, Byrapuja, 2016.

JAHKYAOCKHU, Pobepr (1969). Aumaomupas Ha QPakyATeToT 3a APAMCKH YMETHOCTH.
(1996). Aupexrop Ha MakeaorckuoT tenTap 3a pororpadun o Cromje. CamocTojHu HacTanu:
Cromje (1991, 1992, 1997, 1998, 2000). Yaecrso Ha rpymun usaox6u: Hosa dororpaduja,
Bearpap (1990); Buenaae Ha maaaure, Cromje (1993,2002); 9 1/2 HoBa MakeAOHCKa yMETHOCT,
Cromje (1995); Mxona na cpebpo, Ckomje, (1996); Manudecra, Porepaam (1997); 24.
6uenasc Ha gororpaduja, Illensen, Kuna (1997); Excrensuja Ha kapapor / Hosa mMakeponcka
$ororpaduja, Burosa u Kymanoso (1998); @ororpaduja, Xops, Ascrpuja (1998); ITomrrercko
canpaue, Bajmap (1999); Image Box, Maaa cranmuiga, Cxomje (1995); Kontientyaannot Auckype
BO MakeAoHCKara aukosHa ymerHoct, MCY, Ckonje, (2003). Harpapu: Bropa Harpasa na
nsaosbara Miona Ha cpe6po, Cromje (1996). Harpapa sa najao6pa gororpaduija (¢puam) na 9.
MefyHapoAcH ecTuBaa Ha eTHoAowKu uanm, Bearpa (2000).

bubnuoipaguja: Tlerkoexn, bopuc; Boanaposcku, Ilerap: Auaemure Ha cumyAakpymor.
Bo: Pobepr Jaukyrocku, Cu jy cu mu. Ed. Maxeaoncku nenrap sa gororpaduja, Cromje,
2001 (exh. cat.)

MABHEBCKU, Antonu (1963). Aunaomupaa na PAY, Cxomje (1991), kxaae mro oa 2003
roAMHa peAaBa caukaperso 1 nprex. Cryaucku npecton: Caans6bypr, Ascrpuja (1995) n
Hbyjopk, CAA (1997). Ce sanumaBa co cAnkapcTso, nucrasanuu. CaMocTojHH HacTanu:
Cxomje (1992, 1996, 1997, 1998, 2001, 2002, 2003); Fbyjopk, laacpuja na MakepoHcKHOT
xyaTypen nentap (2009); Ilpuma yenrap, Bepaun (2009); Benenuja, ITasano Sopsu,
Mefynapoato 6uenaae (2005); ITapus, Faacpuja E. M. Canpos & M. Aasup Beua (2003).
Vuecrso Ha rpynHu usaox6u (usbop): Hoea makeponcka ymersoct — 3payema, Cromje,
Bearpaa, u Munxen (1998) u Toxuo (2000); Bajmapcko nomrencko canpade, Bajmap,
Tepmanuja (1998/99); 40 ropnnu Payxcyc — Fluxus und die Folgen, Bucbaaen (2002);
Kadeas mrexep, HHpHchr, lepmannja (1999); MefynapopHo TpueHase Ha IpTex, Preka
(2001); Besrpanuuny rpanuny, 6askanckatypHeja: Bearpaa, Cromje, Kacea (2002-2003);
Koaexuuja na Camaynr Eca: Kps umep, Buena (2003); Tpancurypupame, [Tpara, Yemku
entap (2014).

Euﬁ/maipagfuja: Heaeaxoncxa, Auajana, Koj ce maamm oa xpajor? Bo: Auronn Masuescxki,
The End. Ed. Mysej na coBpemenara ymersoct, Cxomje, 1996 (exh. cat.); Abadzieva, Sonja.
Beauty and the Boat. In. Antoni Maznevski, Mozart’s Boat. Ed. Museum of Contemporary
Art, Skopje, 2005 (exh.cat.).

MAHYEBCKH, Muaso (1959). MsBecHo Bpeme CTyAHpas HCTOpHja Ha YMCTHOCTA CO
apxcoaornja Ha Yausepsureror ,Kupua u Meroanj, Cronje (1978/9). Aunsomupas Ha
Dakyareror 3a puam u pororpaduja npu Yuusepsureror Ha Jyxen Maunonc, Kap6onagja,
CAA (1982).TTpesasa na Yausepsureror Bo Ebyjopx. Pesxxupa ¢namoBu u BUACO-CIIOTOBH,
npaBu GpoTorpadu, meppopmancH i KoHLenTyasHu Aeaa. JKusee Bo Ebyjopx. Camocrojun
nacranu: Cromje (1983, 1985, 1999), Buena (1998), Crokxoam (2000), Canro Aomunro

2000/1; Capital and Gender, Skopje, 2001; Conceptual Discourse in Macedonian Art,
Skopje, 2003.

Bibliography: A6ayuesa, Coma. Obaeka 3a asajua. In: Toaemoro crakao 6p. 7/8, MCY,
Crxomje, 1998. Muaescka, Cysana. O6acxa/Anmaprvan/Tapuurtypa sa apajua. Ed.
Maapuncku kyarypen nenrap, Ckomje 1998.

JANESLIEVA, Slavica (1973). Obtained BA (1996) and MA (1998) from the
Department of Graphics, Faculty of Fine Arts, Skopje. Since 2006, professor at the same
Faculty. Solo exhibitions: Skopje (1996-2000, 2002, 2004, 2005, 2007, 2013, 2016);
Bosseville, Switzerland, 2000; Bratislava, 2001; New York, 2005; Utrecht, Netherlands,
2006. Participation in group exhibitions (selection): 19th International Print Triennial,
Kanagawa, Japan (1997, 1999); 5th Triennial of Graphics, Belgrade (1998); MATRIX,
Trieste (1999); 12th German International Exhibition, Frechen, Germany (1999); Other
Side of Europe, Part II, Paris, Jeu de paume (2000); Small Talks, MOCA, Skopje (2001);
Five Contemporary Macedonian Graphic Artists, Rome (2001); Bound/less Borders
(billboard project), Belgrade, Skopje, Sofia, Bucharest, Sarajevo, Kassel (2002); Dialogues
- Macedonian Art Today, UNESCO, Paris (2003); Conceptual Discourse in Macedonia,
MOCA, Skopje (2003); Global Fusion - Closer, Mclbourne, Vienna (2005); Bethany,
Berlin (2005); Incladia, Purdue University, Lafayette, Indiana, USA (2006); Cruel
Historical Echo - Eastern Neighbors, Babel, Utrecht (2006); Festival of Contemporary
Art, Varna, Bulgaria (2007). Winner of national awards (FLU, DLUM, MOCA, Skopje).

Bibliography: Vilic, Nebojsa. In: Few Candies for Venice — Art in Macedonia at the End of
Millennium, Skopje, Macedonia, 1999, pp 30-31; Petkovski, Boris, Slavica Janeslieva. In:
MATRIX - Trieste: Comitato Trieste Contemporanea, 1999 (exh.cat.).

JANKULOVSKI, Mice (1954). He graduated from the Faculty of Architecture in Skopje
(1980), and is active in the areas of painting, drawing, prints, satirical drawing/painting
cartoons and animated film. Solo exhibitions: Skopje (1975, 1976, 1985, 1995, 1996,
2014, 2015); Ohrid (1975, 1989); Struga (1989, 1991); Zagreb (1985); Ljubljana (1986);
Ankara (1988, 1990); Sofia (1989); Paris (1989); Sarajevo (1990); Rome (1991); Varna
(2016), Venice (2017). Awards: GRAND PRIX on the 19th International Print Biennial,
Varna, Bulgaria; Ministry of Culture of Bulgaria Award (2012); GRAND PRIX and two
Special Prizes on the World Gallery of Cartoon, Skopje (1971, 1985, 1996); City of Skopje
Award "November 13" (1985).

Bibliography: Yauxysoscka, Maja. In: Mune Jaukyroscku ,Popmu’, Kon ¢popmure Ha
Muue Jaukyaoscku; Janesa, Aenua (cxh.cat.), Taaepuja ,,rpaclm'r“, Bapma, Byrapuja, 2016.

JANKULOSKI, Robert (1969). He graduated from the Faculty of Dramatic Arts, (1996).
Director of the Macedonian Center for Photography in Skopje. Solo exhibitions: Skopje
(1991, 1992, 1997, 1998, 2000). Participation in group exhibitions: New Photography,
Belgrade (1990); Biennial of Young Artists, Skopje (1993,2002); 9 1/2 New Macedonian
Art, Skopje (1995); Icon on Silver, Skopje (1996); Manifesta, Rotterdam (1997); 24th
Bicnnial of Photography, Shenzhen, China (1997); Extension of the Frame / New
Macedonian Photography, Bitola, Kumanovo (1998); Photography, Horn, Austria
(1998); Mailbox, Weimar (1999); Image Box, Mala Stanica, Skopje (1995); Conceptual
Discourse in Macedonian Art, MOCA, Skopje (2003). Awards: Second Prize at the
exhibition "Icon on Silver", Skopje (1996). Award for best photography (film) of the 9th
International Festival of Ethnological Film, Belgrade (2000).

Bibliography: Ierxoscknu, Bopuc; Boanaposckn, Ilerap: Auaemure Ha cumyaakpyMor.
In: Po6epr Jaukyaocku, Cu jy cu mu. Ed. Makesoncku nentap sa gpororpaduja, Cxomje,
2001 (exh. cat.)

MAZNEVSKI, Antoni (1963). He graduated from the Faculty of Fine Arts, Skopje (1991),
where since 2003 he teaches painting and drawing. Research stays: Salzburg, Austria
(1995), and New York (1997). He is active in painting, installations. Solo exhibitions:
Skopje (1992, 1996, 1997, 1998, 2001, 2002, 2003); New York, Gallery of Macedonian
Cultural Center (2009); Prima Center Berlin (2009); Venice, Palazzo Zorzi, International
Biennial (2005); Paris, Gallery E. M. Sandoz & M David Weil (2003). Participation in
group exhibitions (selection): New Macedonian Art - Radiations, Skopje, Belgrade,
Munich (1998) and Tokyo (2000); Mailbox Weimar, Weimar, Germany (1998/99); 40
Fluxus - Fluxus und die Folgen, Wiesbaden (2002); Brown Sugar, Nuremberg, Germany
(1999); International Triennial of Drawing, Rijeka (2001); Bound/less Boundaries -
Balkan tour in Belgrade, Skopje, Kassel (2002-2003); Sammlung Essl Collection: Blood
and Honey, Vienna (2003); Transfiguring, Prague, Czech Center (2014).
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The End. Ed. Mysej na cospemenara ymernocrt, Cxomje, 1996 (exh. cat.); Abadzieva, Sonja.
Beauty and the Boat. In: Antoni Maznevski, Mozart’s Boat. Ed. Museum of Contemporary
Art, Skopje, 2005 (exh.cat.).

MANCEVSKI, Milco (1959). Attended art history and archacology courses at the
University "St. Cyril and Methodius', Skopje (1978/9). He graduated from the School of
Film and Photography at the University of Southern Illinois, Carbondale, USA (1982). He
teaches at the New York University. He directs movies and video clips, and makes photos,
performance, and conceptual works. He lives in New York. Solo exhibitions: Skopje (1983,
1985, 1999); Vienna (1998); Stockholm (2000); Santo Domingo (2003). He participated



(2003). YaecrByBas Ha Hactamu co rpymara 1 AM (1984, 1985). Harpagu: Harpapa sa
Hajaobap excriepumenTancH duam, Bearpap (1985); Hekoaky Harpaau sa BACO; 3AaTeH AaB
3a Hajao6ap ¢uanm, Benenuja (1994).
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ro o6jacHyBaBMe epdopmarcot Ha Josed Bojc. ,Joaemoro crakao” 6p. 7/8, MCY, Ckorje,
1998; Maeja — Texa, I/Is6op Ha AOKYMEHTH 33 KOHLIENITYaAHHOT AMCKYpPC BO Maxeponmja.
Ed. Mysej Ha cospemenara ymernoct, Ckomje, 2003.

MMAUK, Oara (1948). Aunmaomupasa Ha AKapeMHjaTa 3a MPUMEHETH YMETHOCTH BO
Bearpap, (1974) Tloct-pumaomcku cryann Ha Saint Martin's School of Art Bo Aonpon
(1978/79). XKuseeaa o Cromje 0p 1974 - 1979. Cera ¢ xureaka na Cp6uja. Ilpasu
CKyATITYpH, 06jekTH 1 TpuANMeH3roHaAHK 1pTexu . Camocrojun n3aox6u: Cromje 1979,
Bearpap 1980, Capacso 1974 u Ap.. Ipynu nsaox6u: 8. caron Ha Maaau, 3arpe6 (1976);
Maaaa renepanmja 3, Cxonje (1977); Tpuenase Ha jyrocaoBeHckara ymeTHOCT, Bearpaa
(1977); Maxeaoncka ymetHocr, Bama Ayka (1978); Buenase na maaau, Puexa (1979, 1981,
1983); Mefynapoana usaox6a Ha nprex, Bpouaas (1981); JyrocaoBeHcka ckyanTypa,
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Cxomje (1977), IIu6enux (1982), Bearpaa (1983).
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MOTECKA, Monuxa (1971). Aunsomupasa na @AY, Cronje (1996). Cryaucku npecroj
Bo Ascrpuja (1998/99). Paboru canku u nrcrasanmu. Camocrojuu Hactamu: Cromje (1994,
1996, 1998, 2000). YuectBo Ha rpynHH M3A0XKOH: ACHOBH Ha MaKCAOHCKATA MAAAMHA,
Crpas6yp (1994); CUAB, Cxomje (1993, 1995); Curriculum vitae, Cxomje (1996): Yudre
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Pa6oru rpauxu, pororpaduu, nucraranuu. Camocrojuu Hacranu: Buroaa (1996), Cromje
(1997, 1998, 1999, 2000), Bocsua, Isajuapuja (1999). Vaectso Ha rpymau usaox6u
(us6op): Ipaduuxu excrepument, Cxomnje 1997; Maau rosemu npuxastu, CTOKX0AM U
Cromje (1998); Break 21-2, ®cctusaa Ha MAaAu HesaBUCHM yMeTHHLH, /oy6mana (1998,
2001); ITopspmka Ha moraeaot, Basea, IllBajuapuja (1999); Merynapoaso 6ucHase,
Hcranbya (1999); TUK-TAK-TOK, Cronje (2000) u Aanau, Ilxorcka (2001); Aea Ha
cucremor (2000); A(L=T)TITUDES, Cxonje, (2000); Maau pasrosopu, Cxomnje (2001);
Cxpuenu TekcToBu — Mecer Ha connero, 3arpe6 (2001); Korrespondenzen, IFA Stutgart,
Berlin (2001); 360posu — ofjextu — Aeaa, Yuxaro (2001); Konuenryaannor auckype
BO MaKecAOHcKaTa AmkosHa ymetHocT, Cxomje (2003). Harpasa sa rpaduka ,Aparyrun
Aspanmoscxu — I'yre, Cxomje (1994).

Bubanoipaguja: Milevska, Suzana, A Continual Quest for Absurdity. In: 6th International
Istanbul Biennial, Istanbul, 1999, pp 142-145. (exh.cat.); Abadzieva Sonja. Arachnology &
Hiphology. In: Sunny Moon, Zagreb, 2001 (exh.cat.)

HUKOAOCKU, Ilerpe (1959). Aumaomupas (1984) u wmarucrpupas (1989) ma
Paxyareror 3a mpumenetu ymerHoctn, bearpaa. JKusee Bo Aonpon. Cospasa ckyanrypu,
BuAco, uHcrasanuu. Camocrojun Hacramu: Cromje (1985, 1989, 2004), Bearpag, (1984,
1987, 1989), Capacso (1985), ITamacso (1989, 2002), Kymbpuja, Anrauja (1990), Xeporejr,
Anranja (1991), Anac, Anranja (1991, 1993), Aonpaon (1992), Benerja, buenase (1993, co
Taurop Credanos), Jopkmmp, Auranja (1993), Aa6epra, Kanaaa (1994), Aankamup, Anranja
(1994), Tacmanuja, Asctpasuja (1997), Peannr, Anranja (1997), Moncapa, [Topryraanja
(1997), Majaenxea, Anranja (2003). Ipynan usaox6u (us6op): Op dyaoTBOpHOCTHTE Ha
AMBAAATa AO PaAOCTa Ha xubeerero, 3arpe6, Cromje u Bearpaa (1985/86); usaoxba Bo
pamxute Ha Kyraa raymumre, Kacea, (1987); Tpuenaae, Bearpaa, (1988); Aoxymenra,
Capacso (1989); TTapxobcka ckyantypa, Kem6puy, Anramja (1991); Naturally/Nature,
Byaumrmernra (1994); AHTOAOTHja Ha MAKEAOHCKATA AMKOBHA yMETHOCT (1894-1994), MCY,
Cromje (1994); A Collaboration with Snow in the Mandala Land, Caxyjasasa ceao, Janonuja
(1997); Desiring Machines, Mcran6ya (1997); Ipeo6paséu 2, MCY, Ckonje (2002); On the
Road to Meikle Seggie, Kunrcron na Temsa, Anrauja (2000). Harpaau: MCY, Cronje (1987),
»Aybpasko Llusan®, 3arpe6 (1988); Harpapa sa makoBcka ckyanTypa, Ipejsaca, Amramja
(1990); rpasr Ha Ponpanmjara ,ITorok — Kpacrep', Ebyjopx (1993).

Bubanoipaguja: Nedelkovska — Dimitrovska, Liljana. Petre Nikoloski. In: Gligor Stefanov
/ Petre Nikoloski Scultori ambientali, XLV Biennale di Venezia. Ed. Museum of Contem-
porary Art, Skopje, 1993 (exh.cat.); Aumurposcku, Basenruno, [Terpe Huxoaocku. In:
Ierpe Huxoaocku, ITarysame / ITpocropu. Ed. Mysej na coBpemenara ymernoct, Ckomje,

2004 (exh.cat.).

ITABAECKM, Cranko (1959). Aunaomupas na ®AY, Cronje (1984), maructpupas Ha
ANY, Bearpaa (1992). Ipodecop na PAY, Ckomje. Pabotn ckyAnTypu M HHCTaAaruu.
Camocrojuu nacranu: IItun (1985), Bearpaa (1992), Bpucea 1995 (co J. Illymkoscku),
Ebyjopx 1997 (co JK. Banrean), Cxonje (1987, 1991, 1993, 1998, 1999), Bykypewr (1999).

I'pymsu Hacranu: Buenaae Ha maapu, Cromje (1987, 1989, 1991); Buenase ua maapu, Puexa

in art performances with the "I AM" group (1984, 1985). Awards: Best Experimental
Film Award, Belgrade (1985); several awards for video; Award Golden Lion for Best Film,
Venice (1994).

Bibliography: Manuescku, Muauo — pasrosop co Abayuesa, Coma. In: Ha sxuB sajax My ro
objacHysaBMe nepdopmancot Ha Josed Bojc. ,[oaemoro crakao” 6p. 7/8, MCY, Ckorje,
1998; Maeja — Texa, Ms60p Ha AOKYMEHTH 32 KOHLIENITYaAHHOT AUCKYPC BO MakeaoHH]a.
Ed. Mysej Ha cospemenara ymernoct, Ckomje, 2003.

MILIC, Olga (1948). Graduated from the Academy of Applied Arts in Belgrade (1974).
Finished postgraduate studies at Saint Martin's School of Art in London (1978-1979).
Resided in Skopje from 1974 to 1979. Now resides in Serbia. Creates sculptures, drawings,
and three-dimensional art objects. Solo exhibitions: Skopje 1979, Belgrade 1980,
Sarajevo 1974, and others. Group exhibitions: 8th Salon of Youth, Zagreb (1976); Young
Generation 3, Skopje (1977); Triennial of Yugoslav Art, Belgrade (1977); Macedonian
Art, Banja Luka (1978); Biennial of Youth, Rijeka (1979, 1981, 1983); International
Exhibition of Drawings, Wroclaw (1981); Yugoslav Sculpture, Pancevo (1983); Art and
Environment, Maribor (1984). Winner of art awards in: Skopje (1977), Sibenik (1982),
Belgrade (1983).

Bibliography: A6anuesa, Coma. Araboko gumeme, 2001, Ckennount, Cxomnje, 73, 102,
103.

MOTESKA, Monika (1971). She graduated from the Faculty of Fine Arts, Skopje (1996).
Study stay in Austria (1998/99). Active in paintings and installations. Solo exhibitions:
Skopje (1994, 1996, 1998,2000). Participation in group exhibitions: Days of Macedonian
Youth, Strasbourg (1994); STAB, Skopje (1993, 1995); Curriculum vitae, Skopje (1996):
Cifte Amam 2 and 3, Skopje (1996, 1997); Art City, Skopje (1997); New Macedonian
Art - Radiations, Skopje, Belgrade, Munich (1998), and Tokyo (2000); Narcissisms,
MOCA, Skopje, 1999; Transformations 2, MOCA, Skopje, 2002; Conceptual Discourse
in Macedonian Art, MOCA, Skopje, 2003; super(h)EROS, NGM, Skopje 2007.

Bibliography: TTupxocka, Konua, Peropukara Ha Mmeaanxoanjara. In: Monnka Morecka,
Axusosa nera. Ed. Copoc nenrap 3a cobpemenn ymernoctu, Makeponuja (SCCA -

Skopje), 1998 (exh. cat.).

MUSOVIC, Oliver (1971). BA (1997) and MA from the Faculty of Fine Arts, Skopje.
Active in graphics, photographs, installations. Solo exhibitions: Bitola (1996); Skopje
(1997, 1998, 1999, 2000); Bosseville, Switzerland (1999). Participation in group
exhibitions (selection): Graphic Experiment, Skopje, 1997; Small Great Stories,
Skopje and Stockholm (1998); Break 21-2, Festival of young independent artists,
Ljubljana (1998, 2001); Support the View, Basel, Switzerland (1999); International
Biennial, Istanbul (1999); TICK-TACK-TOCK, Skopje (2000) and Dundee, Scotland
(2001); Part of the System (2000); A(L=T)TITUDES, Skopje (2000); Small Talks,
Skopje (2001); Hidden Texts - Month of the Sun, Zagreb (2001); Korrespondenzen,
IFA Stuttgart, Berlin (2001); Words - Objects - Pieces, Chicago (2001); Conceptual
Discourse in Art in Macedonia, Skopje (2003). Award for Graphics "Dragutin
Avramovski - Gute", Skopje (1994).

Bibliography: Milevska, Suzana, A Continual Quest for Absurdity. In: 6th International
Istanbul Biennial, Istanbul, 1999, pp 142-145. (exh.cat.); Abadzieva Sonja. Arachnology
& Hiphology. In: Sunny Moon, Zagreb, 2001 (exh.cat.)

NIKOLOSKI, Petre (1959). BA (1984) and MA degrees (1989) from the Faculty of
Applied Arts in Belgrade. Lives in London. Creates sculptures, video, installations. Solo
exhibitions: Skopje (1985, 1989, 2004); Belgrade (1984, 1987, 1989); Sarajevo (1985);
Pancevo (1989, 2002); Cumbria, England (1990); Harrogate, England (1991); Leeds,
England (1991, 1993); London (1992); Venice Biennale (1993, with Gligor Stefanov);
Yorkshire, England (1993); Alberta, Canada (1994 ); Lancashire, England (1994);
Tasmania, Australia (1997); Reading, England (1997); Monsaraz, Portugal (1997);
Maidenhead, England (2003). Group exhibitions (sclection): Miracles from the Meadow
to the Joy of Living, Zagreb, Skopje and Belgrade (1985/86); Kugel Exhibition, Kassel,
(1987); Art Triennial, Belgrade (1988); Documenta, Sarajevo (1989); Sculpture Park,
Cambridge, England (1991); Naturally / Nature, Budapest (1994); Anthology of Art
in Macedonia (1894-1994), MOCA, Skopje (1994); A Collaboration with Snow in the
Mandala Land, Sakuyazawa village, Japan (1997); Desiring Machines, Istanbul (1997);
Transformations 2, MOCA, Skopje (2002); On the Road to Meikle Seggic, Kingston
upon Thames, England (2000). Awards: MOCA, Skopje (1987); "Dubravko Dijivan",
Zagreb (1988); Grizedale Forest Sculpture Park Award, Grizedale, England (1990);
Grant from Pollock-Krasner Foundation, New York (1993).

Bibliography: Nedelkovska — Dimitrovska, Liljana. Petre Nikoloski. In: Gligor
Stefanov / Petre Nikoloski Scultori ambientali, XLV Biennale di Venezia. Ed. Museum
of Contemporary Art, Skopje, 1993 (exh.cat.); Aumurposcku, Basentuno, Ilerpe
Hukoaocku. In: ITerpe Hukoaocku, ITarysame / ITpoctopu. Ed. Mysej Ha coBpemenara
ymerroct, Cxomje, 2004 (exh.cat.).

PAVLESKI, Stanko (1959). He graduated from the Faculty of Fine Arts, Skopje (1984),
got his MA degree at AFA, Belgrade (1992). Professor at the Faculty of Fine Arts, Skopje.
Active in sculptures and installations. Solo exhibitions: Stip (1985); Belgrade (1992);
Brussels (1995, with J. Sumkovski); New York (1997, with Z. Vangeli); Skopje (1987,
1991, 1993, 1998, 1999); Bucharest (1999). Group exhibitions: Biennial of Youth, Skopje



(1987,1991); Aoxymenra, Capacso (1987, 1989); [eomerpun, Cxomnje, Aoy6aana, Capacso,
Bearpag, (1990); Cospemena ymernocr Ha Maxeponnja, Coduja (1991); 10 maxepoHcku
ymerHuIM, Bamunrron (1991); AHTOAOTHja HA MaKEAOHCKAaTa AUKOBHA yMETHOCT 1894—
1994, MCY, Cxonje (1994); 9 1/2 Hosa makeponcka ymersoct, Ckomje (1995); Hosa
MaKcAOHCKa yMeTHOCT — 3paucwa, Cromje, Munxen, Bearpas (1998) Toxuo (2000);
Hpeo6pa36y1 2, MCY, Cxomje 2003; KonnenTyaAHHOT AMCKYPC BO MAKEAOHCKATa AHKOBHA
ymernoct, MCY, Cromnje 2003. Harpapu: narpagu sa MCY na I'lpsoto, Broporo u Tperoro
6uenane Ha Maapn, Cromje (1987, 1989, 1991); Harpasa sa ckyanTypa Ha 16. GucHase Ha
maaam, Puexa (1991).

Bubanoipaguja: Vilic, Nebojsa: Nekoliko citata o skrivenom angazmanu. In: Sunny Moon,
Zagreb, 2001 (exh.cat.); Abadzieva, Sonja, In: Radiations, Macedonian Contemporary Art,
Ed. Japan Foundation, Tokyo, 2000 (exh. cat.).

ITACKAAU, Hpena (1969). Annsomupasa na Qaxyareror 3a npupoanu Hayku, Cromje
(1995), Ha ®AY, Crkomje (2000) u marucrpupasa a Kunsthochschule fiir Medien, Kean
(2007). >Kusee Bo Iepmannja. OcHOBHA IIpeoKyIaLiuja it c¢ MyATUMCAMjaAHUTE HHCTAAALMN,
BUACO-apTOT U AOKyMeHTapHuTe puamoBu. OcTBapuaa IOBeKe CTYAMCKM IaTyBaba BO
Tepmanuja, CAA, @panuuja, Ascrpuja u ap. Camocrojun nzaox6u (ns6op): Cxomje (1995,
2000, 2004, 2006); Bajmap 2001; Asctpuja (Xaa un Tupoa, 2004); Hupu6epr (2007);
Buena (2008); Lerume (2010); Crpas6yp (2012); Hoepynun, Tepmanuja (2014); Boxym
(2016). Tpynuu usaox6u (us6op): Bocron, CAA: Root, Water, Nest, Bird — nepdopmanc
Ha aMepUKaHCKo-MakepoHckara rpyna MOBUYC (2000); Xapoja, Jamonuja: SEA (2002);
11. MefyHapOAEH CHMITO3MYM Ha EACKTPOHCKA YMETHOCT (2002); Can [Teapo, Kaaudopuuja,
CAA: Art Links (2004) — Bread and Salt, Angeles Gate Cultural Center (2005); ITopro,
[opryraamja, 5. decTuBas Ha AyAMOBH3YeAHA YMETHOCT ,lIpHO u 6ea0” (2008); Kean,
Tepmannja, ART-FAIR 21-Messe fiir Aktuele Kunst, Staatenhaus am Rheinpark (2010);
Cxomje, 50 ropnnn Ha koaekumjara Ha MCY Cromje — mnocrojana mocraska (2014).
AobuTHuKa Ha Harpaau 3a Kycu ¢puamosu Bo Antasnja, Antalya Short Film Festival (2004,
2006); Bo Aonaon, Halloween Film Festival (2004); Ipan npu Ha 7. GueHase Ha MAaAH,
MCY, Ckonje (2002); 3aatna Harpapa Ha ,,Ocren” (2016).

Bubanoipaguja: Abarmesa, Coma. Asaboko aumere/Deep Breathing, Skenpoint, Ckonje,
2001, pp.154, 169.

[TEPYMTHKOB, Ayman (1939). Auraomupas u MarucTpupas Ha AKaAeMHjaTa 32 AMKOBHU
ymernocty, Bearpap (1966). Bua npodecop Ha Apxurexronckuor dakyarer u Ha Paxyareror
3a aukoBHM ymerHoctn Bo Cromje. Ce saHMMaBa €O CAMKApCTBO, rpauika, objexrn.
Camocrojuu usaox6u: Bearpaa (1966, 1982); Cxomje (1968, 1970, 1975, 1982, 1984, 2003
— perpocrextusa); Crpymuna (1968); 3arpe6 (1987). Ipyru usaox6u (u36op): Cospemeno
MaKEAOHCKO CAUKAPCTBO, KcTanbya n (I)cpapa( 1968); Cospemena makepoHcKaymerHocT, Hurga
(1970); 10 maxesoncku cauxapy, Illea, Hum — @parnuja (1970); Yumersocta Bo Jyrocaasuja
op mpancTopujara A0 Ackec, Ipan ITaae, [Tapus (1971); 28. majcku cason, ITapus (1972); 16
COBPEMEHU MAKEAOHCKH yMETHULH, Prm (1973); CoBpeMeHa jyrocAOBEHCKa YMETHOCT, ATHHA
(1977); CoBpemeno maxeaoHCKo caukapetso, I Tapus (1977); Benenwucko 6uenase (1978); 16
CcoBpeMcHH MakeAoHcKH camkap, Ipary (1978); TeHAcHIMM Ha COBPEMEHOTO jyTOCAOBEHCKO
camkaperBo, Bpucea (1979); Iletmuna coBpemenu MaxepoHckn ymersuum, Pum (1980);
Cospenmena MakepoHcka rpaduka, Bepann (1985); Cobpemcna jyrocaoBecka rpaduka
1950-1980, MCY, Bearpaa (1985/86); 17. mefynapoato rpaduxo Guchase, /pybyana
(1987); Maxeponcka rpaduka, Mocksa (1989); Aokymenra, Capacso (1989); Autosoruja Ha
MakepoHcKara ymerHocT 1894-1994, MCY Ckonje (1994); Ipeo6pas6u 1, MCY, Cronje
(2000); KonuenTyasHuor auckypc Bo Makeaonckara ymersoct, MCY, Cxomje (2003).

Bubanoipaguja: Abayuesa, Comwa. Ayman Ilepunnkos: Ilpe-crpyxrypupame Ha He-
npeamerrocra. Bo: Toaemoro crakao, 6p. 7/8, 1998, MCY, Ckonje , pp. 44-49; Msanos
Bojaz. Pamo a0 pamo co uctopujara. Bo: Ayman [epunrkos (exh.cat)., Mysej Ha coBpemenara

ymerrocrt, Cxomje, 2003, pp. 25-29.

ITETKOBUK, Aparan (1952-2004). Aunaomupas Ha AkapeMujaTa 32 AMKOBHH yMETHOCTH
Bo /pybmana (1977). PaGorea xaxo rpaduuku ypearnk Bo AA ,ITpocserro acao” os Cromje.
CospaBaa canky, objextu u nncrasammy. Camocrojuu Hacranu: Cromje (1981, 1982/83,
1988, 2008 — perpocrniextuBa), Bearpap (1988, co J. Illymxoscku u B. Mancscku). Yaectso Ha
rpymHu u3A0x6u: CoBpeMeHH MakeAOHCKH yMeTHHLM - MAapa renepanmja 4, Cromnje (1982);
Hosu nojasu Bo MakeAOHCKaTa AMKOBHA YMETHOCT BO IOCAEAHATa Acriennja, Cxorje, (1984); Op
YYAOTBOPHOCTHTE Ha AUBAAATA AO PAAOCTA Ha SKUBEEHETO — 6 MAKEAOHCKH YMETHHIH, 3arpe6,
Bearpaa, Cromje, Kasapapuu (1985-1987); Buenase Ha maasu, Cromje (1987); Tpuenase
Ha jyTOCAOBCHCKATa AMKOBHa yMeTHOCT, Bearpas 1988; Aoxymenra, Capacso (1989); 13.
sarpercka nsaox6a Ha jyrocaoBeHCKHOT LpTe, 3arpe6 (1991); AncTpakTHOTO CAMKApCTBO
Bo Maxeponnja 1960-1990, MCY, Ckoje, (1992); AHTOAOTHja HA MAKEAOHCKATA AHKOBHA
ymersocr 1894-1994, MCY, Ckomje (1994); 9 1/2 HoBa mMakepoHCKa ymernoct, MCY, Cromje
(1995); Ipeo6pastu 1, MCY, Cxomje 2000/2001; KonnenTyaAHHOT AUCKYPC BO MaKCAOHCKATA
ankosHa ymeroct, MCY, Cronje, 2003; super(h)EROS, HI'M, Cxomje (2007).

Bubnnoipaguja: Abanmesa, Coma, ITerposcku, 3opan, ITonosuk, Mupocaas. Bo: Aparan
IerxoBuk. Ed. Mysej Ha coBpemenara ymetHoct, Ckomnje 2008 (MoHorpaduja).

ITP/SA, Hagpa (1971). Aunsomupasa na PAY, Cronje (1997). Marucrpupasa na Kpaa-
CKHOT yMETHUYKH KOA€ll BO AoHAOH. CO3AaBa HHCTAAALIMH M HHTEPAKTUBHH IIPOCKTH.

Camocrojuu nacranu: Ckomje (1995, 1997, 2007). Yaectso Ha rpynuu usaox6u (1s6op):
Hxona Ha cpebpo, Cxomje (1996); Art Pool, Byanvmnemra (1996); Deaf, Potepaanm (1996);
Yerspro 6ucnase, Canxr ITerepbypr (1996); YTV, Hcranbya (1996); Esponcko suaco,

(1987, 1989, 1991); Biennial of Young, Rijcka (1987, 1991); Documenta, Sarajevo (1987,
1989); Geometrics, Skopje, Ljubljana, Sarajevo, Belgrade (1990); Contemporary Art
in Macedonia, Sofia (1991); 10 Macedonian Artists, Washington (1991); Anthology
of Macedonian Art 1894-1994, MOCA, Skopje (1994); 9 1/2 - New Macedonian Art,
Skopje (1995); New Macedonian Art - Radiations, Skopje, Munich, Belgrade (1998),
Tokyo (2000); Transformations 2, MOCA, Skopje, (2003); Conceptual Discourse in
Macedonian Art, MOCA, Skopje, (2003). Awards: Awards of MOCA at the First, Second
and Third Biennial of Young, Skopje (1987, 1989, 1991); Prize for sculpture at the 16th
Biennale of Young, Rijeka (1991).

Bibliography: Vilic, Nebojsa: Nekoliko citata o skrivenom angazmanu. In: Sunny Moon,
Zagreb, 2001 (exh.cat.); Abadzieva, Sonja, In: Radiations, Macedonian Contemporary
Art, Ed. Japan Foundation, Tokyo, 2000 (exh. cat.).

PASKALI Irena (1969). She graduated from the Faculty of Natural Sciences,
Skopje (1995), Faculty of Fine Arts, Skopje (2000) and got her MA degree from the
Kunsthochschule fiir Medien, Cologne (2007). She lives in Germany. Her main
preoccupation is multimedia installations, video art, and documentary films. She has
made several study trips to Germany, USA, France, Austria, and other countries. Solo
exhibitions (selection): Skopje (1995, 2000, 2004, 2006); Weimar (2001); Austria (Hall
in Tirol, 2004); Nuremberg (2007); Vienna (2008); Cetinje (2010); Strasbourg (2012);
Nocrupin, Germany (2014); Bochum (2016). Group exhibitions (selection): Boston,
USA: Root, Water, Nest, Bird - performance of US-Macedonian group MOBIUS
(2000); Haroya, Japan: SEA (2002); 11ch International Symposium on Electronic
Art (2002); San Pedro, California, USA: Art Links (2004) - Bread and Salt, Angclcs
Gate Cultural Center (2005); Porto, Portugal, Sth Festival of Audiovisual Art "Black
and White" (2008); Cologne, Germany, ART-FAIR 21-Messe fiir Aktuele Kunst,
Staatenhaus am Rheinpark (2010); Skopje, 50 Years of the MOCA Skopje Collection
- permanent exhibition (2014). Winner of awards for short films in Antalya, Antalya
Short Film Festival (2004, 2006); London, Halloween Film Festival (2004); Grand Prix
at the 7th Biennial of Young, MOCA, Skopje (2002); Golden Award "Osten" (2016).
Bibliography: Ab6aynesa, Comwa. Anaboxo aumeme/Deep Breathing, Skenpoint,
Ckomje, 2001, pp.154, 169.

PERCINKOV, Dusan (1939). Obtained his BA and MA degrees from the Academy of
Fine Arts in Belgrade (1966). He was a professor at the Faculty of Architecture and the
Faculty of Fine Arts in Skopje. Active in painting, graphics, objects. Solo exhibitions:
Belgrade (1966, 1982); Skopje (1968, 1970, 1975, 1982, 1984, 2003 - retrospective);
Strumica (1968); Zagreb (1987). Group exhibitions (selection): Modern Macedonian
Painting, Istanbul and Verona (1968); Contemporary Art, Nice (1970); 10 Macedonian
Painters, Shell, Nimes - France (1970); Art in Yugoslavia from prehistoric times until
today, Grand Palais, Paris (1971); 28th May Salon, Paris (1972); 16 Modern Macedonian
Artists, Rome (1973); Yugoslav Contemporary Art, Athens (1977); Macedonian Modern
Painting, Paris (1977); Venice Biennale (1978); 16 Contemporary Macedonian Painters,
Graz (1978); Trends of Modern Yugoslav Painting, Brussels (1979); Five Modern
Macedonian Artists, Rome (1980); Contemporary Macedonian Graphics, Berlin
(1985); Contemporary Yugoslav Graphics 1950-1980, MOCA, Belgrade (1985/86);
17th International Graphic Biennial, Ljubljana (1987); Macedonian Graphics, Moscow
(1989); Documenta, Sarajevo (1989); Anthology of Macedonian Art 1894-1994, MOCA,
Skopje (1994); Transformations 1, MOCA, Skopje (2000); Conceptual discourse in
Macedonian art, MOCA, Skopje (2003).

Bibliography: A6ayuesa, Coma. Ayman Ilepunnxos: Ilpe-cTpykrypupame Ha He-
npeamerocta. In: Toaemoro crakao, 6p. 7/8, 1998, MCV, Ckonje, pp. 44—49; Hsanos
Bojan. Pamo A0 pamo co ucropujara. In: Ayman Ilepunnkos (exh.cat)., Mysej Ha
coBpemenara ymerHocT, Cxomje, 2003, pp. 25-29.

PETKOVIC, Dragan (1952-2004). He graduated from the Academy of Fine Arts in
Ljubljana (1977). He worked as a graphic editor of AD "Prosvetno Delo" from Skopje.
Active in paintings, objects, and installations. Solo performances: Skopje (1981, 1982/83,
1988, 2008 - Retrospective); Belgrade (1988, with J. Sumkovski and B. Manevski).
Participation in group exhibitions: Contemporary Macedonian Artists - Young
Generation 4, Skopje (1982); New phenomena in the Macedonian art in the last decade,
Skopje (1984); Miracles from the meadow to the joy of living - 6 Macedonian artists,
Zagreb, Belgrade, Skopje, Kavadarci (1985-1987); Biennial of Young, Skopje (1987);
Triennial of Yugoslav Fine Arts, Belgrade 1988; Documenta, Sarajevo (1989); 13th
Zagreb exhibition of Yugoslav drawing, Zagreb (1991); Abstract painting in Macedonia
1960-1990, MOCA, Skopje (1992); Anthology of Macedonian Art 1894-1994, MOCA,
Skopje (1994); 9 1/2 - New Macedonian Art, MOCA, Skopje (1995); Transformations
1, MOCA, Skopje (2000/2001); Conceptual discourse in the Macedonian artc, MOCA,
Skopje (2003); super(h)EROS, NGM, Skopje (2007).

Bibliography: A6anmepa, Coma, Ilerposcku, 3opan, ITonosnk, Mupocaas. In: Aparan
ITerxoBux. Ed. Mysej a coBpemenara ymersoct, Cxonje 2008 (MoHorpaduja).

PRLJA, Nada (1971). She graduated from the Faculty of Fine Arts, Skopje (1997).
Obtained her MA degree from the Royal College of Art in London. Active in
installations and interactive projects. Solo exhibitions: Skopje (1995, 1997, 2007).
Participation in group exhibitions (selection): Icon on silver, Skopje (1996); Art Pool,

Budapest (1996); Deaf, Rotterdam (1996); Fourth Biennial, St. Peterburg (1996); UTU,



Bpuo (1996); Hopa Teaccuoct, Mapu6op (1996); Refresh Aajka Buctuncka npnkassa,
Cxomje (1996); Max-rpag, Cxomje (1996); SEAFEAR, Cromje (1996); Ilypratopuym
- Tpaduuku excriepument, Cxomje (1997); ExcTensuja Ha KapapoT — HOBa MaKCAOHCKa
$ororpaduja, Burosa n Kymanoso (1998); KoHuenTyaAHHOT AMCKYpPC BO MaKeAOHCKATa
AuxosHa ymetHocT, Cromje (2003); Mefynapoato rpaduuixo Guchase, /oybaana (2009);
Manifesta 8, Mypuuja (2010); 7. 6epantcko 6uenase, Bepann (2012); Mockoscko 6uenaac,
Mocksa (2013); Transfiguring, ITpara, Czech Centres (2014).

bubanoipaguja: Tlerposcku, 3opan: Opeme 1o cryaeHa Bopa ciopea A-p Knaipp. Bo: Hapa
Ipma (exh. cat.). Ed. 3aBoa 3a pexabuauranyja, Cromje, 1997.

PAMUKEBUK, Ucmer (1960). Aunsomupas va PAY Bo Cromje (1984), kape mro paborn
xako npodecop. Camocrojuu Hacrarm: Cxomje (1987, 1988, 1998, 1999, 2005), Mocrap
(1990), Capaeso (1990), ITpuaen (2004). Yaecrso Ha rpymau n3aox6u: Buenase na maaam,
Cromje (1987, 1989, 1992); buenaae Ha Maaau, Pueka (1987); Lletuncku cason, Lietnise
(1987, 1989); Aoxymenra ‘87, Capaceo (1987); Cxyanrypa npocrop, Cromje (1988);
Jyrocaosencka ckyantypa, ITamueso (1989); 10 makepoHckM yMmerHMLm, Bammsrrow,
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1998, MKLI, Ckomje; Byrfesan, Aejan. Acormjarusrocta Ha meurrepara, Hosa Makeaonnja,
Ckorje, 25.11.1998.

CTE®AHOB, Taurop (1956). Aunsomupaa (1981) u maructpupaa (1985) na AAY so
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1993 (exh.cat.).

CTEPAHOBCKA, Becna (1973). Aunaomupasa va Otcexor sa cxyantypa Ha Paxyareror
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(1994); Art Seen 10 Windsor, Canada (2002, 2003); Transformations 2, Skopje (2002);
Conceptual discourse in art in Macedonia, Skopje (2003). Awards: ALU and ULUS
Awards, Belgrade (1981); Awards of MOCA, Skopje (1982, 1986, 1987); Leicester
Award, England (1991).

Bibliography: Petrovski, Zoran. Introduction. In: Gligor Stefanov / Petre Nikoloski
Scultori ambientali, XLV Biennale di Venezia. Ed. Museum of Contemporary Art,
Skopje, 1993 (exh.cat.); Abadzieva, Sonja. Allegory of Light. In: Gligor Stefanov / Petre
Nikoloski Scultori ambientali, XLV Biennale di Venezia. Ed. Museum of Contemporary
Art, Skopje, 1993 (exh.cat.)

STEFANOVSKA, Vesna (1973). Graduated from the Department of Sculpture at the
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the Institute of European Studies at the University of Saint-Denis, Paris (2002). Solo
exhibitions: Skopje (1997), Paris (retrospective, 2004). Group exhibitions: Prague



nacram: Ilpara (1998, 1999); Bparucaasa (1999); Cronmje, Hapumsmn, Mysej na
cobpemenara ymersoct (1999); Open Air, Exodus Experimental Space, Lucerna Palace,
Ipara (1999); Sigh-t, The Academy Gallery, Yrpexr (2001); Bean noxku, ITapus (2004);
MefyHapoaeH cumiosuym Ha coBpemenara ymerroct, Chize, @pannuja (2004).
bubuuoipaguja: Credanoscka, Becna. Bo: Ilposoper (exh.cat.). MKLI, Ckomje, 1997;
Abaymesa, Coma. Bo: Asaboko anmene / Deep Breathing, Skenpoint, Ckonje, 2001, pp.
57,58, 89, 168.

CTOJKOBUK, Ana (1971). Aunsomupasa ma Ipaduuxmor oppes Ha Qakyareror 3a
AuKoBHH yMeTHOCTH, CKomje (1997). Cospasa rpaduku, Buaeo 1 mHcTasaruu. CamocTojHu
macram: Ckomje (1997, 1998, 1999, 2001/2002). MaaoxyBasa Ha CAGAHHBE TPYIHU
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Hapuusmu, Mysej Ha coBpemenara ymernoct, Cromje (1999); IToa u xamutaa, yp6an
npoekt, Ckonje (2001); OsapyBaibe Ha MECTOTO — AHMKOBHH HHTCPKOMYHHKALHMH, ypOaH
npoekt, Ckomje (2001); KoHienTyaAHHOT AHCKYpPC BO MaKEAOHCKATa AHKOBHA YMETHOCT,
Myscj Ha coBpemenara ymerHoct, Cxomje (2003).

bubnuoipaguja: Anexcocka bauesa, 3axapunka: Caasuna Janemanesa, Ana CrojkoBHK.
Bo: Toaemoro crakao, Mysej Ha copemenara ymersoct, Ckorje, 6p. 7-8, 1998, cp. 122—
123; Buank, He6ojma. Bam ué 6oan earn sa apyru (exh.cat), Crenen rascpuja, KyarypHa
soxanuja, Mecro, Cxomje, 2002.

TOILUEBCKM, Urop (1963). Aunaomupas Ha YMCTHHMMKATA aKapCMHja BO XCACHHKH,
Duncka (1988), marucrpupas na PAY Bo Ckomje (2011). Yacn Ha rpymara ,3epo‘.
Camocrojun Hacranu: Xeacuuxu (1990), Cronje (1990, 1993, 1994, 1996, 1997, 2002,
2004, 2016), Beaec (1996), ITpuaen (1996), Kymanoso (1996), Epaanren (1996). Yaecrso
Ha IpynHU 13A0K6H (1360p): Excnipecnja, recr, akuuja, Cronje (1985); Ipyna ,3epo®, Kean
1990; Image Box, Maaa cranuna, Cxonje (1994/5); 9 1/2 Hosa MakeAOHcKa yMeTHOCT,
Cromje (1995); Baakancku ymersuim, Aabun (1997); Excrensuja Ha xapapor, Burosa n
Kymanoso (1998); Tlo susot, Croxxoam (Moderna Museet) u Bepann (1999); Meceny Ha
COBpeMeHaTa MakepOHcKa ymeTHocrt, 3arpe6 (2001); Illro, kako u 3a koro, Buena (2001);
Kanuraa u moa, Ckomje (2001); KoHijenTyaAHHOT AMCKYPC BO MaKECAOHCKAaTa AMKOBHA
ymernocr, Cxonje (2003); Lernmscko 6ucnase, Letume (2004); Benenuja, Buenaae (2011,
co rpynara ,3epo”). Tpancurypae, [Tpara, Yemku nenrap (2014).

bubnnoipaguja: Tomescxu, rop / Muaescka, Cysana: Dossier '96, Mysej Ha Ipa, Cromje,
1997 (exh.cat.). Bousaposa, Mapuxa: Hrop Tomescku. Bo: Toaemoro craxao, Cromje, 1997,
6p. 6, pp. 32-33 (exh. cat.)

TPAJKOBCKMY, 3sarxko — Xunku (1960). Aumsommpas na Ipaduuxmor orcek Ha
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UZUNOVSKI, Simon (1949). Graduated from the Faculty of Architecture in Skopje
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Macedonian Fine Arts, Skopje (1985); 12th Autumn Salon, Banja Luka (1986);
Geometrism and its kinds in Macedonian painting, Skopje (1987); Transformations 2,
Skopje (2002); Conceptual discourse in art in Macedonia, Skopje (2003).
Bibliography: Tlaasescku, Aaso. ITomosuk, Mupocaas. Ilerposcku, 3opan. In:
Cumon Yaynoscku, Apaecer roaunn ropemtso. Ed. Mysej na 'pag Cxonje, Cxomnje
1995 (exh.cat.); A6anuea Coma. In: Maeja-texa, Mysej Ha coBpeMeHATa yMETHOCT,
Cromje, 2003.

UROSEVIC, Vana (1961). Obtained BA (1984) and MA degrees (1987) from the
Academy of Fine Artsin Belgrade. Study visits and specializations: Paris (1987) and Venice
(1988). Works at NGM in Skopje. Active in the field of painting, video, and installation.
Solo exhibitions: Belgrade (1987, 1992, 2002); Skopje (1989, 1998, 2001-2003, 2007);
Struga (1996); Bitola (2003); Venice Biennale (2003, with Zaneta Vangeli). Participation
in group exhibitions: Days of Yugoslav videco, Geneva (1988); International Painting
Triennial, Sofia (1996); 50 Years of DLUM, Paris (1996); Narcissisms, Skopje (1999);
Quotes, Skopje (2001); Shining the Site, Skopje (2001); Autumn Salon, Paris (2002);
European Triennial of small plastic, Murska Sobota (2004); Religion and Modern Art,
New York (2005); Continental breakfast, Skopje (2004) and Ljubljana (2005); Foreign



(2005); Tyro Teao, pobun, Cxomje (2005) u Bepann (2006); Conysana Maxeaonnja, [Tapus
(2005); YmerHuxor Bo pasrosop, Cromje 1 Xambypr (2006); super(h)EROS, Cxonje (2007);
“Los caprichos y la garrote”, /oy6mana (2009), Ebyjopx (2010), Letuse (2011); He ru sarsopaj
ounre, Cromje (2012). Harpaan: AAYM ,, Auvurap Konaosexu (1994); ITpsa Harpapa sa
MuHHjaTypHa yMeTHOCT, [oprsu Muaanosar (2008).

Bubuuoipaguja: Aleksiev, Emil. Casanovass factory. In: Vana Urosevic, Passagio. 50 Biennale di
Venezia. Ed. Museum of Contemporay Art, Skopje, 2003 (exh.cat.); Lucie-Smith, Edward. Vana
Urosevik. In: Bana Ypowesnk. Ed. Mysej Ha copemenara ymernoct, Cxonje 2007, pp. 9-12.
(exh. cat.).

OUMAAHOCKMU Hukoaa / ITEMOB Cumon

Hukona ®upanocku (1946). Auraomupaa (1971) u Maructpupan (1973) na Akasemujata
32 AHKOBHH yMeTHOCTH BO bearpap. Paboru Bo ofaacta Ha CAMKAapCTBOTO M AM33jHOT.
Camocrojun Hacramu: Baaeso (1973), Cromje (1976, 1986), Bearpas (1976), Kaupo
(1984), 3pemwanun, burosa, Herotnno (1986). YaecrByBas Ha MakeAOHCKH M CTPaHCKH
rpynay usaox6u: Crorje, Bearpap 3arpe6, Puexa, Yp6uro, Bpucea, Xasana, Bpaadopa,
Aof, Byanmmnenrra, Tpan. Harpapa na AAYM ,Hepemku majeropu’ (1973).

Cumon ITlemos (1941). Aunaomupas Ha AKapeMHjaTa 33 AMKOBHM YMETHOCTH BO Bearpas
(1964). INoctaumsomcku cryaun Bo Aonaon (1971/2). Bua mpodecop na PAY Crkomje.
Camocrojuu Hacramu: Ckomje (1965, 1968-1970, 1976, 1981, 1985, 1991, 1995 -
perpocniexrusa), Bearpaa (1968), Bpaadopa u Aonaon (1972), Eaunbypr (1973), 3peanun
(1985). Ipynau usaosx6u: Bearpa, 3arpe6, Coduja, Mcranbya, Gepapa, [llea, Aruna, Ipar,
Anxapa. Harpapu: ,Hepemku majcropu’, ,,Aasap Audenocku®, ,,Hukoaa Maprusocku®,
3acaHmuky akimu U uHTepBeHimm: Aoky¢, Acmar-Kopab (1973, 1974); Cromje (1973,
areaje Ha 1. Mases), (1974, 1976, o6jextu); Bo uect na Pembpanr (1984); Purecra masera
u Murepennmja X (1985); Murepsenuun Bo npocrop, Cromje (MCY, 1982); Boenn
unTepsentmy 1 Pactpkasano kaomde, ¢. Bapomw, Ipuacencko (1983); ITpoctopro Acaysambe
Ha 6oute, Bopno (1985); KoH1jenTyaAHHOT AMCKYPC BO MAKEAOHCKATA AHKOBHA YMETHOCT,
Cronje (2003).

Bubnnoipaguja: Abaymesa Aumutposa, Coma, Kon anokanricara Ha AMKOBHHOT XeTeMOHHU3AM.
Bo: Cumon Illemos — Huxosa ®upanockn, Ak u narepsenimn 1973-1985, Ckomje
u Burosa. Ed. Mysej Ha coBpemenara ymernoct, Cxomje, 1986 (exh.cat.); Msanos, Bojan,
Buauk HeGojma: OpbAecoLM Ha KOHLCITYaAHATa YMETHOCT — MaKeAOHCKaTa AMKOBHA CLiCHA
Bo cepymaccertute. Bo: Macja-texa, Ms60p Ha AOKyMEHTH 32 KOHLICNITYaAHHOT AMCKYPC BO
Maxkeponuja. Ed. Mysej Ha coBpemenara ymernoct, Cxomje, 2003; pp. 65-84;

OUANTIOBA KUTAHOBCKA, Cumonupa (1965). Aunsomupasa na Qaxyareror
3a auxoBHH ymerHoctH, Cxomje (1998>. CospaBa CAMKH, LIPTEKH, 06jCKTH, MHCTaAALMHU.
Camocrojuu nacranu: Kapaosay (1989); Kymanoso (1990); Cromje (1990, 1998); Bearpaa
(1991); Bocron (1992, 1994); Fbyjopk (1993). Ipynuu usaox6u: 6. bucnase Ha aksapean,
Kapaosayy (1989); Buenaae Ha maapnre, Mysej Ha coBpemenara ymerHoct, Ckomje (1989,
1991); Epmencku u jyrocaoBencku ymerhuiy, bearpap (1989); 6. 6uenase Ha akBapean,
Ioy6aana (1990); Maaan auxosru ymeraunu, Cuann (1991); 3umcku canon Ha AAYM
(1992, 1993, 1998); Torem, Bocron (1996); Hapumsmu, Myscj Ha coBpeMeHaTa yMeTHOCT,
Cronje (1999). Aobutruuka Ha Harpaau Ha AAYM.

Bubanoipaguja: Abanmesa, Coma. Bo: Anaboko aumeme / Deep Breathing, Skenpoint,
Cxomje, 2001, pp. 77,78, 168.

XA BACUAEBA, Eammnpa (1971). Aumsommpara Ha AkapeMujaTa 3a NPUMCHETH
ymernoctn, Hosu Cap, (1990) 1 Ha Yvernuaxara mxoaa o Thasros (1996). Marucrpupasa
na Kpaackuor ymernmaxu xoaey, Aonaon (1998, 2008, 2011). Camocrojuu Hacranu: Ixasros
(1994, 1995, 1997, 2001); Becr Bperor (1995); Jopxummpcku napx Ha cKyanTypa, Jopkuup
(1995), Bpajror (2002, 2012), Aabaun (2006), Bascucuen (2008), Inouecrep (2009),
Mefynapoano 6ucnase, Benermja (2013). Yaecrso ma rpymuu nsaox6u (usbop): Aonson
(1993, 1997); Toanura usaox6a, Txasros (1994-96); Illkorckn Hatnpesap Bo upTex, [ejcan
(1995); HoBa mxorcka ymernoct, Eaun6ypr (1996); Kaarapu (1997); Penecanca, Kenr (1997);
Hot House, Aonaon (1997); Contemporary Art at One North East, 2001. New Forest Pavillion,
Benenja, Buenaae (2005); Around Photography, Bpajron (2008); Aactapu, Cxonje (2009);
AectHa usrox6a, Aoupor (2012); Pedaekenja..., Heanoa (2013). Aoburaudka Ha moseke
HArpau U cTHIeHANN Bo Makeaonuja u Beanka Bpuranuja, kaae mro sxusee 1 paboru.
Bubanoipaguja: Abadzieva, Sonja. Deep Breathing. Ed. Skenpoint, Skopje, 2001; Frangovska,
Ana. Multidisciplinary synesthetic mapping. In: Silentio Pathologia, Elpida Hadzi-Vasileva.
Ed. Nacional Gallery of Macedonia, Skopje, 2013 (exh.cat.).

LIBETKOB, Benxo (1955). Aunaomupas Ha AKapeMHjaTa 33 AUKOBHHM YMCTHOCTH BO
/oybrana (1994). Cesanumasaco CAMKAapCTBO, HHCTAAALIUH, BUACO APT U ADYTH AATEPHATUBHU
AKTUBHOCTH BO COPAbOTKA CO CAOBEHEYKATA aBAHTAPAHA CLiCHA OA ocyMAccertute. Paborn
KaKo mpodecop Ha A pxaBHOTO yunamTe 3a mpumeHern ymerHocts o Cromje. Camocrojuu
nacrarmm: Cromje (1984, 1986-1988, 1990, 1991-1995, 1998, 2005). Ipynuu usaox6u:
BupaeonpesenTanmja — jyrocaoBeHcko BHAcO, Mysej Ha coBpemenara ymernoct; Cxomje
(1984); Excnipecuja, rect, akumja, Mysej va Makeaonnja (1985); Bucnase, Pucka (1985);
80 roAMHH BO MaKCAOHCKATa AUKOBHa yMeTHOCT, Myscj Ha Makeponnja (1986); 1. Guenasce
Ha MAaAM, Mysej Ha coBpemenara ymetHoct, Cxomje (1987); Konnenryasnuor anckypc Bo
Maxkeponuja, Mysej Ha copemenara ymersoct, Ckomje (2003).

Bubanoipaguja: Karpanucku, Baaroj. Frankie Goes to Stip, ®aam, ITrumn, 6p. 6, 1984.
Beamuxoscku, Baagumup. Bo: Benko Lsetkos, Ecrercka crparnuxarmja (Texcr), Myaej Ha
Maxkeponnja, Cromje, 1988.

body, phobias, Skopje (2005) and Berlin (2006); Dream Macedonia, Paris (2005); Artist
Talk, Skopje and Hamburg (2006); super(h)EROS, Skopje (2007); "Los caprichos y la
garrote”, Ljubljana (2009), New York (2010), Cetinje (2011); Do not close the eyes, Skopje
(2012). Awards: DLUM "Dimitar Kondovski" award (1994); First prize for miniature art,
Gornji Milanovac (2008).

Bibliography: Aleksiev, Emil. Casanova’s factory. In: Vana Urosevic, Passagio. 50 Biennale
di Venezia. Ed. Museum of Contemporary Art, Skopje, 2003 (exh.cat.); Lucie-Smith,
Edward. Vana Urosevic. In: Bana Ypomesuxk. Ed. Mysej Ha coBpemenara ymerHoOCT,
Cxomje 2007, pp. 9-12. (exh. cat.).

FIDANOSKI Nikola / SEMOV Simon

Nikola Fidanoski (1946). Obtained his BA (1971) and MA (1973) degrees from the
Academy of Fine Arts in Belgrade. Active in painting and design. Solo exhibitions:
Valjevo (1973); Skopje (1976, 1986); Belgrade (1976); Cairo (1984); Zrenjanin, Bitola,
and Negotino (1986). Participated in Macedonian and international group exhibitions:
Skopje, Belgrade, Zagreb, Rijeka, Urbino, Brussels, Havana, Bradford, Lodz, Budapest,
Graz. "Nerezi Masters" DLUM Award (1973).

Simon Semov (1941). Graduated from the Academy of Fine Arts in Belgrade (1964).
Postgraduate studies in London (1971/2). Worked as professor at the Faculty of Fine
Arts, Skopje. Solo exhibitions: Skopje (1965, 1968-1970, 1976, 1981, 1985, 1991, 1995
- retrospective); Belgrade (1968); Bradford and London (1972); Edinburgh (1973);
Zrenjanin (1985). Group exhibitions: Belgrade, Zagreb, Sofia, Istanbul, Ferrara, Schelle,
Athens, Graz, Ankara. Awards: "Nerezi Masters", "Lazar Licenoski", "Nikola Martinoski."
Group actions and art interventions: Lokuf, Desat-Korab (1973, 1974); Skopje (1973,
studio of P. Mazev) (1974, 1976, objects); In honor of Rembrandt (1984); Striped palette
and Intervention X (1985); Interventions in space, Skopje (MOCA, 1982); Color
Interventions and Rolling Reel, Varos village, Prilep (1983); Spatial Activity of Colors,
Vodno (1985); Conceptual discourse in art in Macedonia, Skopje (2003).

Bibliography: A6anmesa Aumurposa, Coma, Kon amokasumncara Ha AHKOBHHOT
xeremonusam. In: Cumon Illemos — Huxoaa Pupanocku, AKuun ¥ HHTEPBEHIUU
1973-1985, Ckonje u Burosa. Ed. Mysej na cospemenara ymernoct, Ckomje, 1986
(exh.cat.); iBanos, Bojan, Buank He6ojua: OpGaccoliu Ha KOHICNITyaAHATa YMETHOCT
— MakepoHcKaTa AMKOBHA cueHa BO ceaymaecertute. In: Maeja-texa, Msbop Ha
AOKYMEHTH 32 KOHLICNITyaAHHOT AUCKypc Bo Makeponuja. Ed. Mysej na coBpemenara
ymernocr, Ckomje, 2003; pp. 65-84.

FILIPOVA KITANOVSKA, Simonida (1965). Graduated from the Faculty of
Fine Arts, Skopje (1998). Active in paintings, drawings, objects, installations. Solo
exhibitions: Karlovac (1989); Kumanovo (1990); Skopje (1990, 1998); Belgrade
(1991); Boston (1992, 1994); New York (1993). Group exhibitions: 6th Biennial of
watercolors, Karlovac (1989); Bicnnial of Young Artists, Museum of Contemporary
Art, Skopje (1989, 1991); Armenian and Yugoslav artists, Belgrade (1989); 6th Biennial
of watercolors, Ljubljana (1990); Young artists, Sydney (1991); Winter salon of DLUM
(1992,1993, 1998); Totem, Boston (1996); Narcissisms, Museum of Contemporary Art,
Skopje (1999). Winner of DLUM awards.

Bibliography: A6anuesa, Coma. In: Asaboxo pumeme / Deep Breathing, Skenpoint,
Ckomje, 2001, pp. 77,78, 168.

HADZIVASILEVA, Elpida (1971). Graduated from the Academy of Applied Arts, Novi
Sad (1990) and the Art School in Glasgow (1996). MA degree from the Royal College of
Art, London (1998, 2008, 2011). Solo exhibitions: Glasgow (1994, 1995, 1997, 2001);
West Bretton (1995); Yorkshire Sculpture Park, Yorkshire (1995); Brighton (2002, 2012);
Dublin (2006); Valenciennes (2008); Glochester (2009); International Biennale, Venice
(2013). Participation in group exhibitions (selection): London (1993, 1997); Annual
Exhibition, Glasgow (1994-96); Scottish contest of drawing, Paisley (1995); New Scotch
Art, Edinburgh (1996); Calgary (1997); Renaissance, Kent (1997); Hot House, London
(1997); Contemporary Art at One North East, (2001). New Forest Pavilion, Venice
Biennale (2005); Around Photography, Brighton (2008); Sprigs, Skopje (2009); Summer
Exhibition, London (2012); Reflection..., Naples (2013). Winner of numerous awards and
scholarships in Macedonia and Great Britain, where she lives and works.

Bibliography: Abadzieva, Sonja. Deep Breathing. Ed. Skenpoint, Skopje, 2001;
Frangovska, Ana. Multidisciplinary synesthetic mapping. In: Silentio Pathologia, Elpida
Hadzi-Vasileva. Ed. Nacional Gallery of Macedonia, Skopje, 2013 (exh.cat.).

CVETKOV, Venko (1955). Graduated from the Academy of Fine Arts in Ljubljana
(1994). Active in painting, installations, video art and other alternative activities in
cooperation with the Slovenian avant-garde scene of the cighties. Works as a professor at
the State School for Applied Arts in Skopje. Solo exhibitions: Skopje (1984, 1986-1988,
1990, 1991-1995, 1998, 2005). Group exhibitions: Video Presentation - Yugoslav Video,
Museum of Contemporary Art, Skopje (1984); Expression, Gesture, Action, Museum of
Macedonia (1985); Biennial, Rijeka (1985); 80 Years of Macedonian Fine Arts, Museum
of Macedonia (1986); 1st Biennial of Young, Muscum of Contemporary Art, Skopje
(1987); Conceptual Discourse in Macedonian Art, Musecum of Contemporary Art,
Skopje (2003).

Bibliography: Karpanuyucku, Baaroj. Frankie Goes to Stip, ®aaur, Illtum, 6p. 6, 1984.
Beaunukoscku, Baagumup. In: Benxo Llserkos, Ecrercka crpatudukanuja (rexcr),

Mysej na Makeponuja, Cromje, 1988.



YATTOBCKA, Buoacra (1967). Aunsomupasa na PakyaTeToT 3a AMKOBHH YMETHOCTH
Bo Crkomje (1995). Marucrpupasa Ha Kpasckuor muctuTyT 3a TexHoaoruja, MeabypH,
Ascrpasuja (1995). PaGoru rpaduxa, uncrasanmy, site specific npoexrn. Camocrojuu
nacranu: Meabypu (1992, 1994, 1996, 2004, 2011, 2012); Ckonje (1996, 1999, 2011);
Burosa 1991; Ileanctep (1994, 1996). Ipynun nsaox6u: 10. Mefynapopna rpaudxa
usaox6a, Ppexen (1994); 1. mefynapoano rpauuxo 6uenase, Burosa (1994); 9.
MefyHapoaHo rpaduuko 6uchase, Ceya (1994); Mefynapoano tpucnase, Ocaxa (1994);
Wurep-Konraxr-Ipaduka, ITpara u Kpakos (1995); Hopsemko mefynapoaHo rpaduixo
tpucnare Ppuspuxmras (1995); Apr @Pemunma, Croxxoam (1997); 4. mefymHapopxo
rpa¢uuxo 6uenase, boman, Huauja (1997); Awana reorpaduja, Meabypu (1998); Ipsoro
i moy Bo rpapot, Cromje (1999); Ymeraurm u 6eraanu, Cromje (1999) u Coduja (2000);
OsapyBare Ha MECTOTO — AMKOBHH HHTEPKOMYHHKALIHH, yPGaH npoekr, Cxomje (2001);
IToa u karmras, yp6an mpoekt, Ckomje (2001); Baakan apr, Hosu Cap, (2002); Ilertn
Mel'yHapoAcH (pecTHBaA Ha yMETHOCTa Ha; xenuTe, Aaeno, Cupuja (2003); Gender Check,
MUMOK, Ludwig Muscum, Buena (2009); birth.art, Mea6yps (2011).

Bubanoipaguja: Munsebcka, Cysana. Bo: Buosera JamoBcka, AeHA-IPUHT NPOEKT Ha
Masoto Esepo, ITeanctep, MI'C, 1994 (exh.cat); A6aymesa, Coma, Deep Breathing, Sken-
point, Cxorje, 2001, pp. 43,71, 79, 88, 125, 153.

INYMKOBCKU, Josan (1962). Aumsomupas (1986) u marucrpupaa (1989) na ®AY,
Cromje, kape mro Actec ¢ npodecop. Camocrojuu Hacramu: lrun (1985), Beacc (1985),
Oxpuyp (1985), Cromje (1987, 1990, 1997, 2004, 2006-2008), Bearpas (1988, co A.
Ierxouk u B. Manescku), Bpucea (1995), Ebyjopx (1998, 2007), Crokxoam (2000 co
B. Mancscku), Benenuja - Buenaae (2001), ITapus (2006 co T. Ayuescku u C. IMaacckn).
VaecrBo Ha rpynmHu usaox6u (usbop): Yu Dokumenta *89, Capacso (1989); Teomerpun,
Cronje, Mapu6op, /oybmana, 3arpe6, Bearpaa (1990); Copemena ymerHoCT 0o MakeaoHwuja,
Coduja (1991); AncrpakrroTo caukaperso Bo Maxesonuja 1960/1990, Ckomje (1992);
Metynapoato 6uenase, Cao ITaoso (1994); AmtoAormja Ha MaKeAOHCKATa AMKOBHA
ymerHocr 1894-1994, Cronje (1994); Image Box, Cxomje (1994/5); Acniektn Ha akTyeaHara
MaKeAOHCKa yMeTHOCT, Pum, AoHaoH, /oybmana, 3arpe6 (1996/7); Myartujasuien nejsask,
Buanyc (1996); Hosa maxeaoncka ymerHocT — 3pauctba, Cxonje, Bearpas 1 Mutixen (1998),
Toxwuo (2000); [Tpeobpas6u, Cxomje (2000); Mmarunanuja — pomantusam, Jena (2001); Lost
Highway Expedition, Cxonje, Bearpaa, /oy6aana, 3arpe6, Hosu Caa, Ipumrusa, Capaeso,
IToaropuua, Tupana (2006); Tpancurypupase, [Tpara, Yemku uenrap (2014). Harpapu:
AVIKA (makepoHcka cexiyja), 1998; Harpapa na MCY-Cronje, 1993.

Bubanoipaguja: Vilic, Nebojsa. The Prophane Iconostasys-Holy Picture. In: Jovan Sumkovski,
22nd International Biennial of Sao Paolo. Ed. Soros Center for Contemporary Arts, Skopje,
1994 (exh.cat.); Apa, Mariano. Living in Vision. In: Jovan Sumkovski, Night Vision, 49 Bien-
nale di Venezia. Harmonaana raaepuja, Cxomje, 2001 (exh.cat.).

CAPOVSKA, Violeta (1967). Graduated from the Faculty of Fine Arts, Skopje (1995).
MA degree from the Royal Institute of Technology, Melbourne, Australia (1995). Active
in graphics, installations, site specific projects. Solo exhibitions: Melbourne (1992,
1994, 1996, 2004, 2011, 2012); Skopje (1996, 1999, 2011); Bitola 1991; Pelister (1994,
1996). Group exhibitions: 10th International exhibition of graphics, Frechen (1994);
Ist International Graphic Biennial, Bitola (1994); 9th International Graphic Biennale,
Scoul (1994); International Triennale, Osaka (1994); Inter-Contact Graphics, Prague
and Krakow (1995); Norwegian International Graphic Triennial, Fridrihshtad (1995);
Art Femina, Stockholm (1997); 4th International Graphic Bicnnial, Bopap, India
(1997); Personal Geography, Melbourne (1998); First Pecp Show in Town, Skopje
(1999); Artists and Refugees, Skopje (1999) and Sofia (2000); Shining the Site - art
intercommunications, urban project, Skopje (2001); Gender and Capital, urban project,
Skopje (2001); Balkan Art, Novi Sad (2002); Fifth International Festival of Art of
Women, Aleppo, Syria (2003); Gender Check, MUMOK, Ludwig Museum, Vienna
(2009); birth.art, Melbourne (2011).

Bibliography: Muaescka, Cysana. In: Buosera YamoBcka, ACHA-IPHHT IPOEKT Ha
Masoro Esepo, ITeauctep, MI'C, 1994 (exh.cat); A6anuesa, Coma, Deep Breathing,
Skenpoint, Cxonje, 2001, pp. 43, 71,79, 88, 125, 153.

SUMKOVSKI, Jovan (1962). BA (1986) and MA degrees (1989) from Faculty of Fine
Arts, Skopje, where he works as professor. Solo exhibitions: Stip (1985); Veles (1985);
Ohrid (1985); Skopje (1987, 1990, 1997, 2004, 2006-2008); Belgrade (1988, with D.
Petkovic and B. Manevski); Brussels (1995); New York (1998, 2007); Stockholm (2000,
with B. Manevski); Venice - Biennale (2001); Paris (2006, with T. Adzievski and S.
Pavleski). Participation in group exhibitions (selection): Yu Dokumenta '89, Sarajevo
(1989); Geometries, Skopje, Maribor, Ljubljana, Zagreb, Belgrade (1990); Contemporary
Art from Macedonia, Sofia (1991); Abstract painting in Macedonia 1960/1990, Skopje
(1992); International Biennial, Sao Paulo (1994); Anthology of art in Macedonia 1894-
1994, Skopje (1994); Image Box, Skopje (1994/5); Aspects of current Macedonian art,
Rome, London, Ljubljana, Zagreb (1996/7); Multilingual landscape, Vilnius (1996);
New Macedonian Art - Radiations, Skopje, Belgrade and Munich (1998), Tokyo
(2000); Transformations, Skopje (2000); Imagination - Romanticism, Jena (2001); Lost
Highway Expedition, Skopje, Belgrade, Ljubljana, Zagreb, Novi Sad, Pristina, Sarajevo,
Podgorica, Tirana (2006); Transfiguring, Prague, Czech Center (2014). Awards: AICA
(Macedonian Section), 1998; Award of MOCA- Skopje, 1993.

Bibliography: Vilic, Nebojsa. The Profane Iconostasis-Holy Picture. In: Jovan Sumkovski,
22nd International Biennial of Sao Paolo. Ed. Soros Center for Contemporary Arts,
Skopje, 1994 (exh.cat.); Apa, Mariano. Living in Vision. In: Jovan Sumkovski, Night
Vision, 49 Bicnnale di Venezia. Hannonaana raaepuja, Cxomnje, 2001 (exh.cat.).
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BPEMEHCKA TABEAA HA HACTAHH BO XX BEK

TIME TABLE OF EVENTS OF THE TWENTIETH CENTURY



1903

1908

VI AMHAEGHCKOTO BOCTaHUE

BocnocraBeHa e GesxuaHaTa Bpcka IpeKy ATAAHTHKOT
IpBute cranGenu srpapu oA 6eToH

Ipsuor ycnemen aet Ha 6pakara Pajr

MaaporypckaTa peBoAyLHja

Dop ro mpeTcTaByBa IPBHOT MOACA Ha aBTOMOOU A

1915 Pycxuor ymernux Kasumup Maajesud ro cospasa Llpuuoit
x6agpaii (Macao Ha maatHO, 79,5 x 79,5 em., Tpetjakoscka
raaepuja, Mocksa, Pycuja) — KyATHO A€AO KOE TO aHTHLMINPA
parameTo Ha ABHKEHETO cynpemarusam. Jecto ce Hapekysa
“zero point of painting” n nma BAmjaHME BP3 pasBojoT Ha
AHM3ajHOT BO TEATAPOT, MOAATA H BOOIIIUTO BO HAYHMHOT Ha
xusor 1o OKToMBpHcKaTa peBoaynuja Bo Pycuja (1917).

1915-1923  ®panuyckuor ymernuk Mapcea Anman (Marcel Duchamp)
ja co3AaBa KOMITACKCHATA KOMIIO3UIMja [0.1em0itio cittakio
(The Bride Stripped Bare by Her Bachelors, Even usu The Large
Glass): 06jCKT, PEAM-MEjA, AAK, METAAHA XKHITA, TIPaB, poAHja,
ABE CTAKACHH [IAOYH ..., 277,5 x 175,9 em., Philadelphia Muse-
um of Art, Quaaseaduja, CAA.

1917 De Stijl (Ctint.r), XOARHACKH AMKOBCH CTHA IIO3HAT KaKO
HEONAACTHITM3AM, CO3AAACH BO AMcTepaam Bo 1917
TOAMHA, IPAKTHKYBAH OA CAUKAPH, AM3aJHEPH U aDXUTCKTH,
NPUBP3EHUIH HA YMCTATA AIICTPAKIH]a.
Hajnosuaryu 4aeHoBy Ha rpynara ce I Tur Morapujan (Piet
Mondrian) u Teo Ban Aes6ypr (Theo van Doesburg).

1917 JFountain“vuam ,R. Mutt 1917 (, Dondtiana’; 1917), eano
0A KAYYHHTE PeAu-Mejan Ha Mapcea Auman (MHAycTpUCKH
IPOM3BEACH TOPIEAAHCKH YPHHOAP), IPOCAEAYBAHO AO ACHEC
co KOHTPOBCPSHH TOAKYBZ.H}H.
/I3BpIINAO FOACMO BAHjAHHE BP3 KOHICNTYaAHATA YMETHOCT
H BOOITIITO BP3 KOPHCTEHETO Ha TOTOBHTE IPEAMETH BO
AHMKOBHaTa yMCTHOCT.

1919 BAYXAYC (Staatliches Bauhaus)
Bo 1919 roauna Baarep Ipormyc (Walter Gropius) ro
cosaasa Bayxayc (B.) Bo Bajmap, [epmanuja. Toa e Hos
BHA Ha YMCTHHYKA IIKOAA OA MOACPCH THUII KOja BAMjacAd
u Ha Yuusepsureror bayxayc. b. Ipormyc 8o 1923 r. my
AaBa HOBa KOHOTauuja Ha B., o6eAunyBajku v ymeTHOCT?,
APXUTEKTYPaTa, AU3aJHOT, TEXHOAOTHJATa M OTIIOYHAA AQ
copaboTyBa co MHAyCTpHjaTa.

Bo 1925 1. B. ce mpeceaysa Bo Aecay (Dessau).

1912 I'lpBara 6aakaHcKa BOjHA
1913 Bropara 6aaxarcka BojHa
Huac Bop ro mpercraByBa MOACAOT Ha ATOMOT
1914-1918 Tlpsara cBercka BojHA
1917 OxromBpuckara peBoayiuja Bo Pycuja

AACKC&HA&P CDACMI/IHI‘ ro OTKPl/lBa TNCHUITUAUHOT
HMsmucaena e TyMara 3a JKBaKame

1933

1939

@ Aunjanalysesosa (1935)

@ Aywan [Tepunnkos (1939)

Apoad Xutaep ja mpesema BaacTa Bo lepmanuja

Dpanxaun A. Pyssear cranysa 32-pu nperceaarea Ha CAA
IMasemwero Ha kuuru Bo lepmanuja

[Touerox na Bropara cercka BojHa

1945

1947

@ Cuwmon [lemos (1941)
@ Huxona Pupanoscku (1946)

1951 EKcncpnMeHTaAHO aTCAjC (l)OpMI/lpaHO OA TPpyIia YMETHHULIM U
APXUTEKTH (]yAHjc Kaudep, Eao Mypruk, Oron Iauxa, Msan
Kosxapuk n Ap.) Bo 1951 roauna nop Hacaos EXAT 51.3a

OCHOBHHM HAaCOKH I'd 143614paa'r MHUHHUMAAUSMOT U TCOMCTPU3MOT.

1951 ITon Kejy (John Cage) npasu nps xenenunr co Acjup Tjyaop

(David Tudor), Mepc Kanunram (Merce Cunningham) u ap.

1953 Dopmuparse na rpynara JEHEC Bo Cxormje, 0 apXUTEKTH,
cAMKapy, rpadpudapy, ckyanropu. Iaexosu: boxun
Bapyroscku, Aasup Bagern, Sybomup Beaorackn, Caasko

Bpesoscku, Jopaan Ipabya, Bopko Aasecku, Pucro Aozanocku,

Aummurap Konposckn, Janko Koncrantunos, Aymiko
IenjoBcku, Aumue Iporyrep n Pucro Hlekepumck.
HspaBaar Manudecr Bo Koj ce 3acTanyBaar 3a cA060Aa Ha
YMETHOCTA, HHTEPEPEHIJUM HA YMETHUYKHUTE AMCIIMIIAMHH,
HAAMUHYBAEE HA HACOAONMIKHTE AOTMH H OTBOPAIhe KOH HOBH
AMKOBHH H3Pa3HOCTHL.

1953 e CAYYyBaaT NMPBUTE XCIECHUH3U U CKCIIEPUMEHTH Ha

amepukancknot ymetHuk Auen Kedpoy (Allan Kapprow).

1959 Dopmupame na Eciieinykattia rabopaiopuja (1959)
Ha Yauscepsureror ,Kupua u Meroauj“ o Cronje, Ha
uHuIMjaTuBa Ha mpodecopor I TaBao By INaBaosuxk, koja
PCSYATHPS. BO PCAI/IH& ABaHTapAHU yMCTHI/I‘-IKI/I AKTUBHOCTH Ha
npodecopure U CTyACHTHUTE (TOAOIHA, BO 1978 ropuHa, moa
paxoBoacTBO Ha ipod. Kupua Temxos ce cayuysa [Ipsoiuio
KOLEKITUBHO CAUKAE HA 20AEMATHA CAUKA, OA TPYIIA CAUKAPH).

® Onra Muautk (1948)
@ Borpan ['pabysockn - Bonau (1948)

Kpaj ma Bropara csetcka Bojua

3anounysamero Ha CryaeHaTa BojHA

Ocnosamero Ha Conpjasncriraka Peaeparnsua
Peny6anka Jyrocaasuja

OcrnoBamero Ha ObeauneTHTE HAITUU

OH ro o6jaBuja maanoT 3a moaeaba Ha ITaaccruna
Huanja cranysa He3aBUCHA OA ObepnHETOTO Kpaactso
I'pBHOT MAQ3CH ABHOH IIOCTUTHYBA HAA3BYYHA Op3nHa

® Cumon Yaynoscku (1949)

@ Aparowy6 Bexxan (1951)
@ Bruoaera Baaxescxa (1952)
® Monrom Kogroman (1952-2014)
@ Aparan [Terkosux (1952-2004)
@ Muue Jankyaosekn (1954)
@ Benxo Lserkos (1955)
@ T'surop Credanos (1956)

1960

1960

1968

@ Exusabera ABpamoscka - Beru (1956)
@ Ilerpe Huxoaocku (1959)
@ Mungo Manuescku (1959)
@ Cranxo [TaBaecku (1959)

® Pobepr I'auropos (1960)

@ Licmer Pamuiesuk (1960)

@ 3aarxo Tpajkosexu (1960)

@ Bana Ypomesuxk (1961)

1952 ABajr Ajsenxayep cranysa 34-tu npercegarea na CAA
1953 Yyupa Crasnn
1954-1962 Bojuara Bo Axup

1955 Bocranosen e Bapmapckuor makr
1959 Aajacka cranysa 49-ta u Xasau 50-ta cojysna opxasa Ha CAA
Ky6arckara pepoayruja

1960
1961

1963

1964

He Kaen (Yves Klein) Bo ITapus ro usBeayBa HETOBHOT MO3HAT
xerrenunr Cxox 80 dpasio.

Duyxcye (FLUXUS) e mefyHapOoAHO, EKCIIEPUMEHTAAHO,
MyATHMCAl/IjaAHO 48 MyATI/IAI/IC]_H/IHAHHapHO yMCTHl/l‘{KO
ABHKCHC, OCO6CHO AKTHBHO BO IICCCETTUTEC TOAMHHU Ha 20 BCK.
YaeHoBUTE GHAE MOIIHE AKTHBHHU BO IIEPHOAOT 0A 1960 A0
1970 ropuna. ITop Banjarne Ha AAAAH3MOT, Gy TYPUSMOT 1
PCAH-MCI/IAI/ITC Ha MaPCCA AP[IHS.H CO3AaBaAC KOHLICHTYS.AHH
AeAa, IepGOPMAHCH, XCIICHUHSH, My3HYKH, IIOCTCKU CAYIyBaka
u ca. Hajakrusnu uacnosu 6uae Aux Xurunc (Dick Higgins),
Hawm Llys [ajx (Nam June Paik), Josed Bojc (Joseph Beuys),
Boa¢ Bocrea (Wolf Vostell), Llon Keju (John Cage), Llopi
Mexjynuac (George Maciunias) u Joko Oxo (Yoko Ono).

Cunmon [lemMoB n3BeAyBa AMKOBHA MHTEPBEHIIMjA BP3
aBTOMOGUA Ha 3uattinuitie tiecoyu Bo Byrapuja (ready made
OGjCKT BO ABUXKCHE, U3ACTICH CO CAHKQ.pCKI/I I/IHTCPBCHHI/II/I), BO
ucrara 1968 roauna xora rpynara Lfpsenu iepuciinn op 3arpe6
ro 6o co 1pBeHa 60ja MOAOT Ha AOLHOAHTHYKHMOT IEPHCTHA
Bo Cramnr.

@ Josan [llymkoscku (1962)
® JKanera Banreau (1963)
® Anronu Masnescku (1963)
® Lrop Tomescku (1963)
@ lickpa Aumurposa (1965)

1970
1972-1974

1973

1973-1984

1977

1970
1971

1972

Parame Ha KOHIICNITyaAHaTa YMCTHOCT

On 1972 ropnna canxapure Musom Kogomas, Aparowy6
bexanosuk — bexkaH co HEKOAKY PUBP3EHHIIM IIPABaT
xunenunsu Ha Cxorcka [pua Iopa, Cromje, Makeporuja.
[Toroa mpoposxysaar co meppopmancu Bo atejero Ha Korroman
u Ha Apyru sokarun. VPO nepdopmancuTe Ha ABajijaTa
YMETHHIIU CE IIOBP3YBAAT CO TEATAPOT, IAHTOMUMATA, TEACCHATA
ymeTHOCT 1 xeneHuHroT. CrieHorpadujara i ¢y TypHCTHIKITE
KOCTHMH U KOPHCTEHETO MHTEPECHH aKIIECOPHH Ce
AHTHIMIAL]A HA IIPETCTABUTE LITO ACHEC IH TACAAME BO HEKOM
Hay4HO $aHTACTHYHY GUAMOBH, BO CIIOTOBHTE HA IO3HATHTE
II¢jayn 1 HUBHUTE GaHOBH.

Bo 1973 ropmna, HaABOpP 0A AMKOBHHTE HHCTHTYLIMH CE OAPIKYBA
Y MyATHMEAM]AAHHOT HACTaH BO aTeAjeTo Ha MaecTpo I letap
Mases, cAMKap co OCTOJaHO CBEK IIPHUCTAIl KOH YMETHOCTA,
aBTOP KOj YMHOT HA CAHKAKSE I'O CBEAYBA HA CBOEBUAHO TEACCHO
CAMKApCTBO.

HeroBoro areaje cranysa ymeTHHIKA CLicHa co 6aaeTcKy,
MYy3UUKH, CBETAOCHU H AMKOBHH EAEMEHTHU Ha TOBEKE
ca060p0yMHN MakepoHcku TBOpHH (Cumon Illemos, Hukoaa
Dupanoscky, [Terap Mases...), Mef'y KOU U aHTAUCKHOT CAHKap
Aenuc Boysen.

Cankapure Cnmon Ilemos it Hukoaa Pupanoscku — Kouo
CHPOBCAyBaaT yPGQ.HP[ AKIIUA U I/IHTCPBCHLH/II/I BO HPI/IPOAETS..

Co nocraskara [ Ipuoi 2 na Iaurop Yemepcku Bo Mysejor na
cospemenara ymernoct Cromje (1977) ciontano ce cospasa
aMOMEHTaAHA [IOCTABKA MAH CBOCBUAHA [IPOTO-HHCTAAALH]A
(Macao Ha naatHo, 12,30 x 6 m, rAnHEHNU ryAabu nOCTaBeHU
Ha CTAAQKH, TEKCTOBH, LIPTEXKH, POTOrpadiu U IapPOAH CO
CApKACTHMHA KOHOTALH]a).

YoBEYKHOT TEHOM € ICAOCHO ACH_[I/I(PPHP&H

Bo IlIBajiapuja, xkeHnTe A0GKMBaaT IpaBoO Ha raac

OcHroBamero Ha ,] punmmc”

OcroBana e kommnasnjara ,Crap6akc”

AmepuKaHcKuTe 8aryon Bo Buertam Aocturaar 45.000 BojHuLM
TParH‘{HaTa 3AA0KHHUYKA APaMa Ha OAI/IMHI/ICKI/ITC ACTHH I/Irp]’l
B0 MuHxeH

1972-1974 Cesepuara kyaa Ha CBETCKHOT TPIOBCKM LIeHTap ¢ HajBHCOKATa

1973

@ Cumonnpa Puanmosa Kuranoscka (1965)
@ Mupna Apcoscka (1967)
® Buoaera Yamoscka (1967)
@ Pob6epr Jankyaocku (1969)
@ lipena [Tackaau (1969)

17 appuKaHCKHM KOAOHUH CTAaHYBAAT HE3ABHCHU APXKABU
Ilon ®. Kenean cranysa 35-tu npercepares na CAA
Bo Bearpaa, Jyrocaasuja 6eime popmupaso
ABIDKEIETO HA HEBP3aHUTE

Ipsuor yosek Bo Beeacnara (CCCP)

Maprun Ayrep Kugr ro ap>xu cBojoT HCTOPHCKE roBOp
»VIMam coH...*

Atenraror Bp3 nperceparesot [ Ton ®@. Kenepn
3akoHOT 3a rparaHcKM mpasa 3a Aecerperanuja B0 CAA

1964-1975 Bojuara Bo Buernam
1966-1973 I/I3rpaA6aTa na CBercxknor Tproscku rienTap Bo kbyjopix
1966-1976 Kuneckara KyATypHA peBOAYIIMja

1967
1968

1969

IojaBaTa Ha pacHE HEMHPH BO HEKOH COjy3HHM Aprkau Bo CAA
A6opuymHITE AOOHBAAT LICAOCHH IpalaHCKY HpaBa Bo ABCTpaAnja
Arenraror Bp3 Maprtun Aytep Kunr

Hacuanoro cysbupame Ha ITpauikara nposet Bo Yexocaopauka
Cryaenrekure Hemupu Bo bearpay, Jyrocaasuja

Hepeaure Croynsoa na yannara Kprucrodep Bo Ipumma
Buany, Fbyjopk

LIOHaTa.H Bexsur 3za TIPB IaT yCIea Aa M3OAUPA ITIOCAMHCYHH I'CHHU

3rpapa BO CBETOT
IMapor Ha unaeanckuor nperceaares CaaBapop Amenpe
IIpBrOT KOMEpIIHjaACH IIEPCOHAACH KOMITjyTEp

[ Ipsara Hadrena kpusa

Bojuara Jom Kumyp

@ /oynxa Aeaesa (1970)

@ Eanupa Xayu Bacuaesa (1971)
® Hapallpsa (1971)

® Oausep Mycosuxk (1971)

@ Monuka Morecka (1971)

@ Ana Crojkosux (1971)

1974
1975
1976
1977
1978

1979

@ Lrop Cexoncku (1972)

@ Crapuiia Janemauesa (1973)
@ Becna Credanoscka (1973)
@ Xpucruna Msanocka (1974)

Adepara ,Boreprejr®

ITouerok Ha pesxumot Ha [Toa ITor Bo Kam6oya

[psuot camur na I-7

OcroBata ¢ kommnaHujata ,Ema*

Ocrposure [aaamaroc ce Ha IPBOTO MECTO Ha AMCTATa Ha
cBeTcKOTO HacaeAcTBO Ha YHECKO

VHBasuja Ha COBETCKMTE TPYIH BO ABraHMCTaH

Mapraper Tauep cranysa mpemucep sa Beanka Bpuranuja
Capam Xycenn cranyBa IIpeTceaaTeA Ha ApxaBaTa Bo Mpak
ABojrara oasyxa nHa HATO 3a koHTpoAa Ha BOOPYXKYBamETO
Bropara madrena kpusa

IToueTox Ha mcaamckata peoayuja Bo Mpan moa BoacTBO Ha
ajaToaaxoT XOMEHHH

1979-1989 Bojuara momery CCCP u Asranucran

1982 ToAemu MHTEPAKTHBHH HHTEPBEHIIUH BO IPOCTOP,
opranusupany Bo Mysejor Ha coBpemenara ymerHoct, Ckomje.
Yaecunu: Cumon llemos, Huxoaa @upanoscku, Aparan
Ierkosuk, Taurop Credanos, Mbpaxum Bean, Mckpa Ipabya,
Cuwmon Yaynoscku, bepnapa Bpacea u aopyru, co yuecto Ha
my0AmKara.

1984 O6wu 3a HHTErpHpatbe HA MYATHAHHIBAAHUTE AMKOBHU
ITOCTAIIKHU BO opraﬂnsaunja Ha KPI/ITI/I‘-IQ.POT BAQAI/IMI/IP
Beanuxoscku Bo Aomot Ha Maapute (1984) Ha usaoxbara
Hosu 1L0jasu 60 MAKEGOHCKATAA AUKOBHA YMETLHOCIHL, CO
AKTUBHOCTHUTE KOUIIITO CE CquyBaaT BO JKHBO.

Vuecrsysaar Tomo I11njak, ITerap Mases, Aparoay6 Bexan,
Musonr Korroman, Aparau I'lerkosux, [oxo Papoanosuxk,
Cuwmon ¥Yaynoscku, Iaurop Creparnos u ap., a nocebuo
BHUMAHME IPHBACKYBAAT MyATUMEAUjaAHUTE IEPPOPMAHCH HA
Cao60pan Puaosckn u Baapumup Beanuxoscxu.

1985 Ipymara 3epo opunmjasno ce ,perucrpupa’ Bo 1985 ropuna,
op crpana Ha Asekcanpap. Craukoscku, Hrop Tomescku,
Muoppar Accoscku, M6paxum bean, Flepuia Ieopruescku,
Cunyna Iserkoseky, Tama Musoscka, 3aatko Tpajkoeku u
I'Tanye baxes. Mejunte mocTyaatn Ha rpymara ce IIOTTHKHATH
OA XCPMETH3MOT BO OIIUTECTBOTO ¥ TAABHO IO POKYCHpaaT
BHMMAHHETO BP3 ACMOKPATH3ALH]aTa HA YMETHOCTA 1
0cA060AyBabeTO 0A MUCTHGHUKALIM]aTA Ha OPHIIHjaAH3HpPAHATA
YMETHOCT, KOHCYMCPU3MOT, TPIOBUJATa CO yMCTHUYKH ACAA.
Ipynara 3epo yuecrsysauie Ha Benerckoro 6uenaae.

1980 Ilpsara nepemonnja Ha aarepaarusHara HoGeaoBa Harpapa Bo
Crokxoam
Bo 3anmapna Iepmanuja ¢ ocHoBana 3eacHara mapruja
Bo I'ramcx, [Toacka, ce mojaBysa ABimkemero CoanpapHocT
1980-1988 Ilpara 3asnBcka BojHa
1981 Ipsuor et Ha criejc maraor ,,Koaymbuja“ Bo BceaeHara
Ponaap Peran e HoMuHMpaH 3a IpeTceAaTEA 0A CTPaHA HA
Penybankanckara napruja Bo CAA
1982 [TpoussoacTBOTO Ha MpBHOT KoMepiujaseH LA -macep
1983 Orxpusamero na XVIB-supycor
3amounysa rparanckara Bojua Bo Cyaan
ITanara Josan I'Tasac II ro pexabuautupa Faauaco Faauacj

1984 Pomnaaa, Peran cranysa mo Brop mat mperceaarea Ha CAA
1985 ITponsBOACTBO Ha IPBHOT KOMEpLMjaAcH MOGHACH TeAeOH

Muxana Top6auos ¢ renepasrnor cexperap va KITna CCCP
1986 Karacrpodasmna necpeka Bo HykAcapHATA EACKTPAHA BO

Yeprobua, CCCP
Excnaosuja Ha aMepHKaHCKHOT cIiejc mata ,, Yeannyep”

1987 Caerckara QuHAHCHCKA KpHsa 10 KpaxoT Ha 6epsara Bo CAA
Ha 19 oxTOMBpHU

1987-1993 I'lpuor Boopysken orrop Ha [Tasectunnure nporus
Mapaeackara okymaruja

1989 Macaxpor na maomrapot Tjenanmen Bo Ilexunr
Ha masapor ce nnojaBysa nopraba xonsosara ,Iejm 60j*

1991-1994  On 1991 ropuna Mckpa AMMHUTpOBA BO MyATHMEAMjAAHITE

1993

1995

1990
1991

1992
1992-1995
1993
1994
1995

1996
1997

1998

1999
2000

IPOCKTH MOTTHKHATH OA TPAAULIU]aTa U OOPEAUTE, HAJIECTO OA
I1araHcKa POBUHUCHIH]A, N301pa HOBU pOPMU 1 MaTCPUjAAL
(BoAHa, BOCOK, OpAILHO, CHAMKOH, OTaH, 3¢Mja, BOAR, TAAC,
My3HKa, BUACO H CAQjA IPOCKLIH) CO IePPOPMAHCH Ha

camara aBTOpPKa MAU Ha IpyIia ep$opMepH: MHTCPAaKTHBHUTE
uncrasarmu Capancaxa (1991), Majxa najax (1993),
Myaitiumegujaren ipoexiti 60 Kypusyman an (1994), XKecitioxa
guea (1994) u Ap., ce 3aCHOBaHH Ha KOHLICIITH-CLICHAPHja CO
CTpOra HAPATHBHA U BPEMCHCKA ACTEPMHHUPAHOCT.

Popmupamero Bo Cromje Bo 1993 ropuna ma Copoc menrapor
3a coppemenn ymertHoctd (SCCA), notoa npenMeHyBaH Kako
CAC (Llenrap 3a coBpeMEHH yMETHOCTH) CYLUTUHCKH IO
aHMMHPA ¥ OCOBPEMEHYBA AMKOBHHOT 5KHBOT Bo CKorje npexy
TOAMIIHY IPYITHA MAH CAMOCTOJHH M3AOXKOU. Anpekropure
HeGojma Buauk u Meaenrue Ilananaopcku ja ciumyanpaar
ynorpe6ara Ha BUCOKUTE TEXHOAOTUH M OTBOPAAT APYTH
MO>KHOCTH 32 HOBO, OP30 M MHTCPECHO HAATPAAYBakhe Ha
MYATUMEAHUjAAHATA IPOAYKITHjA Kaj MAAAUTE YMETHHIIU.
Ipsara rognmna usaox6a na SCCA: Image Box (1993/94) ja
MOOMAHM3Hpa CBEXKaTa MHBCHIMjA Ha aBTOPUTE BO HACOKU KoM 6ea
MHLHACHTHH BO IIPETXOAHUOT IIEPHOA.

Myaejor Ha coBpeMEHATa yMETHOCT IO MOKPEHYBA H3AABAETO
Ha IPBOTO CIIHMCAHKE 32 BU3YEAHH YMETHOCTH BO MakeaoHHja
Losemoitto citiax10, PAKOBOACJKH CE OA ABAHTAPAHHOT TBOPEUKH
Ayx Ha ymetHUKOT Mapcea Auman. Mcropuyapkara Ha ymerHOCT
Coma Abaymesa e raaBeH ypeaHnk Ha CrincaHuero ce Ao
HEroBoTo 3racHyBare Bo 2009 ropuHa, 3akay4HO co 6pojor

23/24.

34 apokasu Ha KEBC ro o6jasysaar kpajor Ha CryacHara BOjHA
Caosenmnja, Xpparcka, buX u Makeponuja mporaacysaar
HE3aBUCHOCT

Pacnartamero na CCCP

Thobaanara komijyTepcka Mpexa Bopa Baja Be6 - www

(World Wide Web) ¢ nymrrena so ommra ynorpe6a
3&HO‘IHyBaaT BOOPY)KCHI/[TC KOH¢AI/IKTH Ha BaAKaHOT

Crniopea AoroBopot op MacTpuxT, rparanuTte ce 06eANHyBaaT BO
Espornckara ynuja

Bojnara Bo buX

Bua Kaunnron ¢ nzbpan 3a 42-pu nperceparea Ha CAA

Heacon Manpeaa e mpBHOT LjpH IpeTceAaTeA HA
Jyxnoadpukanckara Perrybanka

Macakpor Bo Cpebpenniia, buX

Ocnosame na CBeTckara TProBcka OpraHusarimja

OcHoBarbe Ha MHTEPHET ayKLjucKaTa Kyka ,ubej (‘eBay”)
IpBuor kaoHupaH yuuad (oBLara Aoan)

Hecpexknara cMpt Ha npunnesara Aujana o Beac
Kondepennujara nra OH sa kAuMaTckuTe MpoMeHH ro ycBojysa
I'poroxosor Kjoro

OcHoBareTo Ha MpeKkara 3a anTH-Taobasnsatja ,ATAK (ATTAC)
OcHoBarbeTo Ha MAATQOpPMATA 32 CIIOACAYBabE Ha My3HKa ,Haricrep”
Ocnosamero Ha KpuBniaHNOT Cyp Ha paBpara Bo Xar

Mumea Xoyeabek ja o6jaBysa kHurara ,,OCHOBHU YECTHYKH
IymreHa Bo mpopaskba Aporara nos uMero ,,Bujarpa”

Bojxara Bo Kocoso

MusomeBuk e nopaseH Ha npetceaareackute usbopu Bo Cpbuja
PacnipcryBarbeto Ha T.H. ,A0TkoM® (“dotcom”) meypor



1903

1908

Ilinden Uprising

Wireless communication across the Atlantic
First residential buildings made of concrete
First successful flight by the Wright brothers
Young Turk Revolution

Ford presented the first car model

1915

1915-1923

1917

1917

1919

1912
1913

1914-1918
1917

Russian artist Kazimir Malevich produced his painting Black
Square (oil on canvas, 79.5 x 79.5 cm., Tretyakov Gallery,
Moscow, Russia) - a cult work of art that anticipated the birth
of the art movement of Suprematism. Often it is called the
"zero point of painting,' while influencing the development
of design in theater, fashion, and generally lifestyle after the
October Revolution in Russia (1917).

French artist Marcel Duchamp created the complex
composition The Large Glass (The Bride Stripped Bare by Her
Bachelors, Even): object, readymade, varnish, lead foil, lead wire,
and dust on two glass panels (277.5 x 175.9 cm., Philadelphia
Museum of Art, Philadelphia, USA).

De Stijl ("The Style"), Dutch art style known as neoplasticism,
created in Amsterdam in 1917 and practiced by artists,
designers, and architects who were supporters of pure
abstraction. The best-known members of the group are: Piet
Mondrian and Theo van Doesburg.

"Fountain” or "R. Murt 1917, one of the fundamental ready-
mades of Marcel Duchamp (industrially produced porcelain
urinal) followed even today by controversial interpretations. It
had a great influence on conceptual art and generally on the use
of rcagy-mades in‘art.

Bauhaus (Staatliches Bauhaus) In 1919, Walter Gropius
established Bauhaus in Weimar, Germany. It was a new kind
of art school of modern type, which influenced the Bauhaus
University as well. Gropius in 1923 gave a new connotation to
Bauhaus by merging art, architecture, design, and technology
and began to collaborate with industry. In 1925, Bauhaus was
moved to Dessau, Germany.

First Balkan War

Second Balkan War

Model of the atom made by Niels Bohr

First World War 1928
October Revolution in Russia

Alexander Fleming discovered penicillin
Chewing gum invented

1933

1939

@ Liljana Gjuzelova (1935)

@ Dusan Percinkov (1939)

1945

Adolf Hitler came to power in Germany

Franklin D. Roosevelt became 32nd US president 1947
Public burning of books in Germany

The beginning of the World War II

1951

1951

1953

1953

1959

Experimental atelier founded by a group of artists and
architects (Julije Knifer, Edo Murtic, Oton Gliha, Ivan Kozaric,
ctc.) in 1951 called EXAT S1. As their creative guidelines, they

chose minimalism and geometricism.

Jobn Cage performed his first art happening with David Tudor,

Merce Cunningham, and others.

Establishment of the DENES ("TODAY") art group in Skopje
by architects, painters, graphic artists, and sculptors. Members:
Bozin Barutovski, David Bafeti, Ljubomir Belogaski, Slavko
Brezovski, Jordan Grabul, Borko Lazeski, Risto Lozanoski,
Dimitar Kondovski, Janko Konstantinoy, Dusko Pecovski,
Dimce Protugjer, Risto Sekerinski. They published their
Manifesto where they advocated freedom of art, interferences
among artistic disciplines, elimination of ideological dogmas,
and opening to new artistic expressions.

American artist A/lan Kaprow performed first art happenings
and art experiments.

Establishment of the Aesthetic Laboratory (1959) at the "Ss.
Cyril and Methodius" University in Skopje upon the initiative
of Professor Pavao Vuk Pavlovic, resulting in a number of
avant-garde artistic activities of university professors and
their students (later in 1978 under the guidance of Prof. Kiril
Temkov, the First Collective Painting of the Big Picture by a
group of painters was performed).

1960 Yves Klein in Paris performed his famous happening called Leap
into the Void.
1960 FLUXUS became an international, experimental, multimedia,

and multidisciplinary artistic movement that was particularly
active in the 1960s. Its members were very active from 1960 to
1970. Under the influence of Dadaism, Futurism, and ready-
mades of Marcel Duchamp, they created works of conceptual
art, performances, happenings, music and poetry events, etc.
Its most active members were Dick Higgins, Nam June Paik,
Joseph Beuys, Wolf Vostell, John Cage, George Maciunas, and
Yoko Ono.

1968 Simon Semov performed his sight-specific art action on a car at

Zlatni Pyasatsi in Bulgaria (ready-made moving object, coated
with artistic interventions), in the same year of 1968 when
Crveni Peristil ("Red Peristyle”), a Zagreb art group, painted the
floor of the Late Antique peristyle in Split using red color.

First supersonic flight by a jet plane

1970 Birth of conceptual art.

1972-1974  In 1972, painters Milos Kodzoman and Dragoljub Bezanovic -

Bezan, together with several art supporters of theirs, performed
happenings in the region of Skopska Crna Gora, near Skopje,
Macedonia. They then continued these art performances at the
studio of Kodzoman and other sites. The UFO performances of
these two artists were associated with theater, pantomimc, body
art, and art happening. The scenography and futuristic costumes,
and use of interesting accessories represented anticipation of

the shows we see to ay in some science fiction movies, videos of
famoussingers and their fans.

1973 In 1973, outside of art institutions, a multimedia event took

place in the atelier of maestro Peter Mazev as well, an artist with
constantly fresh approach to art, an author who reduced the act
of painting down to a kind of body painting. His studio became
an art scene involving ballet, music, light, and artistic elements of
several open-minded Macedonian artists (Simon Semov, Nikola
Fidanovski, Peter Mazey, etc.) including English painter Denis
Bowen as well.

1973-1984  Painters Simon Semov and Nikola Fidanovski — Koco performed

urban art actions and sight-specific art actions in nature.

1977 A work of art called Supplement 2 of Gligor Cemerski, executed

at the Museum of Contemporary Art in Skopje (1977),
spontaneously created an ambient art display or a kind of
proto-installation (oil on canvas, 12.30 x 6 m, clay pigeons placed
on shelves, texts, drawings, photos, and slogans with sarcastic

@ Simon Semov (1941) connotation).
@ Nikola Fidanovski (1946)
® Olga Milic (1948)
@ Bogdan Grabuloski - Bonac (1948)
@ Simon Uzunovski (1949)
@ Dragoljub Bezan (1951)
@ Violeta Blazevska (1952)
@ Milos Kodzoman (1952-2014)
® Dragan Petkovic (1952-2004)
@ Mice Jankulovski (1954)
@ Venko Cvetkov (1955)
@ Gligor Stefanov (1956)
@ Elizabeta Avramovska - Beti (1956)
: Petlre Nikoloskik(l(959) )
Milco Mancevski (1959 i
® Stanko Pavleski (1959) 1977 I oo e b st
® Robert Gllgorqv (1960) Establishment of “Greenpeace”
® Ismcc Ramicevic _(1960) “Starbucks” company formed
® Zlatko Trajkovski (1?60) 1972 Tragic hostage drama at the Olympic Summer Games in Munich
® Vana g }Zil?{ics(irzléklgvski (1962) 1972-1974 North Tower of the World Trade Center became the tallest
® Zaneta Vangeli (1963) 1973 E():lﬁild;:ng Il)?etslsgcz(t)rslivador Allende overthrown
® Anconi Maznevski (1963) First commercial PC made
® Igor Sckovski (1963) First global oil crisis
Iskra Dimitrova (1965) Yom gKi -
@ Simonida Filipova Kitanovska (1965) PP
@ Mirna Arsovska(1967)
@ Violeta Capovska (1967)
@ Robert Jankuloski (1969)
@ [rena Paskali (1969)
® Ljupka Deleva (1970)
@ Elpida Hadzi Vasileva (1971)
@ Nada Prlja (1971)
® Oliver Musovic (1971)
@ Monika Moteska (1971)
1960 17 African colonies became newly independent states ® Ana Sg))kovlc(l97l) .
1961 John F. Kennedy became the 35th US president Igor SC.kOVSk,I (1972) .
The Non-Aligned Movement was founded in Belgrade, Slavica Janeslieva (1973)
Yugoslavia @ Vesna Stcfa{xoyska (1973)
First cosmonaut in space (USSR) ® Hiristina Ivanoska (1974)
1963 Martin Luther King dclivered his famous speech
“I have adream...” 1974 “Watergate” scandal
Assassination of US President John F. Kennedy 1975 Pol Pot regime came to power in Cambodia
1964 US adopted anti-segregation laws as part of civil rights 1976 First G-7 summit
1964-1975 War in Vietnam 1977 “Apple” company was established
1966-1973 Construction of the World Trade Center in New York City 1978 Galapagos Islands at the first place on the
1966-1976 Cultural Revolution in People’s Republic of China UNESCO Wiorld Heritage list
1967 Outbreak of racial riots in some US states 1979 Soviet troops invaded Afghanistan
Aborigines were granted full civil rights in Australia Margaret Thatcher became British Prime Minister
;Ihc cngt(})lftgc l\;(/'orld Al 1952 Dwight Eisenhower became the 34th US president 1968 Assassination of Martin LutherKing ‘ Saddam Hussein became president of Iraq
tart of the Cold War \ . 1953 Death ofiln Violent suppression of the Prague Spring in Czechoslovakia NATO Double-Track Decision on arms control
Esmt%}stmem °£ tL‘e Soc_lal[lisgeficra‘l Republic of Yugoslavia 1954-1962 Liberation war began in Algeria 1969 Stonewall In_n Riots on Christopher Street in Greenwich Village, Secc_)nd.global oil crisis. o
stablishment of the United Nations . 1955 e Wi Pae Gz el New York City Beginning of the Islamic revolution in Iran led by
}j'é{tcg Nations gubllsclllcd ltES Plaréﬁ)f P]gl?st%nc 1959 Alaskabecame the 49th and Hawaii the 50th US state Jonathan Roger Beckwith for the first time managed to isolate Ayatollah Khomeini ' '
IIETE) [XAAVRIS HRIELSTBISToNe (SR IoTal (iiEaie Joyaiiitn) Culsam Revaliitem individual genes 1979-1989 War between the Soviet Union and Afghanistan

1982 Major interactive site-specific art actions organized at the 1991-1994 In 1991, in her multimedia projects motivated by the tradition
Museum of Contemporary Art in Skopje. Participating artists: and rituals mostly of pagan provenance, Iskra Dimitrova chose
Simon Semov, Nikola Fidanovski, Dragan Petkovic, Gligor new forms and materials (wool, wax, flour, silicone, fire, earth,
Stefanov, Ibrahim Bedi, Iskra Grabul, Simon Uzunovski, water, voice, music, video and slide projections) involving
Bernard Brussel, and others with audience participation. performance by the author or grou og performers: her
interactive installations Saransaka (1991), Spider Mother (1993),
1984 Attempt to integrate multilingual art procedures organized by Multimedia Project at Kursumli An (1994), Fierce Diva (1994),
art critic Vladimir Velickovski at the Youth Center in Skopje etc., were based on concepts/scenarios with strict narrative and
(1984) as seen at the exhibition called New Phenomena in time determination.
Macedonian Art, with art activities conducted live. Participating
artists: Tomo Sijak, Peter Mazev, Dragoljub Bezan, Milos 1993 Establishment of the Soros Center for Contemporary
Kodzoman, Dragan Petkovic, Gjoko Radovanovic, Simon Arts (SCCA) in Skopje in 1993, later renamed as CAC
Uzunovski, Gligor Stefanov, etc. Multimedia performances (Contemporary Art Center), essentially animated and
conducted by Slobodan Filovski and Vladimir Velickovski drew updated the artistic life in Skopje through annual group and
special attention of the audience. solo exhibitions. Its directors Nebojsa Vilic and Melentie
Pandilovski stimulated the use of high technology and provided
1985 The Zero art group was formally founded in 1985 by artists: other opportunities for new, fast, and interesting upgrading
Aleksandar Stankovski, Igor Tosevski, Miodrag Desovski, of multimedia production by young artists. The first annual
Ibrahim Bedi, Perica Georgievski, Sinisa Cvetkovski, Tanja exhibition of SCCA called Image Box (1993/1994) mobilized
Miljovska, Zlatko Trajkovski, and Pance Bakev. Ideological the fresh invention of artists in directions that were incidental to
tencts of the group were motivated by hermeticism in the previous period.
society and the group mainly focused its attention on the
democratization of art and de-mystification of formal art, 1995 The Skopje Museum of Contemporary Art started to publish
consumerism, and trade in fine art. This art group participated the first magazine for visual arts in Macedonia called Large
in the Venice Biennale. Glass guided by the avant-garde creative spirit of artist Marcel
Duchamp. Art historian Sonja Abadzieva was editor-in-chief of
the art magazine until 2009 when it ceased to exist, with issue
number 23/24 as its last edition.
1990 34 CSCE member states announced end of the Cold War
1991 Slovenia, Croatia, Bosnia and Herzegovina, and Macedonia
declared their independence
Breakup of the USSR
1980 First ceremony of the alternative Nobel Prize in Stockholm www (World Wide Web) network was put in operation for
Green Party was founded in West Germany general use
Solidarity movement emerged in Gdansk, Poland Local armed conflicts began in the Balkans
1980-1988 First Gulf War 1992 Under the Treaty of Maastricht citizens of various countries
1981 First flight of the space shuttle (Columbia) in space united into the European Union
Ronald Reagan was nominated for US president by 1992-1995 War in Bosnia and Herze§ovina
the Republican Party 1993 Bill Clinton became 42nd US president
1982 Production of the first commercial CD player 1994 Nelson Mandela became the first black president of the
1983 Discovery of HIV virus Republic of South Africa
Civil war in Sudan began 1995 Massacre in Srebrenica, Bosnia and Herzegovina
Pope John Paul II rehabilitated Galileo Galilei World Trade Organization was formed
1984 Ronald Reagan started his second term as US president Establishment of Internet auction house eBay
1985 Production of the first commercial mobile phone began 1996 First cloned mammal was produced in lab (Dolly the sheep)
Mikhail Gorbachev became secretary general of the Soviet 1997 Diana, Princess of Wales, died in car accident
Communist Party UN conference on climate change adopted the Kyoto Protocol
1986 Catastrophic accident at the nuclear power plant in Chernobyl, 1998 Establishment of anti-globalization network “ATTAC”
USSR Establishing the “Napster” platform for sharing music
Explosion of the American space shuttle “Challenger” Establishment of the Criminal Court of Justice in The Hague
after initial takeoff Michel Houellebeeq published the book
1987 Global financial crisis after the stock market crash in the US “The Elementary Particles”
on 19:October “Viagra” drug launched on the market
1987-1993 First armed resistance by the Palestinians against Isracli occupation Commencement of construction of the International Space Station
1989 Massacre in Tiananmen Square in Beijing 1999 Kosovo war
Portable console “Game Boy” appeared on the market 2000 Milosevic failed to be re-elected for Serbian president

Burst of the so-called “dot.com” bubble
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