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YBOAHWK

IlpoBuHuKjanu3auuja u Aerpajanuja Ha jaBHUOT
npocTop

Bo nepiofot Ha TakaHapeueHaTa OMLUTECTBEHA TPaH3HLH|a Ot
nocneAHHTe ABE AEUEHHH. BO MakeloHHja ce co3fajle efHa
TparHuHa coctoj6a Ha 3abp3aHO. HEYMONHBO M. BO rosnema
Mepa. HENONpaBJaHBO MPOBHHLHjANH3HPabE. pa3rpafyBame If
YHHLUTYBake Ha JaBHHOT NPOCTOP BO ypOaHITe aMOHEHTH LUTO
Cce OYHTYBa BO TpH cneuHdHYHH MYHKTOBH Ha rpaackoTo
XHBEEHE:

0ONHKYBaHbe HA FPACKHOT MPOCTOP CO HOBH APXHTEKTOHCKH H
ypOaHICTHYKI peLIeHHja WTOo 6e3MIIIOCHO ro obe3niuyBaaT i
rH YHHLUTYBAAT MOCTOJHHTE IPajACcKH TKHBA:

Aerpagupare # YHHLWITYBakwe€ Ha 3alUTHTEHH CIOMEHHYKH
UENHHH H HA ApYrd ypOaHH KOMIIEKCH H apXHTEKTOHCKH OCT-
BapyBaka CO KYJITYPHO-HCTOPHCKO-MEMOPHCKO 3HaU€He WU
aMOHEHTH Ha KyJATHBHpaHaTa npHpoaa:

HOBOKOMIIOHHPaHa NPaKTHKa Ha CMOMEHHYHO OfbenexyBame
cnposeflyBaHa co rpyb0 HENOUYHTYBak€E HA IIPABHHTE HOPMH H
€O OTCYCTBO Ha MEMOPHCKA €THKA U Ha INKOBHO-€CTETCKH KPH-
TEPHYMH.

O6e3niuyBabeTo 1 YHHILTYBAKETO Ha ypOaHHTE CTPYKTYpH
CO apXHTEKTOHCKOTO H ypOAHHCTHUYKOTO OONHKYyBake Ha
MPOCTOPOT BO H3MHHATHOT NEPHOJ CE OANTPYBa BO cocToj6a Ha
apOraHTHO 3aHEMapyBak€ Ha MPaBHHTE M CTPYUHHTE napa-
METPH H BO OTCYCTBO Ha €NEMEHTAPEH NPEAN3BHK 3a aKTYENHO
W aBTEHTHYHO CO3[1aBakb€. COOOPA3EHO CO NYXOT HAa BPEMETO.
Toa poBese mo 3abp3aHO. MacOBHO I BEKE HENONpaBaHBO
NPOBHHUM]ANH3HPAE H 3araflyBake Ha rpajckHTe aMOHEHTH
CO HOBOKOMIOHHPAHa ayTcajaepcka apXHTEKTypa 6€3 HHKaKBa
KpeaTHBHAa M  COBpEMEHA  CTHACKA NPENO3HATAHBOCT.
HacnpoTu Toa. CTHXHjHO ce BOCTAHOBH cAHA OONHKOBHA
MaTpHlla KOjaluTO CBEAOYH 3a OTCYCTBO Ha MIHHMAaNEH obpa-
30BEH. BOCMIHTEH H MOpaNeH npar BO OONHKYBaHETO Ha MpH-
BaTHHOT H JaBHHOT MPOCTOP. a ce TEMENH H € cHMOHO3a Ha
noBEKE CTHACKH. NCHXONOLIKH. COUH]aNHH H EKOHOMCKH (hak-
TOPH.

Bo npB pen. apxuTeKTOHCKaTa NpakTHKa € oOcakaTeHa Co
AeMoaMpaHa nonnaBa Ol  3aA0UHETH  HOBO-MOCTMO-
AEPHICTHYUKH PETPOrpajfiHi MpPeKBaKyBaka Ha €NEMEHTH Ofl
HCTOPHCKHTE apXHTEKTOHCKH CTHIOBH 0€3 eNneMEHTapHO
HCTOPHUHCTHYKO MO3HABAKE H MOYHTYBAHE HA THE ,ja3HUHH,
monenn. [la Taka. OpojHuTe HOBOrpagdH OE3MHIOCHO M
6ECMHCIIEHO CE€ HAKHTEHH CO THMMNAHOHH. MHAACTPIL. TOPTaNH 1
MHOTY APYrH PEUHKIHPaHH CTHACKH €NeMEHTH. 0€3 HHKaKBO
CEMHOTHYKO MO3HAaBake Ha HHBHOTO MOTEKNO. O€3 HHKAKBO
1yBCTBO 3a HET'YBAaH€ Ha COOAHOCH H GanaHCH BO NpHMeEHATa M
0€3 eNneMEHTAapHO BOCNHTaHHE BO MPHCNOCOOYBAWETO K
HaIONONHYBAETO Ha 3aTeKHaTOTO. Ha ceTo oBa ce HanoBp3y-
Ba MaCOBHA €MHAEMHja Ha BHPYCOT HIH CHHApPOMOT .besepan
XHnc. BO MPOEKTHPAHETO HAa HHAHBHAYaNHH cTaMOeHH 00jeK-
TH. @ BO MOCNENHO BPEME H BO OAPEAEHH CEMMEHTH BO KONEK-
THBHHTE cTaMOeHn 3rpaan. Toa pe3yaTHpa coO MHOWITBO CEPH-
CKH TMPOH3BOAH CO HEYMECHH OONHKOBHH. JEKOPATHBHH.
KONOPHCTHUKH, MAaTEPHjanHH i PYHKLHOHANHH PELIEHH)A LTO
LENOCHO ce NMoABeayBaaT 1o AeHHHUN]jaTa HA OPAHHAPHHOT
KHU.

CnenemweTo Ha aKkTyenHaTa apXHTEKTOHCKA MHCa BO CBETOT H
BO30ylaTa Ol KPEATHBHOTO HIPae BO OONHKYBaHETO. Noje-
JIHAKBO HE CE NPHCYTHH BO €[IEH APYr PacnpoCTpaHeT LWabaoH
wTO npopyuHpa Oe3nHuHa H HEABTOPHTETHA apXHTEKTypa.
HasiipaHa Ha )OpPMaHO MPTBHIIO H CHBHIIO BO (PYHKUHOHAN-
HOTO. aMOHEHTANHOTO H ECTETCKOTO KOMIMOHHPakE H MPOTKa-
JyBak€e Ha MOEAHHEUHHTE OCTBApyBaka i Ha ypOaHHTE KOM-

nnekcu. Obata JOMIHHAHTHH MOAENH HAa apXHTEKTOHCKOTO
obnlKyBatbe BO ypOaHHTE TKHBA. CO3aBaaT efjHa OyuHa W
ApeuniBa KakooHHja i ro npoduaipaaT ouedHjHHOT ypbaH
Xa0C KaKo AOMHHAHTHA OipeHNLA HA JaBHHOT MPOCTOP.

Bo norope ckiitpaHata o611KOBHa KaKO(OHIja MapTHUIHTH-
pauie. HO, BOEHO, Oewe i ancopOipaH ofl Hea. crnietHgHUHO
peTporpajeH BKyc (opMHpaH BO MEHTanHaTa H [CHXO-
JIOLIKATa CTPYKTYpa Ha eleH HOBOKOMMOHHPAH C0j CO KyMnoB-
Ha MOK Ja I'M MPOEKTHPA H 3a0BONNH CBOHTE MEPBEPTHPAHH
craTycHu notpebu n danrtasmi. [MposuHunjanHaTa 6pyran-
HOCT Il HEMPHKOCHOBEHOCT HAa OBaa HOBOKOMIOHIPAHA MoJii-
THYKA W OH3HHC onuWrapxmja. KpHMIHATHO TH ras cHTe
npaBHH, NPOGECHOHANHH. €THUYKH HOPMH H MpOLeaypH BO
APXHTEKTOHCKOTO M YpOaHHCTHUYKOTO OOMMKYBawe Ha rpa-
CKHOT MpOCTOp. OCTBapyBajKH. HA TO) HA4HH, JOMHHAHTHA
yaora BO MPOBHHUMJaAH3HPAETO, pa3srpaayBatbeTo M
YHHLUTYBaHETO Ha MOCTOJHHTE rPAACKH. HO I rparaHCKH amMOH-
€HTH. KOHILUTO OOBp3yBaaT HE CaMO KakKO MEMOpPHCKO, CHM-
OONHUHO H ECTETCKO HACNEACTBO, TYKY H KAKO UHBHAH3ALHCKH
MErfaH 3a KpeaTHBHH Il COBPEMEHH MPOEKILHH.

[MpoBiuwjanisupambeTo. 00€3NIUyBakbe, AerpagHparmbeTo H
YHHLITYBak€ HA 3aLUTHTEHHTE CMOMEHHUYKH KOMIIEKCH Off
KYJITYPHOTO HAcleACTBO M Ha [PYrH 30HH CO KYJITYpHO-
HCTOPHCKO-MEMOPHCKO 3Hau€ke HIH aMOMEHTH Ha KYJNTHBH-
paHaTa npHpoOfa. c€ OPKECTPHpa Ha HCTHOT POH H BO HCTHOT
MaHHp KaKO H HOBOKOMMOHHPAHOTO apXHTEKTOHCKO-ypba-
HHCTHYKO OONIKYBake Ha jJaBHHOT npocTop. Tparuunocra Ha
OBOj MpOlIEC € BO HEMOBPATHOCTA HAa peani3ipaHUTE HHTEp-
BEHLIHH BO KOMIMIEKCH H 30HH CO KYJNTYpHO-HCTOPHCKH Bpef-
HOCTH HJIH CO MEMOPHCKO-CHMOONHUKO 3HAUEHE. CO3AaBaHH CO
reHepauui. I'naBHHTE XPTBH HAa OBa HEKPOMIINICKO AHBEEHE
HajuecTo ce LEHTpaNHHTE TPafCKH 30HH CO HAjaTPAKTHBHH H
HajaBTEHTHUHH (DOPMI Ha TPALCKOTO KHBEEHE: NOMITHAHTHH
YJAHUHI apTEPHH OKOJY KOH C€ KOMMOHHPAN rpajfcKHOT aMOu-
€HT. CTapH YapliliH CO UEHTpalHa nonoxoda BO rpajcKkoTo
TKHBO M JPYrH KYJATYPHO-UCTOPHCKH KOMMAEKCH H MYyHKTOBH
CO COAPXMHH 1 MEMOPHCKH CBOJCTBA LUTO I'H H3BOjyBaaT Kako
BH3Y€NHH, HCTOPHCKH M CHMOOMHUKH 3alITHTHH 3HaUH BO
ypOaHHOT YHHBEP3YM.

Peulicu cuTe ueHTpanHM rpagckH jagpa co MoKapakTep-
HCTHYHH apXHTEKTOHCKH. ypOaHH i MEMOPHCKH COAPXHHI ce
aerpannpati i odesninieHn. Toa ocobeHo ce ofiHecyBa Ha lEH-
TpanHHTE MNYHKTOBH. TFNABHHTE YAHUM MIH MJOLWITAdH.
CpeaHLITa OKONY KOH C€ HHXXAT H NPENnaeTyBaaT CHTE rPafcKH
copmit. yHKLIH 1 BH3YPH. A. HajKapaKTEPHUCTHYHI BO Taa
cMiicna Cce pelleHHjaTa 3a MapTepHHTE YypeayBawa Ha
naowTtanot Makedoruja Bo Ckonje. nosvatuot Ulupox Cokax
Bo BuTona, rnaBHaTa ynuua Bo OXpHackaTa uaplumja of npiic-
TaHHWTETO N0 InHapoT. npinenckara yapuuija H MHOTY ApYrH
npuMepH BO nomanuTte rpagoBin Ha MakegoHija. OcHOBHHOT
npicTan BO CHTE NMPHMEpPH € Oe3MINOCHO YHHIUTYBake Ha
3aTEKHATHOT, ABTEHTHUEH JIHK HA OBHE LHBHINH3ALUNCKH MYHK-
TOBH BO BHA Ha Oe3niuHa cTepHiAH3auHja Ha H3BEAEHHTE
pelleHja CO MpOMEHa Ha MaTepijaniTe. AerpaaHpare Ha
H30anaHcHpaHHTE COOAHOCH H MPOMNOPLHH Mefy XOpPH3OHTa-
NHTE, BEPTHKANNHTE U BONYMEHHTE H HHCTaNHpake Ha napTep-
Ha ONpeMa LUTO ro 3a0KPY>XyBa HEH30€XXHHOT NPOBHHLHjaNEH
wTHMYHT. O TPeTHPAHHTE NPOCTOPH W YAHLM CE OTCTPaHy-
BaaT MaTepHjani co H3BOHPEAHA TPAjHOCT H NEKOPATHBHOCT.
KAaKO TPAaHMTHHTE KOUKH HAH CTapuTe KaMEHH MIoYM, Ce
3aMEHYBaaT CoO HOBH KaMEHH MIOYH 1 TOA Ce ClIyUyBa BO 3aKOH-
CKH 3alWITHTEHHTE 30HH. 3a Toa fAeKa 3auyByBakeTO Ha
cTapHTe maTepHjanu e OaslueH YCNOB 3a 3auyByBakwe Ha
aBTEHTHUHHTE aMOGMEHTH CO HEMOBTOPJMBH CBOjCTBa,



AnekcaHgap MakefOHCKM KaKO MHCKJyYMTEJIHa KapHka BO
HAalIMOHAJIHHOT MAEHTHUTET, YHj KOHTHHYUTET CE pacTerHa Ha
noseke MuneHnyMu. OBaa HOBOKOMIIOHHpaHa MapaucTOpHCcKa
MHTEpNpeTaluulja Ha HallMOHallHaTa WCTOpHja CE€ jaBHU MO
0CcaMOCTOjJyBalbe€TO Ha HalllaTa JIpXaBa M CE€ HAaMETHa Kako
OpKECTpUpaHa MpPOBHMHIIM)aJIHA BpPEBA., OTKAKO CE HaNyLUTHja
MHTEJIEKTYalHUTE M HAayYHHTE CTaHQapAH CBOJCTBEHM 3a
MpeTXOAHUOT nepuof. Toa 3Hayellle 1 HaNyLITake Ha HOpMall-
HOTO cOOOpa3yBame CO CBETCKaTa UCTOpuOrpacuja BO MHTEP-
npeTalnjaTa Ha MUHATOTO U (PMHTMPabE Ha elHa MUTOJIOLIKA
¢apca MckIyuynBO 3a fAoMalllHa ynoTpeba. CIOMEHMYHOTO
00IuKyBale Ha oBaa ¢apca, Of CBOja CTpaHa. IpaBONpONOp-
LMOHAJIHO ce cOOOpa3u CO HEJ3MHWUOT NMPOBHHUM]ANIEH MAHUP.
UCropauyBajku HMAMOTCKM JIMKOBHM peweHnja Bo lltun,
Ilpunen, a HULWITO HE TOBOPH BO NPHUJIOT Ha TOa ieKa Ke Ouge
MOMHAKY CO HajaBEHHOT CIIOMEHMK Ha IowTagoT MakedoHuja
Bo Ckomje. Bo akTyenHaTa nocTMOfepHHUCTHYKA M MOCTHC-
TOpHCKa cocTO)j6a, ceKOja MOHYMEHTAaJIHAa MHTEPIpeTalunja Ha
NPeTNOCTaBEHH MMIEpPHUjallHH MJIM APYrH BUCOKOMApHU MAEO-
JIOLIKH COAPXHHH. OCOOEHO BO CPEMIHA BO KO)alUTO PEYUCH U
HE er3dcTHpaje TakBH MapaJurMHi, MOXeE Ja pe3yaTupa caMo
BO TParnKOMHMYHHM peLIeHH]a U3BENEHHU CO peTapAupaHH yMeT-
HHYKH PAaKTHUKH.

ITocebGen npoGneM BO peanu3auujaTa Ha MOHYMEHTaJlHaTa
CMIOMEHMYHA TpaKkTHKa MPEeTCTaByBa COONBETHOTO OCMUCIY-
Balb€ Ha JIOKalMjaTa M MPOCTOPOT KaKO COCTABEH el Of
CMIOMEHHYHMOT aMOKEHT. Bo Taa cMiclla, HEMOYHUTYBAKHETO Ha
OCHOBHMTE TPHHIMIM BO aMOMEHTAIHOTO OCMHCIYBale Ha
JaBHHOT TpPOCTOp JAOBEAyBaaT [0 KpajHO HECOOABETHH M
HEKOMMATHOMIIHH HHCTaJlMpaka Ha MOHYMEHTAJIHH CIIOMEHH-

uu. Hajupactuurn ce mpumepute co crnoMeHHuuTe Ha CB.
Kupun u Metoauj u va Cs. Knument Oxpuacku Ha BI€30T BO
OXpHACKaTa yapliuja, CTOMEHUKOT Ha CkenjepOer Ha BIe30T
BO CTapaTa CKOIICKa Yapluja M apXHTEKTOHCKO-aMOMEHTaTHO-
To pewenne okony Caaut-Kyaawia BO TpUieNcKkaTa 4apliuja.
Hecnopna e onpaBgaHocTa u norpe6aTa O CNOMEHHYHO
onbenexyBame Ha OBME UCTOPUCKH JIMUHOCTH, HO HEChaTIMBO
€ KaKO MOXELIE Toa a ce pealu3npa BO aMOMEHTH LUTO MO
cBOjaTa NMpUpOMa He TprNaT MOHYMEHTAJHH MIaCTUYHH UHTEp-
BEHUMU. AKO M CE 3aHeMapaT IpaBHUTE IIPEYKH BO OBHE
MHTEPBEHL UM, KOU CE€ OUYMUTIIEAHHU, U3BEJECHUTE MOHYMEHTATHU
pellleHHja, KaKO YMETHHYKHM, aMOMEHTallHu M CHMOOJMUKH
CONPXHHHU, C€ TYFW Teja BO OPraHCKOTO TKMBO Ha HallUTE
4yapliMu W TPOBMHUM]JAJIHO W pasrpajyBaaT W OHaka
HapylLIeHUTE aBTEHTHYHM aMOMEHTH Ha OBHME CIOMEHHYHH
LEJIMHH.

Enen cneunduyeH u HOB xaHp Oellle BOBEJIEH Kaj Hac BO ToJle-
TO Ha MOHYMEHTaJlHaTa MpakTHKa Ha MOYEeTOKOT oA 21 Bek:
n3rpaaba Ha MOHYMEHTAJIHU KPCTOBM CO MaMYTCKH AMMEH3UMU.
OBaa npakTHKa HE MOXE Jla CEé MMEHYBa KaKO CIIOMEHHMYHa,
OuaejKu HUIITO He MeMopupa. TpruyBajKu Of €ieH Npenos-
HAT/IMB 3HAaK U CUMOOJ Ha UHAMBHUIYAJTHOTO U CYGJEKTHBHOTO
PEIMIrHO3HO UYYBCTBYBalbe W YBEpYBame, Taa €KCTPEMHO TO
€KCTEpHAJI3Upa M MYJTUIUIMUMPA KPCTOT BO (pyHKIMja Ha
O[lp>KyBal€ Ha €JlHa MJIEMEHCKAa, aTaBUCTHYKA KOJIEKTHBHA
uaeHTugukaumja. BpBoT Ha Taa MeranoMmanuja Oeluie
Muaenuymckuoi kpeii Bo Cronje.

00 Peodakuyujama na ['oaemoitto cillakao

Hckpa dumutposa, [Taowitiad Yiwotiuja-Ckoiije, AHTEPAaKTMBEH UHTEPHET nPoeKT, 21 anpun, 2001
Iskra Dimitrova, Square Utopia-Skopje. Intemet project on line, April 21st, 2001
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Pa3zeoeopana J/byuka /Jenesa

Jb.JA. Hajuanpepn rocnoaute Ctop, 64 cakana na Bu ro
u3pasaM CBOETO 3af0BOJICTBO M 0JIarogapHocT 3a
OpraHMU3UpamETO Ha He(OPMAJHUOT COCTAHOK CO
yMeTHULUTe Ol BeHeuuja U OHHE KOM XXHMBEaT BO OBOj
rpan. Kosky o 3HaMm, oBa e npsa cpef0da Ha r1aBHUOT
KycToc Ha bueHaneTo co 5okalHaTa YMeTHHYKa
3aeqHULA.

Cera 0Ou cakana ga Be npauwam 3a BaueTo uckycTBo o
paboTrata Ha bueHaneTo. YMeTHHLUTE JOEHeC, MOBeKe
on GMII0 KOra MopaHo ce BO ABMXKEHE, HAJIMKYBajK1 Ha
€IHO roJieMo HOMajicKo nieme. Bo Toj KOHTEKCT, Kako
riegaTe Ha HalMOHAJHUTE penpe3eHTauuMd Ha
BueHaneTo ¥ Ha HALMOHAJIHUTE MaBHIjJOHU?

P.C. Hekou yMeTHHUM HMMaaT rosema cinoboma Ha
ABHXKEHETO, HO Of] MOJMTHUYKH, EKOHOMCKH WJIM APYrH
MPUYUHU MIOCTOM M €[IHAa YIUTE MHOTY MOorojiemMa rpyna
Ha YMETHHLH LITO He ce BO cOCTOj0a MHOT'Y ia maTyBaar,
WM Ja rnaTyBaaT caMO TOraul Kora ce IOKaHETH Of
HeKoja MHCTHTYLMja MJIM O] AOMaKMHMTE Ha HEKO)
HacTaH Kako WwTo e buenanero. TakoB e ciyyajoT U co
KPUTHYapUTE M KYCTOCHTE, NMa AYypPM MU CO OHHe
no3HaTuTe, OMJEjKH MOBEKETO 3apaboTyBaaT MHOTY
MaJIKy M MoOpaaT fOa 3aBHcaT o mobapyBaukaTa Ha
HUBHUTE 3Haewa M BewTHHH. Op papyra cTpaHa,
nybiMKaTa peTKO MaTyBa [MOfAaleKy 3a Aa ja riena
YMETHOCTa, OCBEH MOXEOHU BO PEeTKH Clyuyau Kora ce
npaBaT OpPraHU3MPaHU TYPUCTHUYKH NMaTyBaka BO HEKOH
Ofl roJieMHuTe MeTpornoju. BbueHanHuTe H3JI0XOHM ce
3aToa KIY4YHMTE MecTa 3a cpepba M CTHUMYJIAHC BO
pa3MeHaTa Ha MH(OPMALHMHU U FIIeAMLUITA, HaKO CUTE THE
ce MefyceOHO pa3JIMYHH MOpPafAM HUBHUTE pPa3JIMYyHU
HCTOpPHH, KOHTEKCTH M (popmaTH. BueHane e camo efHO
MMe 332 OrpOMHa (paMHUIIMja YMH LITO YJIEHOBH CE MHOTY
pa3NM4YHM MO KapakTep M HMMaaT KOPEHH M BO
Haj3adpnieHuTe Mecta. A Toa e Jobpa pabora.

Jb.JI. Bue cTe m caMHOT yMETHHK M yCNELIEH KYCTOC.
Kako oBue iBa nornefa, ABa MpUcTanu Ha YMETHOCTA ce
MmeraaT Bo Bac? lllTo 6u MM npenopavane Ha miaguTe
ymeTHULM? Kou ce MHCTHHKTUTE LITO OU Tpebano aa ru
caenat? .. WM MOXKeOu Tpeba fa cienaT HelTo gpyro?

Robert Storr
Interviewed by Ljupka Deleva

LJ.D. Mr Storr, first [ would like to express my pleasure of
your exposure on the informal meeting with the artists who
are born or have chosen to live in Venice... It is the first time
that a chef curator of the Biennale exhibition meets the local
artists. ..

Regarding the Biennale, can you explain more about your
experience with this year exhibition. Nowadays, more than
ever, the people and especially the artists are in the move; as
one big nomadic tribe. So what do you think in these terms
about national representations, the national pavilions?

R.S. Some artists have considerable freedom of movement,
but for political, economic and other reasons a much larger
number are not able to travel widely, or at least not unless
they are invited to do so by a host institution or event such
as the Biennale. This is true of critics and curators too - even
well known ones — since most of them make so little money
and must depend on the demand for their skills. Meanwhile,
the public rarely travels far to see art, except when it is a
matter of a once in a life time tour of the great capitals. So
Biennales are a crucial meeting place and a stimulus in the
exchange of information and viewpoints. They are not to be
taken for granted. Moreover, they are all different because of
their different histories, contexts and formats. Biennale is
just the name of a vast, family of which the members are
very diverse in character and have roots in far flung
places. And that is a good thing.

Lj.D. Being yourself an artist as well as a curator, how does
this two approaches mix inside you? What can you recom-
mend to the young curators? What instinct they should fo-
llow?...0r perhaps they should follow something else?

R.S. Making art on my own has taught me to respect the seri-
ousness of work that is nothing like mine because I know
how hard it is to create anything of value, especially given
that the possibility of a real response for doing so is uncer-
tain at best. When I see something that really hits a nerve in
me | am grateful that the person responsible has taken the
trouble to bring it into the world — and if possible [ would
like others to share in my experience of that object or image
or situation.



P.C. Tlo3HaBawkeTO Ha IPOLECOT HA CO3JaBame
YMETHOCT M€ Hay4H J1a ja MOYUTYBaM CEPUO3HOCTAa Ha
JenaTa pas3lMYHU O]l MOETO, OuIEejKM 3HaM KOJKY €
TEIIKO Ja ce co3fafe Ouno LUTO BPEJHO, a MOCeOHO
OuMOeKH MOXKHOCTa Toa [a HauJe W Ha BHUCTHUHCKA
pelenuuja € MoTnojHo HecurypHa. Kora Ke Buaam
HEIUTO IUTO HABUCTMHA MH TO MOTOAyBa HEPBOT,
HajHampeqn cyM OJlarogapeH WITO JUYHOCTA ILUTO TO
co3jana Toa JeNo ycreana fa ro JOHece Ha CBET, a
NoTOa NOCAaKyBaM aKO MOXaM ToOa HCKYCTBO CO TOj
00jeKT, ClIMKa MJIM CUTYalMja 1a ro crojesiam co Apyru
nyfe.

Jb.JI. Bunejku 0BOj pa3roBop ro ImpaBUMe 3a Make-
OOHCKaTa NyOJMKa, WITO MHCIUTE 32 YMETHOCTa Ha
BankanoT unu Bo peruoHor Ha Jyro-ucrouna EBpomna?

P.C. YMETHHYKHMOT CUCTEM € NPUIIMYHO HENPENBUNIIIUB
BO TOTJIE[] HA HErOBUTE EHTY3MjasMM M BO INOrJeN Ha
HeroBaTa AMCTpUOyUMja Ha NPUAOOMBKUTE - TYyKa
MHCJIaM TIOBEKE Ha MHTEPECOT Ha NMyOJMKaTa, OTKOJKY
Ha HEKOM MaTepHjanHy NpuaoOusBku. Ox THE NPUYUHH,
YMETHULMTE TIIpaBaT Yy>XacHa, CaMOYHMIUTYBayKa
rpelka Kora o nepuoj Ha KpUTHKA UM OT(PIEHOCT
3aKJIlyyyBaaT feKa HUKOraul HeMa Ja MM Ce CIy4uHd
HUWITO J0OpO M [eKa 3acekoraiml Ke ocTaHar
u3rHaHuuy. CKOpEIHOTO “OTKpUTHE” Ha 3amajioT Ha
KOHLENTYyaJlHaTa YMETHOCT co3/laBaHa Bo LleHTpanHa u
Hcrouna EBpoma BO 1l€eCETHTE M CENYMIECETUTE
TOJVHH, MIOKaXXyBa KOJIKY pabOTHTE MOXKE HarJjo fa ce
NpoMeHaT BO €Ha CHUTyauuja Ha IPETXOIHA
TDOJITOrofMIIHA HE3aWHTEPECUPAHOCT Ha jaBHOcTa. OHa
LITO € MOTPEOHO € ceKoraul fia OMAeTE MOArOTBEHH KOra
pedyieKTOpHUTE Ke ce CBPTaT M K€ ro OCBETJIAaT OHa IUTO
ro paboOTUTE U J1a HE JO3BOJMTE HUKOTALI OrOPYEHOCTA
Ofl IPeTXO[IHaTa HE3aMHTEPECUPAHOCT f1a TM MH(pHUUKpa
BalLMTE CTABOBU M MO3MLUU KOH OHME LLTO MOXeOHU Ke
MOKaXkaT MHTepec. bunejku, Ha KpajoT Ha KpaulTarTa,
YMETHULUTE caMuTe ojdpane fna OupgaT yMETHHLH -
HMKO] HE I'M HaTepaj Ha TOa M HMKO] HHMLITO HE MM
NOJDKM ce JOofieKa He JOKaXkaT feka MMaaT ILUTO fa
MIOHYJIaT M JOfieKa He M3ApKaT BO TOj Hamnop. Toa e
TexXok u3bop. OBa ro BenraM Kako YMETHMK KOj H
CaMHOT Ce OIpeJeNus 33 YMETHOCTA, HO U KaKO HEKO]j
KOj e 6narogapeH 3a Toj U300p. MaKO BHUMAHHUETO LUTO
Jocera cyM ro 1o0us e Bp3 OCHOBa Ha Mojata paboTa
KaKo KYCTOC M KaKO KpHUTHYap a He 3a MOETO
cnukapctBo. Kako ¥ ja e, efieH JeH jac cenak Ke 6uaam
BO bBuenHaneto Kako yMETHHMK, a HE KakKO HETOB
OpraHM3aToOp — TAKOB € 6apeM MOJOT BJIOT M OHa LLTO €
Ha KpajoT HajBaXkHO € Jajii CTe NMOArOTBEHH HE CaMo J1a
BEpyBaTe BO BalllaTa BOKallMja, TYKY U Jajli cakaTe fJa
ro CTaBUTE Ha KOLKAa ¥ BalKOT >XUBOT. OBa MoXe Ja
3ByYM MeJIOJpaMaTH4YHO. HO TOA € Taka U HUKAKO
MOMHAKY ¥ BaXXH UCTO TOJKY BO BPYKIHH, KOJIKY U Ha
BankaHnor.

Jbyiika [leaesa e ymeiliHuuka Kkoja xugee 1 pad oitit 60
Beneuuja, Hiaauja.

Lj.D. As this interview is for the Macedonian public, what
do you think of the art, in the Balcan region?

R.S. The art system is very unpredictable in its enthusiasms
and its distribution of benefits — by which 1 mean public
interest more than tangible rewards — but by the same token
an artist makes a terrible, self-defeating mistake when he or
she concludes after a period of criticism or worse neglect
that nothing good will ever happen and that he or she is for-
ever an outcast. The recent “discovery” by the West of
Central and Eastern European conceptual of the 1960s and
1970s show how suddenly things can change in a situation
that may long have appeared to be static in termis of such
public awareness. The thing is always to be ready when the
spotlight moves and shines on what you are doing. And
never allow bitterness about previous take of attention to
infect the attitude one takes toward those who might express
interest. After all, artists choose to be artists —nobody asked
them to be artists and nobody owes them anything until they
prove that they have something tgo offer and sustain that
cffort over time. It is a hard life to choose but | say this as an
artist and I have chosen it and am grateful that I did even
though the attention | have gotten so far is based on my
curating and writing and not on my painting. One day,
though [ will be IN a biennial rather than organizing it — at
least that is the wager | have made and what matters in the
end is whether one not only believes it one’s own vocation,
but is willing to stake a life on it. That may sound melodra-
matic, but that i1s what it 1s all about. And is as true n
Brooklyn as it is in the Balkans.

Ljupka Deleva is an artist who lives and works in Venice.
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Pa3szoeopana Jbyuka /lenesa

Jb.A. Hajuanpen rocnoguue Ctop, 6u cakana ga Bu ro
u3pasaM CBOETO 3aJOBOJICTBO M 06JlarofgapHoOCT 3a
OpraHM3UpameTO Ha HeOpPMaJHUOT COCTAHOK CO
yMeTHULMTe of BeHeuuja 1 OHMe KOM >XXMBeaT BO OBO]
rpan. Konky mro 3Ham, oBa e npBa cpeaba Ha rllaBHUOT
KycToc Ha bBueHaneTo co JoOKajHaTa yMeTHHMuKa
3aeqHHULA.

Cera 6u cakana na Be npanram 3a Bamreto uckycto o
paborata Ha BueHaneTo. YMeTHUUMTE NeHec, NOBeKe
of1 6MJI0 KOra NnopaHo ce BO JBMXKEHE, HAMKYBajKU Ha
€IHO roJIeMO HOMajcko mieMe. Bo Toj KOHTeKCT, Kako
rnefate  Ha  HalUMOHAJHUTE peNpe3eHTaluuu Ha
BueHaneTo U Ha HAUMOHAIHUTE NAaBUIJOHU?

P.C. Hekou yMeTHMUM MMaaT rosneMa cinobopa Ha
IBUKEHETO, HO Ofl MOJIMTUYKH, EKOHOMCKH UJIHM IpYrd
NPUYMHY TIOCTOM M €[IHAa YLITE MHOrY Iorojema rpyna
Ha YMETHHLM HITO He ce BO cocToj6a MHOr'Y fla maTyBaar,
WM Ja NaTyBaaT caMO TOraul Kora ce NOKaHeTH Of
HEKOja MHCTUTYLM]ja HIM O JOMakMHUTE HA HEKOj
HacTaH Kako mTo e buenanero. TakoB e ciy4ajoT U co
KpPUTHYAapUTE M KYCTOCHTE, Na AYpH M CO OHHUE
NO3HaTHUTe, Oupejku noBekeTo 3apaboTyBaaT MHOTY
MaJKy ¥ MopaaT fAa 3aBucaT o nobapyBaykaTa Ha
HUBHUTE 3Haewa M BeumTuHu. Op napyra crTpaHa,
nybivkaTa peTKo NaTyBa MNojajeky 3a ja ja riepa
YMETHOCTa, OCBEH MOXebM BO pPETKH Cilyyau Kora ce
NpaBaT OpPraHU3UPaHU TYPUCTUYKH NaTyBakba BO HEKOU
ojl rojeMuTe MeTpononu. bueHanmHuTe u3n0X6H ce
3aToa KIY4YHMTE MecTa 3a cpefba M CTUMYJAHC BO
pa3MeHaTa Ha MH(pOpMaLMH U IJIeIUIITa, MaKO CUTE THE
ce MefyceOHO pa3/IMYHM TNOPafAM HUBHUTE pa3JIMUHU
HCTOPHH, KOHTEKCTH U popMaTu. bueHase e caMo ejHO
MMe 32 OrpoMHa (haMuUJIMja YUHU LLITO YJIEHOBH CE MHOT'Y
pa3JMyHM 10 KapakTep M KMMaaT KOpPEHH U BO
Haj3acppyieHuTe MecTa. A Toa e nobpa pabora.

Jb.JI. Bue cTe u caMHOT YMETHHK U YCIElIeH KyCTOC.
Kako oBue gBa nornepa, Ba MpUCTaN Ha YMETHOCTA Ce
MewraaT Bo Bac? lllto 6u uM mpenopavane Ha MIafuTe
yMmeTHULU? KoM ce MHCTHHKTUTE 1ITO 61 Tpebaso na ru
cnenat? ... unu Moxkebu Tpeba fa cnenaT HEMITo Apyro?

E N N | A L

Robert Storr
Interviewed by Ljupka Deleva

LJ.D. MrStorr, first I would like to express my pleasure of
your exposure on the informal meeting with the artists who
are born or have chosen to live in Venice...It is the first time
that a chef curator of the Biennale exhibition meets the local
artists. ...

Regarding the Biennale, can you explain more about your
experience with this year exhibition. Nowadays, more than
ever, the people and especially the artists are in the move; as
one big nomadic tribe. So what do you think in these terms
about national representations, the national pavilions?

R.S. Some artists have considerable freedom of movement,
but for political, economic and other reasons a much larger
number are not able to travel widely, or at least not unless
they are invited to do so by a host institution or event such
as the Biennale. This is true of critics and curators too - even
well known ones — since most of them make so little money
and must depend on the demand for their skills. Meanwhile,
the public rarely travels far to see art, except when it is a
matter of a once in a life time tour of the great capitals. So
Biennales are a crucial meeting place and a stimulus in the
exchange of information and viewpoints. They are not to be
taken for granted. Moreover, they are all different because of
their diffeerent histories, contexts and formats. Biennale is
just the name of a vast, family of which the members are
very diverse in character and have roots in far flung
places. And that is a good thing.

Lj.D. Being yourself an artist as well as a curator, how does
this two approaches mix inside you? What can you recom-
mend to the young curators? What instinct they should fo-
llow?...Or perhaps they should follow something else?

R.S. Making art on my own has taught me to respect the seri-
ousness of work that is nothing like mine because I know
how hard it is to create anything of value, especially given
that the possibility of a real response for doing so is uncer-
tain at best. When I see something that really hits a nerve in
me | am grateful that the person responsible has taken the
trouble to bring it into the world — and if possible I would
like others to share in my experience of that object or image
or situation.
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06epT CTOp € aMepHKaHCKHU KPUTHYAP U YMETHHK

M rmnpodgecop N0 MojAepHa YMETHOCT Ha

JlukoBHaTa akangemuja Ha YHHBEP3UTETOT BO
Ibyjopk (2002-2006). Toj e axkTyeneH [ekaH Ha
JlukoBHaTa akajemuja Ha YHuBep3uTeToT Jeuu, a
pabotu M Kako Kyctroc KOHCysnTaHT 3a MoaepHa H
COBpEMeHa YMETHOCT BO My3ejoT 3a YMeTHOCT
dunanendpuja. On 1990 no 2002 paboTH KaKo KycToc H
BHLI KycTOc BO OAfeNoT 3a CIMKapCTBO U CKYJINTYypa BO
My3sejor Ha MoaepHa ymeTHOCT Bo lbyjopk. Mery
HEroBUTE MHOTYOpOjHU U3JI0KOM cnafaaT u Eauzabeiu
Mapej (2005), Maxc bexman (2003, opraHusupaHa BO
copaborka co llenrapor I[Momnupny Bo ITapu3 u Tejr
ranepujata Bo Jlonnon), lepxapd Puxitiep: 40 ZoouHu
cauxapciiiso (2002), Yax Kaoys (1998), Tonu Cmuiu:
Cauxap, apxwitexiu, ckyaitiiop (1998), Mauuparse
(1994). Pobepiti Pajman (1993, Bo copabotka co Tejr
ranepujata) u Jucaokauyuu (1991-92). Bo 1995 Crop ja
OpraHM3uMpa Kako KycTOC KOOpAMHATOp M3JoXbaTa Ha
Bpyc Haymah, kojawito e npukakaHa u Ha buenanero
Bo Cao [Taono Bo 1998. Opn 1990 no 2000, Toj e koopau-
HaTop Ha [Ipoekiuiu, ceprja Ha U3J10XXOM NMOCBETEHH Ha
COBpEMEHHM YMETHHUUM BO My3ejoT Ha MojepHa yMerT-
HocT, Ibyjopk. Kako He3aBHceH KypaTOp I opraHusupa
[Tertoro MeryHapoauo 6uenane CAJT (MECTO) Bo
Canra ®e nop HacnoB Juctiapuitiertu i deghopmargiu:
Hawartia zpottiecka (2004-2005), I'asoaoiti na cxaau:
[1oZaed0 Ha3ad Kow ocymOeceitiitititie Z00UHU BO
HHucTuTyTOT 32 MOmepHa ymeTHOCT Bo Punapenduja
1991-92) u Cy3san Poitenbepz: 15 200uHu - iipez.aed BO
Poseym Bo Manwme, llIBencka. Po6ept Ctop e aBTOp Ha
O6pojun nyo6aukauuu, kako Puauit lacition (Abbeville
1986), Yax Knaoys (Rizzoli 1987), Modepna ymeitinociti
u dokpaj modepuusmori (2000) wu  HMHiiumHu
2Zeomertipuu: XKuesoitioiti u deaoto Ha Jlyuc Bypxoa (Bo
nogroroska). HeroBure noHoBM eceM 3a KaTajos3H,
Mely IpyruTe ce OfHECcyBaaT M Ha yMeTHHUHMTe KaH
Muwen Backuja, Buja Cenmunc, I'ero, Esa Xece, Kum
Lloync, I'mjepmo Kyutka, Bepu Jle Ba, CtuB MekBHuH,
Hencu Cnepo u Puyapn Tatn. Kako ypegHuk copaboT-
HUK BO CNUCAHUETO Art in America, on 1981., Ctop
nuwysa 3a 3urmap [Ilonke., Enuzaber Mape),
dpanuecko Knemenre, Jlnon I'ony6 u Mo Pajuep,
KaKO M TEKCTOBM 3a KpUTHKaTa M riobajiHaTta yMeT-
HHM4YKa 3aefHuIa. Toj pefoBHO MUIUYBAa M 3a CHMCaHHU]a-
Ta Artforum i Parkett. On 1982 penqoBHO copaboTyBa M CO
Art Press op [lapus u Frieze on Jlonnon. Herosure Kpu-
THKH ce nojaByBaaT U Bo New York Times, The Washington
Post, The Village Voice, Art & Design n Ipyru BECHULH U
cnucanuja. Kako uned Ha ypennuwTBoTo Ha College Art
Association 5 Art Journal on 1985 o 1995, Toj ce nojaBy-
Ba KakKo KO-ypelOHMK Ha JBa Opoja Ha CMNHCaHHUETO,
NOCBETEHHM Ha LeH3ypaTta Bo yMerHocTta. Bo 2000
BnapaTta Ha ®paHuuja ro ogyiMKyBa co 3BaweTo Bures
Ha YMETHOCTa U JIMTepaTypara.
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Bpyc Hayman. Benerjucku gonitianit, 2007, netam
Bruce Nauman, Venice Fountains, 2007, detail
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Iyuc Bypxoa. bes Hacao6 (Xapu Tpysan), 2005,
JBOCTPAH LpTEX. A€Talb

Louise Bourgeois. Untitled (Harry Truman). 2005,
double sided drawings, detail
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baaroja ManeBckwu, /Tozuunu cauku (Ilpemun)
Blagoja Manevski, Logical Paintings (Crossing)
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(He)ecTteTukaTta Ha ONKpyXyBakeTo
(Non)esthetique of the Surrounding




dotorpacpuu: UBo Bemanos
photographs: Ivo Veljanov



JIyue3ap bojaygues / Luchezar Boyadjiev
Pajoiu na ouabopouiue / The Bilboard's Paradise

(Benewuku 3a gu3yeanaitia A021Ka HA PARUOIL HEO-KAUUILAAI3aAM)

[anu 3HaeBTe peka Tajmc ckeep (c.1) BOo Ibyjopk e
€MHCTBEHOTO MECTO Ha CBETOT Kaje LITO NOCToM mnocebHa
peryiaTuBa. Koja ru oOBp3yBa KMpAjUMHTE M ra3fuTe Ja CTaBaaT
eJIeKTPOHCKM peKaaMuu naHoa (T.H. LED umu Light Emmiting Diode
6unbopau) Ha dacaguTe O 3rpaAMTe LITO Ce CBPTEHU KOH Tajmc
ckaep? [lann 3HaeBTe eKa Ha Tajmc ckeéep e BCYWIHOCT 3abpaHeTo
1a ce nocTaByBaaT 6u0 KakBu Apyru ocBeH LED 6un6opau? danu
3HaeBTe Jieka Tajmc ck@ep ¥Ma CONCTBEHA €AMHMLA MepKa 3a
ocBeTJyBawe. mo3Hata kako L.U.T.S (Light Unit Times Square-
"CseTsiocHa eauHuua mMepka Tajmc ckBep™)? [anu 3HaeBTe feka
NMPOCEYHHOT MUHYBau Ha Tajmc ckeep e mopnoxeH Ha Hapg 5.000

PEKJIaMHU NOpaKH nHeBHO? |

HcTo Taka, gam BM € nosHaTo jAeka Bo Ilapu3, Ha npumep,
npeTcTaByBa NMPEKPLIOK [a ce nocTaByBaaT 6undopan Ha cdacamu
WM Ha NOKPUBM LITO ce HaoraaT Bo paguyc of 200 M. o Hekoj
MCTOPUCKM 3HauaeH 06jeKT umu 3rpaga? A GunejKu BO LEHTApOT Ha
INapu3 peuucu cekoja 3rpaja € MCTOPUCKM 3HauajHa, Tamy
NpakTHUHO Hema OGunbopau (cn. 2). [anu 3HaeBTe feka Ha
6undopauTe Bo McTanOyn HeMa pekjaMu CO anKOXOJ M LMrapu,
HUTY NAK CO Pa3roJieHH Tesla UM KouKamwe? [lanu 3HaeBTe ieKa BO
1eHTapoT Ha BykypewT nocrojat craHGeHu 3rpagM, UMHILTO
cdacaau ce NOTNONHO NOKPUEHH CO THIAHTCKU OMAOOPAM M YHULITO
MOKPUBM CE “KPYHMCAHU” CO HCTO TOJKY TMFAHTCKH HEOHCKH
6un6opau (cn. 3,4)? Namu 3HaeBTe feka Bo UeHTapoT Ha Coduja
JIEHEC HE MOCTOM HEWTO WTO OM OMIO 3a0paHETO MM 3aKOHCKH
peryJupaHo Bo cgepaTa Ha yp6aHOTO peksiaMupame?

E na, ere cera 3naere.. Curte oBue pabotu ce faen of
CTPYKTypaTa Ha OHa LITO C€ HapeKyBa TrpajcKu BU3YeJleH
uHTepdejc (interface): nau, nak, yp6aHo BU3yeHO ONKPYXKYBake:
WK, BU3YEJIHM aclIeKTH Ha KOPUCTEHETO Ha JaBHUOT NPOCTOP BO
eneH rpag. Kako v pma ru HapeueMme. cMTe€ OBME HElITAa W
pedeKTUpaaT OHUE 3HAuajHH €JIEMEHTH KOW IO KOHCTUTyMpaaTt
HauYMHOT Ha >KMBEEHE Ha e[Ha 3aeflHMlla BO HEKOj rpap.
HcroBpeMeHO. cuTe OBUME HelUTa ro AedUHUpaaT ¥ XUBOTOT Ha
NyfeTo BO Taa 3ae[HMLA CO HAYMHOT Ha IulacMpame Ha Nopaku u
moaenu. Busyennata “MaTpuua” Ha efieH rpaj € OHOj Aen of
JKMBOTHATa CPEeMIHA. KOJalTO € UCTOBPEMEHO U HajU3P>KJIUBA. 10
TOJIKY TOBEKE KOJIKY IUTO C€ BMIJIMBM HACJOJKMTE Ha XXMBOTOT BO
rpajoT Hu3 noBeke feleHuH. Taa e MCTO Taka MOAJIOXHA U Ha
HajAMHAMWYHM NPOMEHU. OMAejKu BefHall T'M perucTpupa u
HajMajquTe TPOMEHM BO EKOHOMCKATa W/UIM OMITECTBEHATa
coctoj6a Ha rpafioT, KaKO U OHUE BO JIErMCJIaTHBATA, NPaBUIaTa.
peryjaumuTe u ci.

BusyenHuoT uHTepdejc Ha rpajoT € BCYWIHOCT BMJJMBaTa
CTPaHa Ha HErOBaTa €KOHOMMja W Ha MOCTOEYKHTE HAYMHW Ha
pa3meHa Ha fobpaTa u ycIyruTe. AypH u >enbure BO onpejeieHa
yoBeuKa 3aefiH1la. BnpoueM, TokMy Toa € ¥ caMMOT rpaf: Toj ce
NOKa>KyBa TAKOB KAKOB LLUTO € NPefl CBOUTE rparaHi U Ha TOj HauuH
I MojesMpa. faBajku UM cneunduuHa ypbaHa “cdopma” npeky
€IHO OrpoMHoO. ceondaTHo oko/oraenano. Ce pa3bupa. BO ycnoBu
Ha Ma3apHa eKOHOMMja. BU3YEJIHOTO ONKpYXYyBakme € MocebHO
akTUBHO. Bo u3BecHa cMucna, Toa € MHIUKATOp 3a NMOCTOEHETO U
npukaxysaweTo (display) Ha cneuudukuTe Ha nasapHaTa
eKOHoMuja BO efieH rpai. OcBeH TOa. ce COMHEeBaM [leKa MOCTOH
rpaj 610 Kafie BO CBETOT 6€3 HEKO] BUJ| BU3YEJIHO ONKPYXKYBake,
MaKo € coceMa CUI'ypHO IeKa I10CTOjaT rpajfloB4 BO CBETOT 6e3 ceTa
Taa akTMBHa Na3apHa eKOHomHja. Bu ce pekno. neka rpagoTt Kako
TAKOB HE MOXKeE [la NMocTou 0€3 HEKO] BUJ Ha KapaKTEpPUCTUUYEH
uHTepgdejc. KakoB e TOj U KAako ce KOHCTpyuMpa e nocebHo
npaiuame.

Kako 1 f1a e, BU3yeJHHOT UHTepdejc Ha efleH rpaj e ceKkoratl
NPOU3BOJ Ha OPEJIEHN XMEPAPXUU KOM ja OTCIMKYBAaT COCTOjoaTa
BO OnITecTBOTO. OBME XUEPAPXHH CE BUJIMBU BO UHTEP(E|cOT Ha
rpajoT, Mako He ce MaHUQEeCTUpaT ceKorall Ha TOj HauMH.
XuepapxuuTe Cce CMECTEHH [OJK oOcKata Ha rope/gody.
BHATpe/HaBOp, Majlo/roNieMO. Ppay¥HO HACNPOTH MaLIMHCKHU
uspaboTreHo. ueHTap/nepudepuja, acaga/nBop, KOMEpLUjanTHu 1
[eNOBHM HACTpOTH cTaHOeHW KBapTOBM M Maana, uTH Hako e
MO>XHO fJa He BM € MO3HaTa JeruciaTWBaTa Koja ro ypenysa
BU3YEJHOTO ONMKPYXXyBakme BO €l€H rpaj, eHa 0OMuHa NMpOLIeTKa
10 rpajioT CO Ok OTBOPEHH 3a OeNieXkere Ha JIeTanu OBOJIHA € J1a
ce 3abeexu CeTO OHa WITO e peleBaHTHO. Tpeba camo fma cu
3aMUCIUTE AeKa CETO BU3YENHO “BUKame” € HaCOUEHO KOH Bac
camo Bac: Tpeba camo a CM 3aMMCJIMTE JieKa CEeKOja KOMiaHuja,
cekoj GM3HHC, cekoja Kopriopauuja U ceKoj MaaJicku A1yKaHuuja Be
6apa Bac 3a CBOj KJIMEHT. TOKMY Bac M HUKO]j Apyr: Tpeba camo na cu
3aMMCNIMTE LITO BaM (MJIM HEKOMY KaKO Bac) HaBUCTHHA BU €
noTpebHo. uau Ou BM OuMJIO MOTPEOHO Of CETO OHa LUTO THE CE
obuayBaaT 1a BU FO HAMETHAT: OOMJeTe ce ia CH 3aMUCIIMTE LITO Ou
ce CJyuMJIO CO Bac IOKOJKY ceTo Toa 6u ro umane... M toram cre
peuncu noaroTeeHu aa nojaete.. EpuHcTBeHaTa paboTa wwTO BU
npeocTaHyBa e a “untaTe” v 1a pa3bepeTe Ha KOj TOUHO Ha4MH BH
€ MCMopayaHo OBa BU3YEJIHO “BUKaeE™: KAKO € “KOH(UTypupaHo™
KaKO € OpraHu3MpaHO CTHIMCTUUKH: KAKO Ce BKJIOMYyBa CO PYruTe
eJIeMEHTH Ha ypOAaHOTO >HBeewe M ONKpyXyBame; Kaje e
CMECTEHO “BUKAHETO™ U KOJIKY MOZKEJIO [1a IMHU f1a CE HamnpaBu U
fa ce MOoCTaBM TaMy. KaKOB B HAa EKCIUIMUMTHU W/uiau
MMIUTMLMTHY HAaBECTYBaka 3a BaLUWTE M3Pa3€HH WJM MOTHUCHATH
BHaTPELIHU NOTPeOu. MOrjeau UJIM OYEKYBama Ofl KMBOTOT TOA
co3faBa, Taka LITO WM Npaka NpeKy BU3YEJIHUTE KaHamM Ha
KOMYHMKauuja BO jaBHaTa c¢epa.. M ere cracaBTe. Beke
“non3uTe’” Harope Mo CKanqujaTa Ha BM3yeJIHaTa XuWepapxuja Ha
rpajcKUOT uHTepdejc.

Ha 0BOj WM OHOj HauMH, CUTE OBHE XMEPapXUM MOTEKHYyBaaT
O]l elHa OCHOBHAa XWepapxuja, KojaliTo e W HajckpueHa. Toa e
XHUepapxuckaTa pejauuja Mery yjorata Ha MONUTHUYKOTO W
yJorata Ha €KOHOMCKUTe (pakTOpu (acnmeKTH) BO >KMBOTOT Ha
Hekoj rpap u/unm omutecTBo. Co apyru 360poBM. BO OBaa
XHMepapxuja e cofip>kaHa KoHdurypauujata Ha ogHocuTe Mefy oBue
ABa akTopa (acrmeKkTH) U Taa € OOUUHO MOBU/NHBA BO TJABHUTE
MM TIOroJIeMUTE IPafioBM, OTKOJKY BO PypanHO NOApauje WM BO
noman rpan. Bo cekoj ciyuaj, oBaa koHdurypauuja cekorau ja
nedunnpa cneuuduuHata ynorpeba Ha jaBHMoT npoctop. Kora
NOJUTHUYKUTE (PAKTOPU T HAABNAMYBAaT EKOHOMCKUTE, MMaMe
noBeKe peryjiaTHBa M jacHa [JOMMHAlLMja Ha JaBHUOT HACMPOTH
NPMBATHUOT MHTEPEC; KOra MaK, €KOHOMCKHTE (hakTOpu ce
HaMeTHyBaaT mpej NOJUTHYKUTE, MMaMe HEeJOCTaTOK Of
perynaTiBa u jacHO MaHudecTHpaHa [OMMHALMja HA MPUBATHUOT
Haj jaBHUOT WHTepec. M1 BO fgBaTa ciyuaun KoHurypauujata Ha
NOJIMTHYKO-€KOHOMCKUTE (DaKTOpH € pe3yTaT Ha creunu YHHOT
BUJl MOJNrOpoueH pa3Boj Ha omwrecTBoTo. Ho. wTo e ywre
MOBa>KHO, TOA € Ppe3ynTaT M Ha OfpelleHu “nperoBopu” Mery
coLMjajIHUTE MPETCTABHULM HA YCJIOBUTE 33 KOPUCTEH:E HA JaABHUOT
npoctop. Ce pa3bupa, 360poT “NperoBopu” He MOpa HY>XXHO ja
MUMIUIMLMPA NOCTOEHE Ha OTBOPEH U TPAHCNAPEHTEH NPOLEC, HUTY
3HAuM IeKa TOa € aKTUBEH MPOLEC, UJIM MaK YLITe NOMaiKy feka
TOa ce MperoBopH BO 3ae[HMYKA KOPUCT Ha jaBHocTa. Ho u nokpaj
cé, cekoralll IOCTOM efieH BUJ “JOroBop” Kora cTaHysa 360p 3a
YCJIOBUTE Ha KOPUCTEHE HA JaBHUOT NMPOCTOP, HAKO TOa OU MOXKe O
[a ce M3pasu NpeKky HeJOCTAaTOK Ha MHTEepeC WM anaTuja Ha
>KMTEJIMTE BO HEKO] rpaf.
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Toa e npuuMHaTa nopaau Koja BO rpaj Kakos 1To e Hbyjopk.
rpaj Koj e MOMM 3a CEeTO OHa LITO ce nojpasdupa noa “Gu3HUC™ U
“kanuran”, ¥ rpajg Koj € UCTO Taka Mo>eOu Hajpa3BueHaTa
nasapHo/ypbaHa cpeijuHa BO CBETOT. OCTOM “‘A0roBop” 3a TaKBO

“s

“reTo”. unu OM pekje 3a pajoT Ha pekJaMHHOT ““0apok’. KakoB
wTo e Tajmc ckeep co cuTe Heropyu ruraiTcku LED naHoa. Toa e n
NpUYMHATAa 30UITO XMepapx1jaTa KojalTo ro fepuH1upa rpagckuot
uHTepdejc e npeBpTeHa Haomnaky M MOJ3EMHATa >KEeNe3HWua co
ceTa Hej3MHa TycTa Mpexa OflI CTaHWLM, NnaTdopMu, TYHEIM.
NpeMUHH M BJE30BM BO Ille/IMHA € NpefajieHa Ha BjafeereTo Ha
peknamHuTe 6undopau (cn. 5, 6). Toa e nmpuuuHaTa U 30WITO BO
[Mapu3 - eqMHCTBEHUOT rpaj BO CBETOT Kafe LITO UMATe YyBCTBO
IEKa € MUCJIEH M IPajlen HU3 BEKOBMTE CaMo 3a fla Ouae raefan. u
feka 3aTtoa Mopa fia 6ujie ybaB 10 CEKOj HAJjCUTEH fieTalb - [ypH U
MaaJICkOTO OMCTPO MMa OfHOC KOH peKJIaMHUTE Orjacu Ha
eCTeTCKHM HajnpujaTeH HauuH (cn. 7). Msrnena kako ce Bo [lapus -
Ol 3HauWTE 3a jaBHU ToOaneTu A0 OaJKOHCKUTE PpEeUeTKH W
HACTPELIHUIMTE Ha BJE30T BO PECTOPAHUTE - [1a € 3aMUCJIEHO Ja
BAMjae Ha BIEYAaTOKOT WITO Ke TO OCTaBaT JeKOPaTUBHUTE
enemeHTd. HaBucTuHa. He Moe fa ce Kaxe feka Bo Ilapu3s He
NOCTOM ByJrapHaTa pa3rOJIEHOCT, Ha MpPUMeEp, WM [leKa TaMy
NoHeKoralll HeMa JIypy U pnarPaHTHO NPOBOKATHBHY [JIETKU, KOU
3a OuyMTe Ha HEeKO] MOopalucT Hema jaa ©OupgaT wu3pa3s Ha
negocdunuja... [la Toa, noctou, Ho cenak, 3a pasmka oa Coduja.
Kora TaMmy ce ynotpeGyBa OBOj BUA “cnepTyBamwe”, TOoa €
HanpaBeHO O 100ap BKYC M CO HajrosemMa TaKTHYHOCT BO IyXOT Ha
NoKasjHaTa TpajMuMja Ha CENpUCYTHHOT, HO (BO MHTepec Ha
JaBHOCTA) KOHTPOJIMpaH xefAoHu3aM... (ci. 8.9)

He 61 Moxen kaTeropuHo f1a ro TBpjaM u Toa jieka Bo Napus
NOTNOJIHO OTCYCTBYBAaaT HEKOW BU3yeJIHM HEOOMUYHOCTH MJIU
HenpasuaHocTH. Bo uHTepcejcoT Ha cekoj rpaj noctTojaT npuMepH
KOM He ce TPaHCMapeHTHHU 3a TaKBUOT “nionseyku” nornef. Ja, Toa
ro uma u Bo [lapus. Ha nmpumep, Bo 2004. 3a Bpeme Ha MojoT
IecTMeceyeH npecToj Bo [lapu3s He ycneaB fa pa3bepam LUTO caka
Jla Kaxe rpajckaTa ynpaBa co €eH YJIMYeH 3HaK NOCTaBeH npej
Koucuepkepu Ha lle de la Cité, octpoBoT Ha pekata CeHa -
coobpaKaeH 3HaK NMOCTaBEH Ha TPOTOApOT, Ha KOj € MpuKa’kaHa

eflHa BO3pacHa mamka ¢urypa Kako Ap>u fieTe 3a paka (cn. 10).
durypute ce Genu Ha CMHA OCHOBA, MPEYKPTaHW CO LpBEHa
aujaroHanHa nMHuja. He MoxeB fa cdartam fanu o MeHe ce 6apa
Aa He cM ro [paMm feTeTo 3a paka. uau wrto? IloHekoraiu
NOMUCIyBaB fleKa MOrpelMJie Taka LITO HaMecTo Kyue. THe
Hauprane feTe...

INMocTojatr wucTto Taka npumepu Bo [lapus Ha oapeneHu
“ceqMMEeHTH” BO TpPaJCKHMOT HHTepdejc, KoM ce BepojaTHO
NOTNOJNHO BO3HEMHPYBAuKH 3a JyfeTO BO BPEMETO Kora ce
nojaBune. MucnaMm. Ha mpUMep. Ha CTOTULIMTE 3rPaju 3a XXHBEECHE
HU3 1IeJMOT rPpajl, UMM LITO r1aBHU (pacafy ce HEBEPOjaAHO TECHHU U
OCTpH, YECTO BO IIMPUHA Ha efieH npo3opel (ca. 11). [locTojaHo ru
noBeB €O MOjoT (OTO amapat, MUCNEjKH ce pa3dupa feka OBue
OCTPOAaroJIHM 3rpaguM MMaaT TaKBM YyJAHU OCHOBM EAWHCTBEHO
nopagy Toa IUTO LIeMaTa Ha PacroJIOXMBOTO 3eMjuliTe Ouna
¢opMHpaHa oI HarnaceHo CTPMHO /MjarOHalHO BKPCTYyBake Ha
aBe yavuu. Ho, Kako oo 1o TakBO BKPCTYBame W OTTaMy J10
MOXHOCTa 3a TOJIKY €KCNPECMBHO NnaHupawe W u3rpanba?
KoHevHo, 3akJly4uB [leKa oBMe YeCTH BKPCTYBakha Ce NPOM3BO/IM Ha
NO3HATUTE APACTUYHU W3MEHU BO YPOAHUCTUUKOTO NIaHUPatbe Ha
LeHTpanHoTo nojpauje Ha Ilapu3s Bo nepuosot mery 1853 u 1870,
cnpoBefleHO Ofi ypOaHUCTUUYKUMOT HHXeHep Bapon XaycmaH
OcmaH. Bo Toa BpeMe Toj cnpoBes paguKanHo opatbe Ha ['onemute
O6yneBapu (Le Grands Boulevards) w Tve pe3ysTaT ce U AeHec
BUAMBU. MucnaM Jieka BO IOYETKOT, OBUE 3rpajii He Ouie MHOTY
oMusieHu Mei'y ITapuxkaHHTe, MCTO KaKo LITO NOKACHO Ce xaJelle 1
Ha AjdenoBara kyna. IlaTem peyeHo, cOMEHaTOTO ypbaHo
npekpojyBarwe Ha [lapu3 ce Bp3yBa u 3a HoBaTa ha3a BO pa3BojoT
Ha ¢paHuyckuoT kanuranausaM... Cocema e NpUPOAHO fieKka Ouio
noTpeOHO BpeMe 3a W3MeHH BO “IOrOBapaweTo” 3a HauMHOT Ha
ynoTpeba Ha jJaBHMOT MpPOCTOP: HO Ke Ouje MoTpeGHO W ywTe
noBeke BpeMme 3a “Opulliele” Ha OHME Tparu Oji MpUBpEMEHaTa
AOMHHalW]ja Ha EKOHOMCKUTE TParu BP3 KMBOTOT Ha IPafioT 3a KOj
Emun 3ona nuiryBan Bo CBOMTE pOMaHM CO TOJKY rojema
€JIOKBEHTHOCT.

W Bo Mbyjopk nmoctou eaHa TakBa “ocTpa’ 3rpajga, UMEHO
nosuarara Flat Iron Building (“Ilezaa’), 3a KojauITo ce COMHEBaM



neKa My [esyBaia HaBpegJMBO OMJIO KOMY, Of MpOCTa MpUYHUHA
LWITO BKPCTYyBaweTO Ha 23 yauua, [leidiitiaitia asenitja v bpodeej
oTcekoralll GUJI0 TaKBO KAaKBO LITO € CEra U TOKMY Ha TOa MECTO...
MefyToa, TelKo 61 MOXENO Jla ce KaXke UCTOTO U 3a Tajmc ckeep,
OHAKOB KaKOB LITO e AeHec. MHTepdejcoT Ha OBOj MJOLLITAL (KaKo
nen of uHTepdejcoT Ha rpagoT Hbyjopk) e HagBop of cekoja
KeTeropHsaluja fok ockata y6aBo-rpao. Toj eiHocTaBHO MOCTOU
KaKO MHOTYy ryct yp6aH mpocTOp. KOJIUTO € 3aMHMCJEH KakKo
npoctop 3a Meauymute. [IpucTanoT BO  MEOMYMCKOTO
ONKPYXYyBate Ha Tajmc ckeéep UMHU MHOTY Mapu: KOMMaHUU U
Koprnopauui ce 60paT cO KOHKypeHuWjaTa M njakaaT OTFPOMHH
CYMHM NapH Oj] HUBHUTE FOJMILHM pEKJIaMHU OyyeTH (Ha mpumep,
KOMYHHUKALUMCKHOT UMH AT &T nnaka rogmiuHo $627.5 MUIMOHM 3a
pekanama Ha OTBOPEH MPOCTOp. napu KouwuTo ce camo 2.03% on
BKYMHHOT roiuiuied OyyeT 3a pekjaMa Ha OBaa KOpmopauwja).
KoMnanuuTe M KOprnopauMuTe niuakaaT 3a NpaBOTO Ja MMaar
npucTan o notpoulyBauoT. PaboraTa e Bo Toa wTo Bo Hbyjopk u
INapu3. nocTojaT KOH3YMEHTH U THE Ce TaMy CO eLeHHH, TaKa LITO
NMOCTOM M HEWTO IUTO € BpegHo 3a Gopba ako CTe OrpoMHa
KOprnopauuja...

Busyenuuot untepdejc Ha [lapus u Ha Hbyjopk e untepdejc
Ha rpafioBy BO )asa Ha 3peN M Pa3BHMEH KanUTalM3aM. Ha Nna3apHa
€KOHOMMja. PpeNaTHBHO [EMOKPAaTCKM M KpajHo eduKacHH
npouenypu. YynHo e 1uTo 3a pa3nuka of rpajosiite kako Coduja
uu BykypewT. Kou NpOBM30PHO I' NOBP3yBaM O paHUTe (a3u Ha
pa3Boj0T Ha Heo-KalmuTanu3MoT, OoxeMHaTa clobopma u
¢aekcubunHocta Ha nasapHata ekoHomuja Bo [lapus u Hbyjopk
(0a MMEHyBaME CaMO HEKOJIKY Off MHOTYTE€ MO>XHHU NMPHUMEPH), CO
BpPEME MOCTHUTHAJlE jaCHM NMpaBUlla 3a ypENyBake Ha BU3YEJIHATa
okonvHa. Bo oBMe rpagoBu e ouMrnefHa QOMMHalLMjaTa Ha
MOJIMTH'IKUTE BP3 EKOHOMCKUTE (hakTOpH, 3a pa3nuka on Coduja
u Bykypelur. kage wto umame obpaTHa cocTojba. Ipyr npumep e
1 Hcraubyn. rpag co M3MellaHH KapaKTEPHUCTHKH. KaJeliTo ce
YUHW [1eKa NO CHNa Ha TPalMLMjaTa. NOJIMTUHUKOTO [OMHHHUPA Hal
€KOHOMHjaTa BO BU3YEJIHOTO IPajICKO ONKpPYXKyBake. MefyToa, BO
nocnenuure 10-12 roaunu u Mcraubyn MUHyBa HM3 pajuKaiHa
TpaHccopMalja. MPeTBOPajKu ce BO peKjaMeH MeJUyM BO KOj c€
MOBEKE CE€ jaCHO BMAJIMBU CHUMNTOMH Ha KOH(Y3HH BH3YENHH
xuepapxuu. OBa BEpOjaTHO 3Ha'M [eKa JIOKaJlHaTa €KOHOMH)a

NMOYHYBA f1a CO3[laBa TAKBH MOTPOLIYBauH, HELITO LITO MOXE ia ce
3a0eexxu BO IpajckHOT MHTepdEjC U, ce pa3bupa, HEWITO LUTO €
e[Ha Off KApaKTEPUCTUKUTE Ha HEO-KaNMUTaIMCTHUKATA COCTO)6a.
Ipen pecer roguuu Bo McTaHOGyn He Moxea fa ce BUAAT
peknaMHu naHoa. He nocToelle HUIITO CIMYHO Ha OUIIO KaKOB BHI
Ha BU3yeiu3alMja Ha TOHYAEeHH [00pa. apTHUKIM, YCIyrH WM
cKpueHH xenbu. TpaguuuoHanHaTa rpagcka TProBuja. Kako Ha
npumep Bo nosHatata Kailaaut wapuija, ce 6a3upana Ha AMPEKTEH
YOBEUKH KOHTAKT Mely MpOAaBayoT U KYMyBauOT. Ha Ma3apewe U
HenocpegHa crnorofba 3a lleHaTa. HO MPUTOA MOCTHrHYBaHETO
LIEHa € caMO €eH MHHODEH ENEMEHT Ha 3aJOBOJICTBOTO BO
KOoMyHHKauujata. OBOj BMA Ha pa3MeHa KOj MOBEKe JIMUM Ha
TpaMmnaie Ha 1o6pa, HeMas noTpeba 3a pekJaMHO 06jaByBatbe HIH
BU3yeNIM3alMja Ha MOHYIEHUTE NPOU3BOAM Off MPOCTa MPHUUHA LITO
cé wTo 6M nocakale ia KynuMe € U3JI0XKEHO Ha HALIMOT Morjeq Ha
TPOTOApOT npef npopaBHuuUTe. PU3IMYKOTO MPUCYCTBO Ha
nobpara ¥ 3aJOBONCTBOTO BO M1a3aPEHETO. M NMPaBH U3JULIHK CUTE
BU3yeNHM MENUjaTOpPH KaKBU IITO ce OUNOOpAUTE U CIMUHUTE
ornacHu pekBu3suTH. [JoBpo € fma ce 3amOMHM M [eKa BO
TpaguuMjata Ha McnamckaTta KynTypa € anaboko BKOPEHETO
016MBAKLETO Ha aHTPONOMOP(HUTE MNpeTcTaBh. AKO NOCTOEse
6MNO KakBM BM3YEJIHM MHIMKATOPHU. TOraul Ofi acneKkTOT Ha
€KOHOMHMjaTa Toa ce OyKBUTE. TEKCTOBUTE. NIEUaTHUTE (POHTOBH M
cn. (cn. 12). Mcraubyn 6un 1 NEHEC ce yluTe € MPeTeXKHO rpaj Ha
TEKCTyaJHH KOMEPLHjalHH NOPAKH.
Hos enemeHT BO BM3yenHHoT uHTepdejc Ha McTaHbyn, nouHa
Na HUKHYBa BO MOCJENHUTE 5-0 TOOMHM M € HapeueH 6unbopa co
YOBEYKH W ApyrH (urypu. Manky no masnky, co NpoMEHara Ha
€KOHOMCKMOT aMbueHT, McTaHOyn cTaHa moBeKe Off caMO efeH
y6aB rpaj co 60raTo KyJTypHO U HCTOPHUCKO HACJIENCTBO U rpaj co
NMHaMU4eH pa3Boj. VIMEHo, TOj ce NpeTBOpa NnoJjeka BO “BU3YENHO
KEXOK rpaf” BO CHUTE HEroBd [JenoBu M 3ouu (cn. 13).
HajounrnenHara npoMeHa € Toa LUTO BO MHOTY Ofl TPrOBCKHUTE
30HM, MPOU3BONMTE UCIE3HYBAaT Of] TPOTOAPHUTE, MOBIEKYBA]KH CE
nnaboko BO BHATpELIHOCTAa Ha mnpopaaBHuuuTe. [IpogaBHMua
NoBeKe He € caMo Man fyKaH, TYKYy efeH BUJ Oy THK 1ypu H TOrati
kora Hynu camo kHuru, LU wan OB guckosu. Llenute BO OBHE
HOBM NPOJaBHULM C€ (PUKCHHM, IONEKA U3JIOZUTE CE NMPENOJIHETH CO
CHTE BUAOBM PEKJIAMHU PEKBU3UTH. Bo MHOrY cityuau. u3nosure Ha




CHUTE BUIOBM NMPOJABHUIIM CE LENOCHO MPEKPUEHH €O DUTypaTUBHU
peKJiaMH, TaKa LITO CTaHyBa GECMUCIIEHO la SUPHETE BHATpeE 3a fa
NPOBEPUTE IITO TOUHO BHU ce Hyau (cn. 14). B3aemuaTta foBep6a u
AMPEKTHHUOT, peuucu (PU3MUKM KOHTAKT Mefy INPOfaBavyoT M
KyNyBauoT Ha KOJWITO ce 3acHoBaule Tprosujata Bo McTanOyn,
cera e nocpejyBaHa npeky 6OraTCTBOTO Ha BM3YyeJIHM Orjacu -
MPBO TJIEfATE 1ITO € NPUKAKAHO HA CIUKMTE TpPEJ Bac, a N0T0a ce
obuayBaTe 1a NPETNOCTABUTE U 1a TOrOAMTE LUTO MOKE fia Ce Hajie
BHaTpe. OBa cenak He e caMo ¢yHJaMeHTajHa NPOMEHa BO
NPHUCTANOT KOH Na3apeweTo. TyKy € KYJNTypHa NpOMeHa, NpoMeHa
Ha norneguTe Ha MefyceOHMTE OIHOCH Ha NyeTO M Ha HUBHUOT
OJIHOC KOH IPafioT U >KUBEEHETO BO HETO.

A MMa M HEWTO WITO € YUITe NOMHTepecHo. Bo Hekou o
6mimTe MOXKE [1a C€ Hau[e Ha M3HEHAJyBauKW apaHXKMaHHU Ha
M3JI03UTEe BO KOM MOKpaj KYKJMTE Ceé BKJYYEHW M THTaHTCKH
6unbopan co cororpacuu Ha mMofenu (Kou OOMUHO M3rnefaaT
TMIIMYHO €BPONCKM) objieyeHH BO rapgepobara LITO ja Hymu
6ytukor. OBa HarjnaceHo NOTEHUMpawke CO
yABOjyBale Ha BU3yeJHAaTa MOHYJAAa CO HAKWUTEHU s
YOBEUYKM (PUTypH, MOXKE fla Ce NPOTOJIKYBa Kako
notpeba 3a KOMMNEH3alMja Ha BUCTHHCKMTEe J0Opa
LWITO TPaiMLMOHANHO C€ HyJeNe Ha yJauua M Kako
OOM[l la Ce€ CTEKHE LUTO NOBeKe 0/l OYEKYBAmETO U
nosepbaTa Ha moTeHuMjanaHuTe Kynyeauu. Ha Toj
HaUuH “XKEIWKHOT KOHTEKCT Ha CTAPMOT HAYUH Ha
MCTaHOYJICKOTO na3apyBawe € TpaHcOpMHMpaH BO
AMCTaHIMpaHa 1 “CTyJleHa” pa3MeHa Ha Napy CO CTOKa
on rjaobaneH BUJ. HELITO LUITO MOKE fla C€ CPeTHE BO
CeKoj rpaji Ha 3eMjMHaTa TonkKa.

MefyToa. co oraen Ha Toa wto Mctaubyin. ce
ywmTe. He cnafa BO BMCOKO pa3BMEHHUTE
KanuMTaauCTUUKHK rpajloBu Of THUINOT Ha Hapn3 HITIH
tbyjopk, Bo Hero Moxke fa ce 3abenexar MHTEPECHH
¢dopMu Ha BM3yenHa TpaH3MIMja BO KOja ce
pecdnekTHpa  XKMBOCTA Ha TOa EKOHOMCKO
onkpy:KyBawe. Tue ¢hopmu ce no npaBuIO NOBP3aHU
CO “MHUECTYO3HUTE" BPCKM MEFY JIOKAJNHUTE U
yBe3eHUTE OM3HMCH. a Mpefl C€ CO HAUMHOT Ha KOj ce BU3yenu3upa
NPUCYCTBOTO Ha Na3apoT ¥ NPUCTANOT [0 NOTPOLIYBaYnuTe (HE CyM
CHI'YpeH JeKa TykKa MoOXe fa ce 300pyBa 3a BHCTHHCKH
NOTpOLIYyBauYM BO 3amagHa cMucna). Ha npumep. Ha orpomuuor
6unbopa  3a 1IBAjUAPCKMOT MPOM3BOAMTEN Ha uyacoBHMUM Ceou
(xoj ro BupoB Bo Mapt 2005 moctaBeH Han Hcitiuknaaa kadeud,
riaaBHaTa “WIONMHI” ynula BO OTMEHHMOT KBapT bejozay).
npuKa)kaHa e MJlajla >KeHa Koja 61 6uNia rona fla He e Hej3MHaTa
obneka O]l 4YaCOBHHMI M, KOHULITO CE€ HUCTypaaT Bp3 [JAaBUTE Ha
MuHyBauuTe (cn. 16). IlpobnemMOT Ha BM3YENHMOT ja3MK Ha
peKNaMHTe M HEroBUTE CKPHUEHM KJMILEAa M MEHTAJIHU CTaBOBH.
TyKa € IMOCEpUO3eH OTKONKY WITO € Toa BoobGuuaeHo. Bo
cpamexknuBaTa ypbaHa Bu3yenHocT Ha McTanbyn, HeMa MecTo 3a
pasrosienu Tena (noce6GHO nmpallake € fajiu 40 Toa € A0jAeHO “no
neduHUIM]a”, nopagyu pecTPUKLMM MM OpaJii caMOo-Lie H3ypaTa Ha
OHOJ WITO pekjiaMupa...). Of Apyra cTpaHa. MpocTOp 3a XKenbu He
HeJoCcTacyBa M TOa HajMHOTY Kaj MalukuTe cybjeKTH. OupaejKn
Ucranbyin, kako u Coduja e TUNMYHO naTpujapxaneH GanKaHCKH
rpan. Moxebu Toa e u npuunHaTa 3amTo Ceoy ce pewunn fa ro
MCKOPHUCTH OBOj €IHOCTAaBEH TPHUK. CKPOEH N0 MEPKa Ha JIOKaJHUTe
CTaBOBU W KOHBEHIIMH, UMJALITO MOPAKa BEJM [€Ka €ANHCTBEHOTO
HEWTO WTO CTOM noMefy MalIKMOT moTpouyBay M ybaBaTa
HeBOjKa, 00jeKTOT Ha HErOBUTE Xebu e (hycTaHOT Off YaCOBHMIIH.
ITa Taka, ako cakare fja ja fobuere neBojkara. Tpeda Ja nmocervere
M NpBO Ja ro 3rpabunTe 4acOBHMKOT.. Kako pesynrar ce jaByBa
TpaHcepoT Ha kenbaTa Oj1 eAHMOT. HeflocTaneH 06jeKT Ha Apyr
coceMa jlocTaneH 06jeKT. a O TOa LITO K& ro MMaTe JOCTaNHUOT,
MOXKETE [la Ce HafeBaTe [leKa HeKoraul BO MJHMHA Ke jobuere
npHUCcTan U 10 OHOj HeJocTaneH 06jeKT Ha kenbaTa - CeTo Toa ce
NOCTanKH BOOOMYAEHH 3a ja3MKOT M 3HALMTE Ha peKjaMaTa.

BusyenHu npuMepu off OBOj BUJl MOXKe JEHEC fla Cé CpeTHaT
Hacekafe Bo McTanOyn. MHory op HMB ce fien O PEKJIAMHOTO
npUCycTBO Ha npuMep Ha Koxa koaa (cn. 17). Ho, nounrepecto e
la ce BMAM KaKO JIOKaJlHa Koprnopauuja, Kakpa LITO €
¢uHaHcuckaTa rpynauuja Sapawitie (no3HaTa M Mo TOa ITO €
HajCMJIHUOT MOMAAP:KYBaY Ha COBPEMEHATa yMETHUYKa CleHa BO

rpajoT) ja pekjamupa ynoTpebaTa Ha HHUBHMTE KPEIUTHH
KapTHUKH Ha 6unbopauTe paceam no ueauoT rpap. Bo mapt 2005.
Toa Gewle GUNOOPHOT Ha KOj € MpHMKaXkaHa eflHa Mnajla KeHa CcO
pycokoca nepuka M Koja Ou OGMNia MOTNOJIHO rojia ako He e
(ycranoT o GaHKHOTH CO KOj Ce MOKPUEHH ENIOBH Ofl HEJ3MHOTO
Teno.. (cn. 18). Canunocra co 6Gunbopaute Ha Caou € HECOMHEHaA,
1 GUII0 la € CJIyuajHa WM He, Taa € eieH OJ] EBUEHTHUTE NPUMEPH
KOM Ja OTKpHMBaaT TpaHcopmauujaTa Ha eKOHOMHMjaTa Ha
Hcranbyn (mnum Boomwto Ha Typuwmja). CnuueH npumep e u
pekJsiaMHara Tabna Ha BPBOT Off €lleH PecTOpaH BO bLeuwtkitiaut,
HajeBPOINCKUOT JieJl o ueHTapoT Ha McTanbyn, Koj ro uudopmupa
MylITEpHjaTa fleKka BO HEro Moxe fla ce Jobue luBajiapcku Kebdan
(nmpeTnocTaByBaB fleKa TOa MOXe ja Ouge M3MHCIMLA caMO Ha
HeKoj racrapbajrep noBpaTHuk) (ci. 19).

Bo uckylene cyM oBHe MPUMEPH 1a TH CMETaM 3a NPBH 3HaLU
Ha efleH BMJ] JIOKaJiHa Bep3Mja Ha Ma3apHaTa eKOHOMMja. Koja
NMOMMHYBA HM3 1npouec Ha rnobanu3ainuja INON COMNCTBEHI

cneuuguunu  ycnosu. Op acnekt Ha ypOana
"= BM3YEJHOCT. COCEMA € OMpaBJaHO KanMTaiu3MOT
§ B wro ce ciyuysa Bo McTanOyn na ce necunmnpa kako
1= HeO-KaMMTANM3aM CO TUIMHO HEjacHU “nipasuna’ 3a
BU3YEJIHO KOPHUCTEHE Ha JaBHMOT MPOCTOP.
CronanctBoto BO Mcrandyn orcekoraum Ouso
Cnorof6eHo, HO HE MOJKE 1a Ce KaxKe IeKa € L|EJIOCHO
nasapHo. Y1uTe e NOMaJiKy jacHO Jajii, KOra M Kako
NOJIMTHKATA BO TOj rpaj Ke ycrnee fa ja HajBnajgee
ekoHommjaTa? He MOxe na ce cornega HUTY TOa
nanu ypb6anuot npoctop Ha Mcranbyn Ke ycnee na
I'¥ IOCTUTHE creun(UKUTE Ha jaBHOTO BO €BPOINCKA
cMucna. OuaejKu Toa € rpajg Koj € M NnoHaTamy BO
cocToj6a Ha TpaHcopMalmja, MCTO TOJKY KOJKY
wro ce u Coduja u Bykypewr. Pasznukure ce
HaofaaT BO HMBHMTE MOYETHU NO3MLUU. AOAEKa
CIMYHOCTUTE CE BO TOA IUTO HUBHUTE KpajHU
ONlpEMIIHA  TOYKM  CYWITMHCKM  M3rnefaar
uaeHTHuYHo raobanuu. TokMmy 3aTroa MoxeMe fa
3a0enexXuMe CIMYHU TPUMEPOLUM HA “BU3YEJIHU
HeperyJaapHocTH” (M1, HeOOMYHOCTH) BO CUTE OBHME PafOBH. IUTO
JlaBa OCHOBHM 3a crniopefiou Mery HMB.

TakBu OCHOBM MO:Ke la ce cpeTHaT Hacekaae Bo McTanby. na
AyPHY ¥ OHaMy KaflelUTO rpajckaTa ynpasa ro pekjiaMmpa caMMoT
rpafl... [ToTOUHO BO HaUMHOT Ha KOj IPafCKMTE BJACTH, OAHOCHO
MOJMTUUYKHOT UMHUTEN BO XMEPAPXMCKHOT nap
NOJMTHKA/eKOHOMHja, OUMTJIEHO He ce BO cocTojba (cé ywre He
ce. UM He ce mnoBeke. ?) a ro HaMeTHaT NMKTAaTOT Ha
MOJIMTHUKUTE (DAaKTOPU BP3 EKOHOMCKHMTE - HELITO LUTO € TUIIMUHO
3a rpajloBUTE BO 3pENI0 Pa3BMEHMOT KanuTanu3aM. Taka Ha
npumep, Bo MapT 2005 chacagaTa Ha MCTOPUCKM 3HAuajHaTa 3rpaja
Ha Togane BO LEHTpanHOTO nopapauje, Oelle yKpaceHa coO
cnegHata KOMOMHalUMja of €HO [0 APYro noctaBeHu Gunbopau:
Hajl M3JIOTrOT Ha lyKaH 3a Opy:xXje ce Hajue efieH ronem 6undopn co
30 c¢otorpacpuja Ha IMIUTON M KYPLUYMH, a BEJHALl O HEro Ha
supoT Ha Toghame ywiTe efieH rUraHTcku GunGOpA Ha KOj Ha MHOTY
caMoyBepeH HauMH nuvwyBsa “Hcranbyn - 'pagot Ha JbyGoBTa M
counwtata” (ca. 20). Osaa ancypgHa KomOMHauMja of
AMjaMeTpPaNHO CNPOTMBCTABEHM TNOpPaKM JenyBa MNOTNOJHO
30yHyBauyKM (OCBEH aKO Ha MUIUTOJNOT HE rieflaMe Kako Ha Opyxkje
3a 3a[l0BOJIyBam€ Ha CTPAcTa, ako He U Ha JbyOoBTa... ). Kako wTto
u3rnefa, Mako rpajackute BnacTv Ha McrtanOyn moxxebOu He ru
N03BOJIyBaaT roJIOTHjaTa M alKOXOJOT Ha GunbopauTe. cenak ce
YMHM JIEKAa HE MOXaT fla ce cnpaBaT co nuiuTonute.. I[lpumepor
MOKaKyBa IeKa IPUBAaTHUOT EKOHOMCKHM MHTEPEC Ha MaJIMOT yKaH
3a opyxXje € INOCHJIEH Ofl jaBHMOT MHTEpec Ha rpajoT. KOj ce
3aCHOBYBAa Ha TYPU3MOT KakKO YCJIOB 3a CTEKHYBalb€ Ha OMTa
6narococtoj6a.. Mnun Moxkebu cranyBa 360p 3a Toa fieKa rpajor.
KOj fofeKa NOMMHYBa HU3 r106ann3alMcKMOT NPOLEC Ha EBPOINCKH
HauMH, 3anafa BO HEO-KAMMTAJUCTHYKM COCTOjOM M OTTaMy
BM3YeJIHOCTa Ha rpajoT [03BOJYBa “HEPYranapHOCTH” U aHOMaluu
BO NOJNMTHUYKO/EKOHOMCKATa Xuepapxuja?

Heo-kanutanuctuukute odenexija ce MHOTYy MnojacHo
necdunmnpanu Bo cayqajot Ha Cocduja m Bykypewr. Tyka BefHaiu
TpebGa Aa KaxkaM JeKa Ofl BU3YEJIHO CTAHOBHUILTE. OBA 3HAYU E€Ka
€KOHOMCKHMTE ACTMEKTU [OMUHUPAAT HAJl MOJUTUUKUTE, OJHOCHO
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JleKa NpUBAaTHUTE MHTEPECH JOMUHUPAAT HaJl OMuUTOTO A06pO. Bu
PEKOJ UCTO Taka M JleKa OJl BU3YEJHO CTAHOBHILTE MNOCTOM
“KanuTaiam3am’. Ho 1 “KanuTaimu3Mu”. BULoT Ha KanuTanau3am Lto
e Bo faejctBo Bo Codumja u Bykypewr, Kako U BO MHOTY ApYru
IPaoBH LUTO JOCEra He MU Ce MPY>KUJIAa MPUJIMKA MOJETANHO a TH
pasrnefam, cnafa BO TMNMYEH NPUMEDP HA “‘HEO-KanuTanM3am™.
Cnenejku ja Taa JMHMja Ha rnefawe. 6u OMIO M3BOHpPENHO
MHTEPECHO J1a Ce BUW KaKO W3rjefa KWHeckaTa BapujaHTa Ha Heo-
KanuTaju3MOT. 3aCHOBAHA Ha CE YILTE BaXKEUKATA COLM)al MICTUUKA
upeonoruja? Ho - wTo e Toa BCYWIHOCT ‘“‘Heo-KanuTamu3am™?
MMajku npemBup feka He CYM HHUTY TMOJMTHKOJOF, HUTY
E€KOHOMMUCT. Ke MOHYJaM caMmo efHa paboTHa Xumnoresa, Koja ce
OfIHeCyBa Ha BH3yeNHHOT “Heo-KanuTanmsam™...
“Heo-kanutanu3mMoT” € elleH Ol NOBEKETO BHIOBH
“KanuTaJu3Mu™, KOJWITO MOTEKHYBa O MOLHMOT COLMjan3am -
OHaKOB KakoOB LUTO O MO3HaBaBMe BO 3eMjUTe of OWBLIMOT
coBeTcku 610k Bo EBpona. [loTOuHO. Heo-KanuTanu3MoOT €
3aCHOBAH Ha COCTOjOMTE BO MOCT-COLMjANM3MOT MU Ha HErOBOTO
rJIaBHO Npallake - KakBa e pelucTpubyLmjaTa Ha ONITECTBEHOTO
6oratcTBo akymymupaHo npen 1989 romumHa (mokosky Toa
BoomuTo Oeulle AOCTAaNHO M HAYMHOT Kako Oelle HanpaBeHo
nocranHo). PeliaBameTo Ha 0Ba npaiuawe € BCYLIHOCT MACKHPaHO
KaKO Npolec Ha pefudUHUpae Ha KOHLUENTOT Ha “NpuUBaTHa
COMCTBEHOCT”, 3a Ja Ce OCUrypaaT HEroBUTE NPABHU rapaHUWU U
¢uckanHaTa 3aneMeHTHpaHocT. [locTOM MiaH 3a KOHCTpyHpake
Ha HEeO-KaNUTanM3MOT. 6e3 orne KoKy TOa MPOHUYHO 61 MOXEJNO
na 3Byud. TeOpHCKH, HEO-KANUTAIM3MOT € KOHCTPYMpPaH cropef
KOHKPETEH MOfes] - MOJENOT Ha 3anajHoeBpONcKaTa nasapHa
€eKOHOMHW]a M napjaMeHTapHa femokpatuja. Bo cTBapHocTa. Heo-
KanuTanM3MOT ce pa3BMBa CHOpel CBOja CONCTBEHa JIOTMKa,
3aTCKPUBAjKM TrO NpPUTOA PErpynupawmeTro Ha eIUTHUTE,
peaucTpubyuujaTa Ha GOraTCTBOTO, 3aCOJIHYBawe€TO BO HOBH
MOJIMTHUYKK U EKOHOMCKHM COjy3u U ci1. PanaTta ¢asa Ha pa3BojoT Ha
HEO-KanuTaJM3MOT 3alloyHyBa TOraul KOra € 3aBplleH NMPOLEecoT
Ha pemucTpuOylMja M 3eMjaTa 3anouHyBa CO MMIJIEMEHTALMja Ha
JNUHMMTE Ha “cTabuinusauuja” u “HOpManusauuja”. BO WITO €
nobpefojaeHo BKJyuyBamheTO CO Hab/byayBalme Ha MOKHUTE
Mel'yHapOJIHH MHCTUTYLUK Kako wto ce MM®, Ceetcka 6anka, EY
1 1p. 3a Heo-KanMTaIM3aM B O CBOjaTa HajuucTa opMa. Moxe fa ce

H E M E

300pyBa MO KaHaJW3UPaWETO HA OBOj NPOLEC BO NapaMeTpuTe Ha
“nperoBopH 3a npucTanyBate Bo EY”, oqfHOCHO N0 Hen36eXXHOTo
BOBEJlyBalke Ha LUBPCT MOHUTOPHHI, NPUTUCOK 3a jacHO
peryaupare Ha aKTUBHOCTHTE, IPOMEHA BO JIeruciaTUBaTa U BO
€KOHOMMaTa, M TOrall Kora e JIOCTUrHaT 6apeM HEKaKOB CKPOMEH
HUBO Ha mpocnepuTeT. PanaTta ¢a3a Ha Heo-kanuTanu3am, 6apem
Bo Byrapuja u Pomanuja, 61 Tpeb6ano na 3aBpum co opManHoOTO
npucTanyBamwe Ha oBue 3eMmju Bo EY. (Mako 3Ham peka 3a MeHe
oBaa paHa aza Ke Ouie 3aBplueHa Toraiwl Kora coduckara
nonMuMja Ke MOYHe fa UM M3JaBa Ka3Hu OapeM 3a mapkuparbe Ha
COMCTBEHNUMTE Ha CMUTE OHME HAKOHTEHM KOJM, KOM HelleraiHo
3acTaHyBaaT Ha cpen OyneBapot npen [laameidi kayboid BO
ueHTapoT Ha Codmja Bo meTok mmm cabora HaBeuep...) Cnopen
TOa, 6yrapcko/poMaHCKaTa Bep3uja Ha HEO-KaNMUTaiIM3MOT Off efiHa
cTpaHa ja fepMHUpa HacjeACTBOTO Ha MOCT-COUMjanu3MOT W, Off
Apyra cTpaHa, MpUTHCOKOT Ha npaBunaTta Ha EY. [IBara ¢dakTopa
1M ce uHxepeHTHH Ha BT u PO Heo-kanuTanuMsMoT - BO cMUclia Ha
NOTEKNOTO W/unu U360pOT.

Heo-kanuTanuimor e:

A) kanuTanu3am 6e3 6yp>|<0213|4ja2 - ctapaTta 6yp>ko3uja Hetie
YHHMLITEHA, lofleka Ha popMUpaeTo Ha HoBaTa Ke u Tpeba efHa-
[O-NiBE IeHepaluM U3pacHaTH Bo 6oraTcTBO UM GapeM BO HaropeH
OMIUTECTBEH pacT.

B) norpouwyBauko onwTecTBO 6€3 noTpoulyBaud -
NeH3UOHUPaHH Jlyf'e NasapyBaaT BO MaaJICKM rapaxu NpeTBOpPEeHH
BO rpaHamu (cn. 21, 22). mnaguM Jayfe uwietTaaT Mo HAaKUTEHUOT
GyneBap Buitiowa v NoHEKOralll KynyBaaT BO TAMOLUHUTE OyTHULM:
pyAMMeHTapHaTa NOTpOLIyBauka CpefHa Kjaca ogM Bo MeTtpo
CynepMapKeTUTe WM Ha HUB CJIMUYHM, HO 3acera TMe caMo Tpynaat
HenoTpeOHU pe3epBM — CaMO pPETKM MOEAMHLUM TO uMaaT
[OCTUrHATO CTENEHOT Ha Na3apyBake 110 HaBUKa, HAMECTO IO CUla
Ha noTpebuTe;

B) rpaackvoT npocTop uma BusyeneH uHTepdejc, oHamy Kane
IITO €KOHOMCKHOT (MpMBATEH) MHTEpPeC [NOMWUHMpA Haj
NOJMTHUKHMOT (jJaBHMOT MHTEPEC). M TOA € W3PA3EHO CO PaCTUYHO
BUIJIMBU XHEPAapXUM JOJK BepTHKalHaTa ocka (kako Bo Codwja)
MJIM BO CMMCJIa Ha BesiMunHa (Kako Bo BykypuiT) —coppxuHuTe (1
ynorpebarta) Ha jaBHUOT NPOCTOP CE HAriaceHo mpobsieMaTHUHH.
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MecTo uMMa camo 3a BOOOMYAEHM MOMIAKM 33 HENOCTATOK Off
MOTPOLUYBAYKH WAEHTHTET Kaj XKUTEAUTE BO rpafot (cn.23).

) Heo-kanMTanMCTMYKMOT Trpaj € “BuU3yeneH paj” 3a
peKJIaMHUTE, UJIM MOTOYHO PEeYeHo, Toj e “paj 3a 6unbopaure” (ci.
24, 25, 26. 27), KaKO BO OfJHOC HAa OrPOMHUTE KOJMYMHM Ha
pEKJIaMHM MecTa. Taka M BO OfHOC Ha 06e300pa3ueTo BO
NPOMMCKYMTETHOTO KOPHMCTEHE Ha BU3YEJIHUTE U CEMAHTMYKHUTE
KOJIOBM KOM CE€ BajaT oj ‘“‘BajkaHaTa” MOTCBECT HA rpajcKaTa
nonynauuja. Ha Toa Tpe6a na ce fonanat 1 OUMrieHO 3HauajHUTe
¢uHaHcucku npoduTH off 0Baa e jHOCT, Kou Ha npumep Bo Coduja,
NpeTCTaByBaaT TEPEH 3a FOJIEMH 3[ENKM BO KOM YUYECTByBaaT
NoBeKe 3aMHTEPECHMPAHM CTpaHW, Mely KOM crnafaaT M OHHE Ha
rpajiCKMOT COBET M HETOBUTE YJIEHOBH. MefyToa. leHTe MO KOM ce
OCTBapyBa MPUCTaNOT 0 NOTPOLIYBAYOT HA PEKJIAMMTE M CTOKHTE
Ce CMELIHO HUCKM BO OfHOC Ha NpUAOOMBKHMTE 3a A0OPOTO Ha
rpajioT ¥ HETOBUTE Iparany (jac IMUHO He OM MMaJ HUIUTO NPOTHB
[a MMa [IBOJHO TMOBEKE W MOBYyJrapHu O6unbopau. ako Toa Ou
3HAYesI0 ¥ HABUCTHHA 106ap NPUXOA 3a rpajoT LITO K& OBO3MOXH
na ce nonpasu 6apeM NMIOYHUKOT NMPEJ MojaTa 3rpaja);

[1) BO HeO-KanmUTaIM3MOT He ce paboTH TONKY 3a eduKacHa
NpOAYKIHja, KOJIKY LITO ce paboTH 3a ePUKACHO “3aKauyBame Ha
jagMuaTa” Ha MOTPOLIYBAa4yKaTa; TO] HE € TOJKY CBPTEH KOH
NPUXOAUTE M MPOCUTUTE O MPOAYKLMjaTa U EKCMIOATALM]ATA, a
YLITE MOMAJIKY ¥ KOH HaNpeJHUTE TEXHOJOTUU U NPOLECH, KONKY
WITO € CBPTEH KOH “00pa3yBameTO” M ‘“‘MHCTAIMPaWmETO” Ha
noTpoluyBayka kenba. MucnaM eka Haj3aHMMIMBMOT NPOLEC 3a
Hab/bynyBame BO palameTO M pa3BOjOT Ha OBa OMNIUTECTBO €
parameTo Ha MOTPOLIYBA4OT Off JIEWIOT HA COL-PAOOTHUKOT M Ha
HEO-KAMUTAJIUCTAYKMOT OM3HUCMEH O JIEWOT Ha COl-
anapaTyukoT (BMCOK UMHOBHMK BO HOMEHKJaTypaTa Ha
HEKOrauHaTa CoLMjaNucTUYKa GUpPOKpaTHuja);

[) “BMILIOKOT Ha BPEIHOCT” BO HEO-KAMUTAIM3MOT HE 10afa off
eKcnioaTaumMjaTta. TyKy Ofl CNeKkyJlalujaTa - ol JaHOYHaTa eBasuja
1 laHOYHATa U3MaMa, IBOJHOTO CMETKOBOJCTBO. 3710ynoTpebaTa Ha
MOK M BIIMjaHMja. KOpynuMjaTa u ci;

E) xako nonaTok Ha ApacTHYHHOT KOHTPACT HAa XMEPAPXHUMTE,
BU3YEJIHOTO ONKPYXYBale BO HEO-KAMMTAIMCTHYKHOT rpaj ce
KapakTepu3sMpa co 0OapoKHO M300MICTBO M  OpyTalHO
pacTerHyBame Ha MeTadOpuUTe M Kiuuieata off OMIO KOj BMI:
apPXMTEKTOHCKHM, BU3YENICH MM CEMAHTHYKH.

HajsupnuBaTta copfp>KMHa Ha BU3YENHHOT ja3sMK Ha
peKkJaMHOTO onkpy>kyBaie Ha Coduja (Hewrto no wto Coduja e
€IMHCTBEHa BO cmopeaba co [PYyrMTe HEO-KanMTaMCTHUKH
rpajoBM). € Cynep HarjaceHaTa BYJrapHOCT M NPEKYMEPHO
3710yNOTPEGEHUOT EPOTU3AM HA BHU3YEJIHUTE M IPYTH NOPaKH cO
KOM € 3acuTeH jaBHMOT npoctop. Cnopen aeduHuuMjaTa Ha
Anekcanpnap Koces. nafiena 3a Bpeme Ha Bu3yesHHOT ceMUHAp BO
Codpuja Bo 2003.. “npercraBaTa Ha >K€Ha BO jaBHMOT NMPOCTOP Ha
Coduja e npeTcTaBa Ha NpocTUTYTKa” (Ha Gyrapcku “jaBHa >KeHa’.
u3pa3 Kojuto e nodopmaneH of mpoctutyTka) (ca. 28, 29, 30).
I'naBHOTO OGenexje Ha COUCKUOT BU3YENIEH HEO-KAMUTANM3AM €
BEKE CMOMEHAaTHOT [pacTHUYeH TpaHcdep Off CACH Ha JApYT O0jeKT.
[MpucycTBOTO Ha TOJKABM KOJMUMHU TOJNOTHja HA GOXXEMHHUTE
CKPHEHHU (M HE TOJIKY CKPMEHHM) “Xenbu” Ha MALUKMOT >KUTEN Ha
Coduja Bo 6Un6OpA peKJAMUTE HA ANKOXOJ U APYrd MPOM3BOAM,
NPETCTYBaBa BCYLIHOCT NMPU3HAHME [I€KA BO OCHOBA M HE MOCTOM
BUCTHMHCKA (pUrypa Ha NnoTpollyBay BO EKOHOMHjaTa Ha rpajoT (1
Ha Ip>KaBaTa) — CEKOj HE MOXE [1a CH [O3BOJIM MEPLEEC UMM, HO
CEKOJ MOXKE J1a M1E aNIKOXOJI: CEKOj HE MOXKE 1a CH JO3BOJIM LMK U
CEKCH [IEBOjKA, HO CEKOj MO>KE BE[JHALL [1a 3TPANyM LUMLLIE CMP3HATa
BOAKa MM OpeHau on dpuxkupeport... (ca. 31). BusyenHoro
nonbyuHyBame MNOHeKoraw e BO cdepaTa Ha CeKCyallHUTe
KOHTakTH. Toa ce cayyysa Toraw Kora Ce ClydyyBa M KpajHMOT
TpaHcdep Ha kenba on efeH Ha apyr o6jekT. Bo Toj cnyuaj ce
OTKpMBAa M KpajHaTa MOpaka Ha PEKJIAMHOTO OMKPY>KYBame,
OJJHOCHO BCAJyBAHETO HA HEO-KANMTAIMCTHYKHMOT XKMBOTEH CTHII
BO COLMjAJHMOT CMEKTap: jac MoXKebu He MoXKaM fAa Tpowam (1
JKMBEAM) Kako OoraTawi, HO 6GapeM MOXaM Ja CH [03BOJaM
KPpaJsCKo Aynemwe cekoraiu Kora Ke nocakam... llito ke peuere Ha
Toa! Ia, ajae na Bugume... (cn. 32, 33).

Bo MOMEHTOB, HajouuriejHaTa Xuepapxuja BO BU3YEJIHHOT
uHtepoejc Ha Coduja e xuepapxujata yrope-ynoay (ci. 34), kako
W XWepapxujaTa Tpajcku Maana-rpafcku ueHtap (cn 35). uako

ylWITE MOAMPEKTHM MOXAT fa OMOAT NMPUMEPHUTE HAa MELIAHE Ha
ypO6aHUTE NPOCTOPH, KAKO HA NPUMEP OHHUE KOPINOPALMUCKH
CTAKJIEHH KO KM LUTO CE U3BULLYBAAT CPEl PE3U/IEHLIM jaIHUTE 30HH
Maaoocin, Jbyaun w [Adpyw6a, nNO3HaTH O BPEMETO Ha
couujammu3amMoT. Bo  ueHTapoT Ha  rpajot  QOMMHMpa
KOPMNOPAaTHBHMOT aMO6ieM, MOCTaBeH BUCOKO Hajl NMOKPUBMTE Ha
srpagute (cn. 36) (uct e cayyajor M Bo Bykypewr).
KopnopaTusxuTe am6aemu ce 6J1eCKaBU M NPEMHOTY ancTPaKTHH,
HajyecTo pefylMpaHu CaMO Ha KOpNopaTHBHOTO joro. Toj He naBa
KOHKpETHa MH(GOpMalMja M BO CEMaHTHYKa CMHUCIA TOj € a-
KOHTEKCTYaJIEH, MM MOTOYHO TOj CH MM CONCTBEH KOHTEKCT GE3
6GMIO0 KAaKBU BU3YEJIHM BPCKU MIM pedbepeHln cO MPOU3BOAOT LUTO
ro Hyau kopnopauujara (ci1. 37). KopnopaTHBHOTO JIOro 1OMMHHPa
M “ynpaByBa” cO BU3yEJIHO OFPOMHHU NMPOCTPAHcTBa. Toj e HajuecTo
NOCTAaBEH HAa MHOTy BMCOKM TOYKHM, OHaMy Kaje wro 6u Oune
CMECTEHM MIEONIOLIKUTE CIOraHM HA MOHYMEHTAJIHATA Nponaraxaa
on npex 1989. OBoj BuA BU3YEJHO NPUCYCTBO € jaCE€H MHAMKATOP 3a
TOAa KOj ja Ap>KM BJacTa BO 3eMjaTa.

Haj36yHyBatiku NpUMep BO OBOj KOHTEKCT € HEOHCKHMOT 3HaK
Ha KoprnopauujaTa @uauiic, KOjLITO CTOM CO TONMHU HAa BPBOT HA
3rpajara NnoMHaky nosHarta kako Bonuuna 3a utHa uera /Tupozos
(cn. 38). OTcycTBOTO Ha 6MNO KakBa MH(OpMaLMja/MHIMKaLKja 32
BMCTHMHCKATa jaBHA (YHK1Mja/HaMEHa Ha 3rpajaTa U BO KOHTEKCT
Ha NpeTnocTaBeHaTa “HagMOK” Ha Quauiic Hap [Tupoios
60JHMUATa (KAKO CMOH30p Ha OnpemaTa M [p.) jac 6M ro HapekoJ
“Bu3yenHa rpeurka”. ¥IMa MHory takBu rpewiku Bo Cocduja u THe
MM CJIy>KaT [1a ja IEMOHCTPUPAM CYIUTHHATA Ha CO(PUCKUOT ypOaH
untepcejc. Tue npumepu ce eneH Bup “reality show” Ha Heo-
KanuTaau3MOT BO aKLMja: HAa €KOHOMCKATa MpeBNacT Haj
NOJIUTNYKATA, HA IPEBACcTa HA NPUMBATHHOT UHTEPEC HAJ jJABHUOT,
Ha 30yHyBayKMTE CUTHAIIM 3@ MPOU3BOJICTBO M NMOTPOLLYBAayYyKa, UTH.

Bo penosuTe O rpagoT HACTPaHa OJ rPajCKMOT LEHTAp. HO
MCTO TaKa W BO LEHTAapOT BO BMCHHA Ha OYMTE, JOMHUHAHTHOTO
BM3YEJIHO MPUCYCTBO My TNpHUNara Ha OHa LITO IO HapeKyBaM
MaaJicko 10ro”. co Koe TO ce NPOMOBUPAAT ManNTe N CEMEJHUTE
¢upMH KOM JenyBaaaT BO €[JHO KOHKPETHO COCENCTBO M CO
€KOHOMCKM [OCTpENM MNpejBHAeHH 3a Toa coceacTBO (ci. 39).
“MaasnckoTo 10ro” e JMPEeKTHO, MIOCTAaBEHO € BEHALI [IO TeJIOTO Ha
KJMEHTOT (OKMTENOT) M OM ce peKko [eKa ce Tpue of
HErOoBUTE/HE[3UHUTE OuM, obneka M Teno. “MaanckoTo noro”
NOMMHMpaA MNpOCTOpHO BO paguyc of 15-120mM. Toa Bo ocHoBa
NpeTCTaByBa “MapKupame” Ha TEPUTOPHja HA UCT HAUMH KAKO LUTO
TOA ro NpaBaT M KyuuwaTa ckuTHULM (ci. 40). [Tomery “MaanckoTo
JIOro” M JIeJHOCTA LITO ja MPOMOBUPA HEMa AMCTaHUA. “Maasnckoro
JOro” € pyAMMEHTapHO M 0e3 CTHJI, HAanpaBeHO € PayHO M
€[JHOCTABHO, HO TOA € BUTAJIHO M BYJIFAPHO BO CBOjaTa IMPEKTHOCT
(cn. 41). OBoj BMA BHM3yeslHAa NPUCYTHOCT BO TpPajioT € jacHa
MHAMKALM]a 32 BACTMHCKOTO HMBO Ha MOTPOLIYBa4Ka BO Na3apHaTa
ekoHomuja Ha Coduja.

CpemHOTO HMBO Ha COHMCKOTO BM3YEJIHO ONKPYXXYBake ro
3aB3€Ma TPET BMJ HA MPUCYCTBO BO I'PajJCKMOT MHTepdejc, KOj 6u
ro Hapekon “Oyrapcku 6undopa”. Toj e npOMOTHBEH 3acTaNHUK Ha
HEKOM JIoKanuu Ou3HMCH co ambuumja fma ce 3j06MjaT co
HALMOHANEH Omncer M BiMjaHue. BeueH npumep 3a OBOj BU3YJIEH
cnoj ce 6unbopaure Ha pupmuTe 3a ankoxon: KapHrobaiti 1030Ba
pakuja, bucepna naoszosa paxuja, X-taz 6odka, Flirt 600ka,
[Mewitiepa macitiuxka v ap. (cn. 42). “Byrapckuor 6unbopa”
no3ajMyBa Ofl ApYTMTE [1Ba BU[A: @) BO NOrjes Ha dopMara - Toj e
UCTO TOJKY OJecKaB, LMK M MPHUBJEYEH KAKO KOPNOPATMBHHOT
noro u 6) BO MOrnej Ha KOHUEMIMjaTa U MOPAKUTE, TOj € UCTO
TOJIKY ByJITApEH M KOHKPETEH KOJIKY M “MaaJickoTonoro”. Boosaa
cmucna “6yrapckMoT 6unéopa’ € eHOMEH MOTMOJNHO CIMYEH Ha
HEO-KallNTaJIMCTUIKATA MY3MKA 33 HAPOAHM MacH. T.H. “Typbo-
¢onk” uiy “uanra”.

Kako u Hacekaje, rnaBHaTa L€l Ha pekjlaMaTa BO HEO-
kanutanuctuykata Codmuja e edukacHocra. EdukacHocta ce
MEpH Kako cpa3Mep Mefy MHBecTHUMjaTa (Ha KpeaTHBEH
NOTEHUMja]l ¥ HANop, NPOM3BOJHATA llE€HA. MIATUTE M NpaBaTa M
Cl.) M PEasHUOT €(EKT NPEKY BIMJAHMETO BP3 KOHKPETEH
agpecaHT/mywmrepuja. HeobuyHo e Toa wmTO mnpUMEpOT 3a
HajecuKacHa peknamMHa kamnama Bo Coguja, foaraopn cpepara Ha

MaJIoTO Maajcko cTonaHcTBo.” Toa e “kaMnama” Ha HEKOj LITO
uma mMobunen tenecdounckn 6poj 0888 873 127 u Kojuito “nonpasa
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HanyKHaTH BeTpoOpaHW HAa aBTOMOOWIM” BO HekoOja rapaxa BO
Hekoja nyctenvja. HenoTpebHo e fa ce kaxe feka BO rpaj Ha
pa3BUEHHMOT KaNMUTanu3aM, YOBEK CO HamyKHAaT BeTpoOpaH
Be/IHaall O1 ro 3aMeHUJ CO HOB BO HEKOj OHLIMjajieH aBTO CEPBHUC
- HajBepojaTHO, 6p30 1 3a eBTHHK napu. Bo Codwuja, MefyToa, 0BOj
4yoBeK-(hMpMa MOCTUrHal COBpPIUEHO f00pa pekjiaMHa KaMramwa,
Koja pe3ynaTupana co pobpa nobapyBayka Off He TOJKY
npocneputeTHH MywTepuu (cn. 43). be3 ma ce naaTtu geHap 3a
nokauuja (MpOM3BOAHUTE TPOLIOLM C€ HA TOj HAUMH OrpaHUuEHH
Ha OTYYKyBale HAa TEKCT Ha KOMIjyTep M Ha nevyaTewe U
YMHOXYBat€e BO NMOBEKEe KONHUHK), PEKJAMaTa € 3aKaueHa Ha CeKoe
IPBO 10K HajpekBeHTHUOT rpaacku GyneBap (6yn. Coduja),
Kajie WTO BO3ayMTe MNOMUHYBaaT GapeM MO efeH uac [HEBHO,
yekajKM Ha 3eJleHO CBETJO BO MNO3HATUTE COMUCKH YJIHYHHU
MeTexu. TekcToT oTneyaTteH Ha A4 opMaT XxapTHja, ro aBa caMo
6pojoT Ha MOOMIHHOT TenedOH M HAajKyc OMMC Ha ycayrara.
JlucroBuTe ce NocTaBeHM BO BMCMHA HA MOTMEOT M HEMA M3rJieH
nopakara fia He ce 3a6enexu. EqHocraBHo, jacHo, GecniaaTHo, Ha
npaBO MeCTO 3a NpPaBUOT KJIMEHT - MaKCUMyM edukacHocT!
EQMHCTBEHHOT ylITE NOEAHOCTaBEH U mojaceH npuMep Bo Coduja
€ BEpOjaTHO peKJiaMHAaTa Mopaka WCJIMKaHa Ha CTpaHU4yHaTa
¢hacana Ha efen obnakonep Bo Hacenb6ata Maadociii 2 ofi BpeMeTO
Ha COLMjaNM3MOT - OrJIacyBayoT ro flaBa caMo OGpOojoT Ha CBOJjOT
MobuieH TenedoH... camo Tonky. [lpeTnocTaByBaM fieka Toa € BUJ
Ha MoHyaa “cé 3a CEeKoro”, HO Moxebu rpewawm... IToenrara e BO
TOA WITO TOA HUBO Ha e(MKACHOCT € 3apa3eH U JieKka cera JpBjaTa
nomk OyneBapor Coduja ce NpekpMeHHM CO TAKBU PEKJIaMHU
nopaku. Bo 2003 ce o6uaos ga ro konupam OBOj MpuUMep Ha
objaByBawe BO MOJOT npoekT “XKewkuoT Bu3yeneH rpap” 3a
Bu3yenHMOT ceMuHap, 3a WITO Ke 300pyBaM MaJKy MOHaTaMy.

ApXUTEKTOHCKOTO OnKpyxxyBawe Ha Codmja e MCTO Taka
nojiesIeHO BO TPM CJ0ja. MAKO XPOHOJIOWIKKH TOA € PpasiuuHo
MLIYALIEHO - TYKAa HAajuecTo CTaHyBa 300p 3a CO3[aBarbe Ha HOBU
CJIOEBM MOCTaBEHH BP3 WM Mely rpanbute oa npen 1989 uaun npepn
1944. ApXMTEKTOHCKOTO ONKPYXYBake€ M OCOOEHO HOBUTE
[EeJOBHU U1 pe3ueHuMjanHu rpandu no 1989, umaar BiujaHue Bp3
coUCKUOT MHTepdejc Ha U3BECEH HAUMH UCTO KaKO U edeKTUTe
Ofl KOPNOPAaTHBHOTO JIOrO U OMAOOpAMTE BO LENMHA - THE Ce
3aCTaNHULMTE HA HOBUOT NMOTPOIIYBAYKY MEHTANMTET U KMBOTEH
ctun. lllTo ce onHecyBa o BM3yenHaTa CTPYKTYpa Ha ypOaHuOT
uHTepdejc Ha Codwuja, HOBUTE KOPNOPALUCKH ENIOBHU 3rpaju co
HUBHUTE Orjieflajiii pacaau ce UCTH KaKO U KOPIIOPATUBHOTO JIOTO
- IMCTAHLUMPAHU M HAJIBOP Off KOHTEKCT, ByIrapHU U CO arpecMBHO
HENOYUTYBake Ha OCTATOKOT Ha rpafoT. CMUCIEHH Ofl IOKAJTHUTE
apXMTEKTH 3a MOTPeOUTE HA NOKAJIHUTE HEO-KAMUTANUCTUUKH
NPETCTABHULM U CTPYKTYPU. OBHE 3rpajy Ce M0 NyX UIAEHTHYHHU CO
NPUCYCTBOTO Ha “OGyrapckurte Ounbopau” (ca. 44). Op npyra
CTpaHa, apXMTEKTOHCKMOT E€KBMBAJIEHT Ha “MaajickoTo JIOro” BO
Coduja ce apXUTEKTOHCKMTE MMIPOBU3ALMHM, KAKO Tapaxu
NPeTBOPEHH BO NMPONABHULM U HAJMHOTY Of CE T.H. “NPOAABHULN
4y4yaBUHU” - MOAPYMCKUTE OTBOPH M NMPO30PUYHMHA KOM riefaaT Ha
TPOTOApUTE, HAJHECOOABETHO NPETBOPEHH BO NPONABHULM CO
M3JI034 KOM JIMYAT HA CTPYKTypaTa Ha MKOHOcTacuTe (ch. 45).

CuTe OBUE BU3yeNIHU eJleMEHTH Ha couckuoT uHTepdejc, 1
NOKpaj HMBHMOT HEBOEJHAYEH XMEPapXMUCKM CTATyC, Cenak ce
MHIMKATHBHYU 3a IOMMHALUMjaTa HA EKOHOMCKHTE BP3 NOJUTUUKUTE
¢akTOpU BO jaBHMOT rpaacku mnpoctop. Bo Mojor npoekTt
“XKewkuoT Bu3yeneH rpag’. kojuro 6ewe peanusupal Bo Coduja
Bo nponerta 2003., Kako fen of NpoekToT Buayeaen cemunap, ce
0o0MIOB fla Cce BNYIITaM BO TOj A€M Ofi jABHUOT MNPOCTOP 3a KOj
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360pysaB nperxonHo. Hamepara mu Gewe fa ja ceBpram obpaTHO
BEpPTHUKAJIHATA XUepapxuja Ha TOj MHTepdeEjC U BO CAMUOT 1[€Tap Ha
rpajioT Aa ro pekJaMMpaM Ha KOpNOPaTUBEH Ha4YMH CEMEJHUOT
“613Huc” Ha rpyna Pomu, Mou no3Hanuum noseke on 15 roauuu. Ce
HajieBaB [leka MNpeBPTYBakETO HAa XMepapxujaTa Haomaky of
*‘MaaJICKOTO 10ro”/peknaMaTa K€ ro noTTUKHE MPENUCINTYBAETO
Ha ynoTpeb6aTa Ha jaBHMOT NPOCTOP Ha rpajoT U Ke nosjeye
JAMCKYCH]a U POLEC Ha HOBO JOrOBapame Ha YCJIOBUTE NMOJ KOH TOj
ke ce kopucTu. Ce HaieBaB HE CaMO Ha NMOTTHKHYBambe Ha oOpaTHa
MOCTAaBEHOCT Ha XMEPAapXUUTE, TYKY U Ha 0be36eayBame Ha OapeM
BPEMEHA MNPEBNAaCT HAa MNOJMTHYKOTO BP3 EKOHOMCKOTO BO
BU3YEJIHOTO OINKPY>XyBalke WU BO XUBOTOT Ha rpafoT. Cakas.
BCYLLHOCT. Ja ce MHGMUATPUPAM BO CPEIHHOT CJIOj Ha CO(PUCKOTO
PEKJIaMHO ONKPY>KYyBaH€e. OAHOCHO BO OHOj LUTO ro fAeduHUpaBMe
Kako “Oyrapcku 6unbopa” cnoj. Kako u ga e, c&€ BO MOJOT NpoeKkT
¢ykuuonupaiine Haonaky — 6undopnot “Bpuranara va Credan (u
HerosuTe 3eToBUM)” Oelle NMOCTaBeH Ha UEHTpajHaT ¢hacaga Ha
HekoralHaTa KpaJjcka nanara (neHec HauuonanHata ymeTHuuKa
ranepuja), WTO NpeAM3BUKA fa ce

cny>X6eHUKOT 000K a My TM Jajie MapUTe. NPeIU3BHKYBajkH Man
CKaHjan Besejku My “Kako ce OCMeJyBalll ja ojaeLl TyKa 1o Taksa
6neckasa u 6oraTa pekilaMHa Kamnamwa” (MpoekTOT Helle WMpoKo
M TEMEJIHO MOoKpueH o MeanymuTe). Yxac.. Ho, Ctedan ocranan
npucebed u cu ro fobun Toa Mo LWTO AOLIOJ CO KOHTpa-CKaHjal,
BEJIEjKM My Ha Cly>XOEHUKOT fleKa BOOMNLITO He ja pa3bpan uaejaTa
Ha yMETHUYKAaTa aKLHja, LUTO MOXE U Ja CE OYEKYBA Of HEKO] KOj
HeMa MCKYCTBO co ymeTHuuu (3a pasimka o CredaH Koj BO
MMHATOTO JONTM roauuHu paboreine 3a [IpylITBOTO Ha JIMKOBHH

yMmeTHuUM Ha Byrapwuja, oa Kaae TO BCYLIHOCT U jac ro 3HaeB).
KoH(py3um... NoTNONHO BO COrnacHOCT CO KOH(Y3HUTE
NpUMeEpU Ofl TPaACKUOT coucku uHTepdejc U O Moja riemHa
TOYKa, Aen oA gebarara Koja TYKyLITO 3anovyHyBa aa u3buea BO
npeneH nnax. Bo ciyuajor co Credan. paboture TprHaa Ha Jo6po.
3a pa3/uKa Ofl MOJOT APYr KaHAMAAT 33 peKJaMHpambe BO PAMKUTE
Ha npoekToT “XKewkuor susyenex rpan”. Takos Gelwe. uMeHo.
CJ1y4ajoT CO MOJOT COCEl, MajcTOPOT 3a M3paboTKa Ha KJyueBW.
KBUHTECEHUM]aTHUOT NpUMeEp 3a Man ceMeeH Gushuc Bo Coduja.
MojaTa uzeja 3a npaBewe NpecBpT

npoMoBMpa OfipefeHa NnpeTcTasa 3a
POMCKOTO MaJIUMHCTBO BO 3eMjaTa
(HajHENpUBUIErUPaHOTO
ManuuHcTBO BO Byrapuja), HacnpoTu
OCTPUOT KOHTPACT CO NMPUKPHEHUTE
rJeMIITa Ha JIATEHTEH Pacu3aM BO
Byrapuja. Hamecto pa ynorpebam
HEKOM CKPMEHU CEKCyaslHW Norneau
Ha mnpoceuHuTe Oyrapcku Ipajcku
SKMTEJH. Jac Ce KOPUCTEB CO HELITO
WITO cnafa BO HUBHOTO. TaKa f1a c€
Kaxe.  “BalKaHO™ NONNMTHYKH
HECBECHO. MICTOBPEMEHO., CMETAB HA
€/leH APYr CErMEHT Ha TOa HECBECHO
— YYBCTBOTO Ha ONTUMMU3aM LITO c€
LMPH OJ1 UCLLEPEHUTE UCKIIELUTEHUTE
nukoBu on  Ounbopaute, Oee
NpeiBUAECHO [a HWHCHHYMpa efleH
CTEMNeH Ha NPOCNEPUTET NPUCYTEH BO

BO XMEPAPXMCKMOT pejocien.
TyKa ce cocroelle on
NOCTaByBame Ha “‘KOPNOPaUUCKO”
JIOrO Ha MOJOT KJly4ap Ha BpPBOT
Ha Oonuuuara [lupozos BO
¢opmMa Ha HEOHCKM 3HAK CO MCTa
BEJMYMHA M CO WMCT BH3YENEH
CTaTyC KakO M 3HaKOT Ha
kopropauujata Puaniic (ca. 46.
47). Ho Toa He ce cnyuu. Guaejku
Ke Oewe mpeckano, a OCBEH Toa
MM M3rJefale U HECOONBETHO [a
M “CrioH3opupaMe” HEKOM Off

BPBHHTE nekapu-
aJAMMHUCTpPaTOpU BO OOJHMUATA
OIrOBOPHH 3a 13[aBame

no3somu.. Ke Gewe mnonecHo u
MOEBTHHO [a WM c€ mnompaBH
Hekoja OGpaBa Kako €leH BH]

PeKNaMHUOT “OM3HUC”. AoAeKka nak
KOMNoO3uUMjaTa Ha rpynarta Kako
UeJMHa, Ccyrepupawle CTaOMJIHOCT UM [OBEPJMBOCT MNpPEKY
ynotpebaTa Ha BM3YyENHUTE KJMIIEAa 3a OMNUILYBame Ha
NaTpujaxajqHOTO CEMEJCTBO, BO KOE€ € BEJHall HAa3HAaueHO KOj e
[JIABHUOT M CII.

Hsrnepa neka 6apeM Ha HUBO Ha MOJMTHYKATa KJIMMa BO
TOa BpeMe (TOYHO BO CpeJuHaTa Ha NperpeaHara npeau3bopHa
Kamnamwa 3a rpagoHayanuuk Ha Codmuja Bo oktTomspu 2003.).
akuujaTa Oewe cocema edekTHBHA. OMIEJKU HEKOM MONMTUYKU
nuaepu ja cpaTuja IMUHO NOpakaTa Ha MOjaTa aklMja u My ynaTuja
nyTH 0OBUHYBamba Ha Buzyeanuol cemuHap — MUcea eka akuuja
Koja BkJyuyyBa Pomu e obuj ja ce BHece 36pka BO HUBHUTE
u36opuu kamnawu. Ocobeno efneH oa kKauaupatute Gelue
NPEMHOTY JMUYHO morofeH. MIMeHo. jac HUTY NMOMUCIIUB. HUTY ce
CeTHB [€Ka MMETO Ha e[eH OJl HajCMIHUTE KaHauaaTu (noroa
u30paH 3a rpajloHauyeNIHUK, MO WTO BEJHALl yCJeAuW UCTpara 3a
HerosaTa KOPYMIIMPAHOCT) € UCTO KaKO U UMETO Ha TJIaBHUOT JIUK
0 MOJOT 6UABOPA; jac HE MOMUCIIUB U HE Ce CETUB HUTY Ha TOa AeKa
MCTHOT [IONNTHYAP MMa TPU KEPKM. CIMYHO KaKO M MOJOT [JIABEH
JIMK KOj Gelue ONKpyXXeH co CBOMTE TPH (01, BCYLIHOCT, YeTUPHUTE)
3eToBuu.. Kako u na e, noeHTaTa € BO TOa LITO CyLITHHATa Ha
NPOEKTOT Gellie NpUMeHa O/l MOJIMTHYKATA eUTa “Crope/l NIaHoT
— KaKO MOJMTHYKA. a HE KaKO EKOHOMCKa NMOpaKa, M NOBEKe Kako
u3pa3 Ha jaBHUOT W MNOJMTUYKUOT, @ HE HA TNPHUBATHUOT M
€KOHOMCKM MHTEpEC.

On apyra cTpaHa. NoMajky COMUCTULMPAHUTE XUTEIM Ha
Codmja. BO cayuajoT cnyxOeHMUMTE OA TpaackoTo Gupo 3a
couujanHa noMoLl Ha HeBpaboTeHuTe, ja chaTHja KamMnamaTa 3a
“Bpuragata Ha CredaH (M HeroBuTe 3€TOBLUM)” MNOTMNOJHO
6YKBAJIHO, OJIHOCHO KaKO EMOHCTpalyja Ha NpUBAaTEH EKOHOMCKHU
unrepec. Bo Hoemepu 2003. - nomanky on enex meceu no akuujaTa
co 6unbopaor - HeepaborennoT CredaH, rnaBHUOT MK Ha MOjaTa
6undopa npercrasa. OTHAE BO GMPOTO 3a [a I'M MOJAMUIHE CBOUTE
peloBHM TNpuUMama 3a couMjanHa nomoiu. Bo nouyeTokor.

50 “NPUXOQHO” CMOH30PCTBO.

HaMECTO f1a MM CE€ niaTH.

MerfyToa, HUITO Of TOA HE M3Je3€e W Mji€jaTa OCTaHa CaMO Ha HUBO

Ha BU3YyEJIeH NMpeJJIor, UM Kako 30yHyBauKa NpoBOKalja BO HEO-

kanuramctuuka Codumja. 1lltera, Ouagejkm Mucnam faeka

BUCTHMHCKAaTa KOET3UCTEHLM)a Ha norata Ha @Puauiic ¥ Ha MOJOT

coceq kayuap Ou Oune nepdekTHa BU3yenu3aLuMja Ha Heo-

KanuTauu3MOT BO rpajioT.

IMaTeM. fam ro 3HaeTe BULOT 3a OHOj IPON3BOANTEIN HA HOKTH

B0 Epycanum. koj uman npobnemu co rpajckuTe BIacTH MOpagu

BU3yEeJIHUTE KOAOBM LUTO I'M KOPUCTEN HAaceKage Mo rpajoT 3a

BPEME Ha peKJlaMHaTa KaMIama 3a HeroBuoT nmpoussoa? [o6po.

MOXeOHM CNeHMOT MaT... uMa JOBOJIHO MaTepujal Aa ce pa3sMHUCIIH
3a Coduja. Bykypelwut u cnopen cé u 3a MHOTY Apyry rpajoBH...

I Cure aKkTHYKH pedhepeHil Kot ce ojiHecysaaT Ha Tunes Square/New York
ce udtHpaat co “A Consumer’s Guide 10 Times Square Advertising™ 2005, npoexT Ha
KpueTtin Xun npesentupan on Volksboutique and Creative Time, NYC.

2 Ha oBaa KapaKTepuCTHKA Ha HeO- KanuTams3mMoT M vkaxka Onag Hukonaj
BO PasroBOp 3a Bpeme 1a eAHO naTyBare Bo Bapna Ha Gperot Ha LipioTo Mope Bo
jynun 2004,

3 Ha 0BOj noceSen mpuMEp UPBOGHTHO MOCOMH PEKNaMHHOT MeHauep
Imutap CTojue. 3a Bpese Ha QHCKYCHjaTa Ha BisyeamnoT cemiHap HacioseH “Ja
rnepate a Cocnja™. omapxkan Ha 3 jvan 2003 Bo YMeTHiukaTa rascpwja BO
Codmja.

Jyuesap bojayues e ymetitnux 00 Codgpuja. [1poexitiorit
“Pajoiti Ha buadopoudiie” ymeliinukot 2o fpeiticitiasu 6o MI'C Ha
14 maj, 2007 so pamkuiiie Ha cepuja Ipedasarsa 0PZarUUPaHtt 00
AICA MakedoHuja.

Ipeson on aurnucku: 3opau IleTposcku



Amnerta n Kusko ITonoscku: Mociu - Mysej eo Hiua.auja
Aneta and Zivko Popovski: 4 Bridge - Museum in Italy

[TpoekT:

“MOCT-MY3EJ BO UTAJIMJA”, BEHEIIMJA 2006
ABTODH:

Anerta XpucroBa-Ilonoscka u 2ZKusko Ilonoscku
[MpusHaHue:

I-B0 moYecHO mMpH3HaHHWe Ha MelYHapOJHHOT ypOa-
HHUCTHYKO APXHTEKTOHCKH KOHKYPC pacnuiiaH of
arenunjata ARQUITECTUM BO paMkKuTe Ha
Beneunujckoro Guenane Ha apxurekrypara 2006

[MpoekToT 3a “MocT-My3e]” Bo Beneuuja, co koj ro
nobuBME MNpPBOTO MOYECHO MNpHU3HAHME Ha Mery-
HapOJHHOT KOHKYpC pacnuiiad o areHuujata ARQUI-
TECTUM no noBox M repHaumoHanHoTo OueHase Ha
apxutekTypata Bo Beneuuja 2006 roauHa, e gen on
TEKOBHUTE CTYAMM Ha 3]PY>XEHHETO 3a CTpaTEelUKH
pa3Bojun npoekTn Ha Beneuuja (Urban Strategic Project
Development - SPA), Koj ro TpeTHpa MoApavjeTo OKOJy
MocToT Ha AkajemujaTa KakO KpUTHYHAa 30Ha Koja
Tpeba na ro paTH YEKOPOT CO pa3BOjHATa JMHAMMKA Ha
Apyrute pnenoBu opn rpapor. IlpenusBuk M uen Ha
KOHKypcoT Oelue fa ce Kpeupa THNHYEH CHMMOOJ BO
MCTOPUCKOTO ypOaHO TKMBO Ha BeHeuuja u uctoBpe-
MEHO, IpeKy acouujalyja WM JUCOLMjalUja Cco
HErOBUTE MCTOPUCKH M KOHTEKCTYallHM pedepeHiH na
ce BHECe HOBa INporpaMmcka COAp>XXHHAa - My3ej Ha
apXMTEKTypaTa Ha rpajoT CO CONCTBEH apXMTEKTOHCKH
u3pa3. Mpejara Ha KOHKYypcoT Oelle MOcTaBeHa Ha
MHTErpaTHBEH, XOJUCTHYKH KPHUTEPHUYM - ajTepHa-
THBHO, NMPEKY MUME3HUC MJIM KOHTPAcT MECTOTO [a ce
TpaHchopMHpa TaKa LUTO HCTOBPEMEHO Ke I a(pupMH-
pa MOCTOJHaTa apXMTEKTypa M CONCTBEHHUTE MOETCKH
BPENHOCTH TMNPEKYy MHCEPT CO “KOMIPOMHCHA
CTPYKTYpa™: KOHTEKCTyaJleH, HO HEe H XapMOHHYEH,
“IipUjaTesCKU”, HO HE U PENETUTUBEH, MOHYMEHTAIIEH,
HO HEe U KOMITIETHTHBEH, BCYLUHOCT, 1a ce co3fjafe 00 jeKT
KOj, Copef nporpamara, “co CBOETO MUPHO U JOCTOHWH-
CTBEHO NMPHUCYCTBO OM M3riieai Kako OTCeKorau aa oun
TaMmy”. YpbaHoTO TKMBO Ha BeHeuuja ce kapakrepusa
CO THITMYHA MEMEBAJIHA TEKCTYpa: aceMOJIaX Of Uper-
yJapHU “OCTPOBH” (POPMHUPAHM O MpEXa Ha MAaTEKH U
KaHalli KOM ro BOBe[yBaaT HaMEPHUKOT BO CEpHUja O
MUTOPECKHH apXHTEKTOHCKH aMOHeHTH. OTCycTBOTO Ha
OGapokHaTa NMpeJBHIJIMBOCT Ha OCKaTa HE HaBelle Ha
uiejata jga ro ApamMaTH3MpaMeé IOTe30T KOH
AKafieMMjaTa, eHeprujata Ha JBHXKEHETO HU3 TECHUTE
ynudku of npasenoT Ha CaH Mapko faa ja ycMepume BO
€leH CUJIEH TecT - “BEHELMCKM” IpBeHa Mareka Koja
TEPMHMHHpA BO KYJa-BUAMKOBEL BO KOja 'O CMECTHBME
My3€joT Ha apxXuTekTypaTa Ha Beneuuja. Ha Toj HauuH

co3/afoBMe acolMjaTUBEH YpOaH aHcambJ1 CO MOCTOjHA-
Ta apXMTEKTOHCKAa THUMOJIOrHja - TpUOpoaHaTa 6a3uim-
Ka Ha AKajJemMHjaTa 1 HoBaTa KyJia-BUAMKOBEL cpa3mep-
HO CMIPOTUBCTABEHHU Ha CJIMYEH aHcaMOJ Ha LPKBaTa of
CMIpOTHBHATa CTPaHa Ha MOCTOT U HCTOBPEMEHO
KpeupaBMe HOB BJie3eH “nopran” Ha Kananot I'panpe.
O6jexToT - xuOpuA € ¢opmalieH Croj Ha egHa Bep-
THKaJlHa CTaTUYHAa KOMIOHEHTA M €[Ha XOPU3OHTaJHa
AMHAMHYHAa KOMIIOHEHTA MOBP33aHM BO JIEHTOBHJEH
recT. [IpuToa, OCHOBHaTa reoMeTpHja Ha KyJjarta e Juc-
TOpPAMpAHA, TaKa IITO HEj3MHATa CUJyeTa € pasJjiMyHa
Kora ce rjeja Bo ABHXXewe. bapambeTo ABUXEHETO MO
MOCTOT f1a CE€ CErperupa ofi JBH>KEHETO BO MY3€jOT IO
MakOTPITHO NMPOMOPUHOHUPake M CyOapTHKyJalHja Ha
KBaJpaTHaTa OCHOBA MOpPAgH HEJ3UHHUTE MHHHUMAJIHH
muMensuu (12M x 12M), ycneaBMe na ro paspeluume BO
€JHOCTABEH MPEMJIET HA KOMYHUKALMUTE BO MOCTAMEH-
TOT Ha KyJiaTa, co WITO TOj Aea of OOJeKTOT Ao0H
0COOEH, peyucH “NUpaHe3MeBCKH” NMPOCTOPEH eekT.
H360poT Ha Kysla KaKo HEBOOOHYaeH (U3HYKH Kapak-
Tep 3a My3€jcKM (PYHKUMM HH HaJIOXXM HHOBAaTHBEH
NpUcCTam BO HHUBHOTO paspellyBame: BEPTHKAJIHO
“HanJlacTyBawme” BO TPAHCINAPEHTEH KOHTEJHEp KOj
BU3YEJIHO T'M 00€AMHYBa U (PYHKIMOHAIHO M UHTETPH-
pa BO eauMHCTBeH mpoctop. Pacagure 6ea 3aBpLUHHOT
NPENU3BUK - NMOCJIEJHHOT acoLMjaTEUBEH MEOUYM H
“oMax” Ha J[eKaJeHTHaTa J[eKopaTHBHa (asa Ha
BaHELUCKAaTa apXUTEKTypa: InoMely rorckarta
“raHTena” M3BEleHa OJf FeOMEeTpHjaTa Ha ‘“pUOMHHUOT
Meyp” M BU3aHTHCKAaTa KPCTOBHAHA OU-KOJIOpHA OpHa-
MeHTHKa (Kako Kaj [lyxjoBaTa majaTa) ce OfjyyHBMe
3a BropaTa. CTHIN3MPAJKH paHO-BU3aHTUCKH MOTHB Of
6uOsMcKa Kopulla ro KpeMpaBME€ OCHOBHHMOT E€JIEMEHT
Ha pacajHaTa TEKCTYpa KOja MPEMUHYBA U Ha orpajara
Ha MOCTOT. Ha Toj HauMH HOBHOT OGJEKT IO O3HAUMBME
KaKO MKOHA - TPAHCMHUTEP Ha MPUHLMITH M 3HaY€Hha KOH,
NMOBHMKYBajKH CE€ Ha MEMOpHjaTa, ja pe-KOHCTpyHpaat
CIIMKaTa Ha MECTOTO, OOEAMHYBA K1 I'M CEMAaHTHUKUTE U
peanHy (YHKUHWM BO €[€H BHUPTYENIEH MNpPOCTOp KOj
MOXe Jla ce TpaHchopMmHpa, 060M CO CBETJIMHA, Kajie
TEeKCTypaTa M CBETJIMHATa Ha CTakKJOTO Ke co3pjajaT
crenrdryeH aMOMEHT BO KOj EKCITOHATUTE Ha MY3€jOT 1
rpagotr BeHeumja Ke ce [qOXMBYBaaT ceKorau Ha
nouHakoB HayuH. OueHKUTe 3a 0cOOEH KBaJMTET Ha
apXMTEKTOHCKUOT [M3ajH Ce JOJIKea U Ha Mpe3eHTalH-
jaTa Ha MPOEKTOT - MOBP3yBajKH 'M MPOCTOPOT U BpeMe-
TO, 00JEKTOT IO MPETCTBUBME NMPEKY MOMEN, KOj CO
CBOETO MeTagU3MYKO MPHUCYCTBO Yyclea Aa ro opapasu
0apaHUOT “MHUPEH U JOCTOMHCTBEH KapaKTep” Ha noc-
TOJaHOCTa, MOpajH LUTO ro JOOH ENUTETOT “yTOMUCKH”,
wTo 3a Hac Oewe ocobeHa uecT. 3a Bepeme Ha
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[ynkaea ce nojaBu npeg NOBEKE Meceun No egHa UHTEepBEHUMja Ha NykHaTa nog3eMHa Bo4oBOA-
Ha ueBka Hekage Bo Ckonje. MIckyCcTBOTO ynaTyBa Ha TOa feka Taa Hema ga buge nononHeTa BO Aorneg-
Ha ngHuHa. Hve cMe HaBMKHATW Ha TOa, 3a HAac Toa e BeKe HopManHa cocTojba. Oeaa gynka He e camo
pe3ynTaT Ha nowata paboTa Ha rpaackuTe cny>xbu - egHa noBekegeLeHucka Herpuxa 3a ypbaHmoT npoc-
TOp BeKe nocegyea CONCTBeHa Tpagvumja v npaevna Ha ogHecyBarbe. Taa Beke uma gvMmeH3unja Ha peaneH
W peneBaHTEH KYNTYpeH YMHuTen. Toa e Kyntypa. Kyntypa co3gageHa Bo L,eboBuTe Ha OTNOpPOT NPOTYB
e4eH HopManeH rpaACcky NPOCTOp, KOj ce Temenv Bp3 04peAenHn Bpe 4AHOCHN MOogenu.

[NoBeke[eueHUCKOTO gerpagvpare U pynHupare Ha rpagckute ambueHTM u MEMOPUCKU penepwu
ro npeteopuja Ckonje Bo campadHa 30Ha Ha 6e3nnyHn u HeraTmeHw ypbann npocTtopw. pagckoro Ckonje
konabuwpa og 6e36poj “Aynkn” BO efHa ronema “[lynka” Koja rm BAMBa CUTE NPOCTOPHW CNOMEHU U U
[ecTpyvpa HopManHuTe notpebu Ha rpagoT.

U Toraw nepudpepmjata ce cnea Bo oeaa “[lynka” npegsogeHa o HOBATE BapBapw WTO ro AOHe-
Coa BMPYCOT Ha wapeHnTe cnaTtkun ypbann wamnutn kon Ckonje ro npeTesopuja BO efHa ronema ...

A,AA,A.. WAMIMAUTA, WAMMUTA!

A A A A.. UUTAPETE, MAPJIBOPO!
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HeraTuBHUTe acnekTv O MogepHaTa apxuTekTypa Bo CKonje pesyntupaa co HeaBTOPMTETHW, FPAM, CUBY 1
6e3nuuHn 06NMUM W OCTBapyBatba, AoAeKa OHMe BO aMOMEHTOT Ha NOCTMOAEepHaTa apXMTeKTypa peyucu
MOTNONHO Ce NepsepTupad B8O opauHapeH kn4. MogepHMCTUYKOTO NoegHOCTaByBare MoXe aa buge rpgo,
HO He W KMY, 3a pasnuka of NOCTMOAEPHUCTUYKOTO YCIOXHETO MOUrpyBare CO PasfNMiHu MCTOPUCKM
CTUNU3aLMM, KOBLUTO NIECHO MOXe fa 3anagHe BO rpAo, HEOArOBOPHO W NPOBUHLMjaNHO apXNTEKTOHCKO
“UUPKYCKO LIAPEHUNO™ aKo ro NPaKkTUKyBaaT HeyKu urpa4n. A TOKmy Toa U ce cny4m Bo Ckonje Bo M3Mu-
HaTaTa feLeHuja.
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®EeHOMEeHOT HAa KOMUYHOTO BO MakKefgoOHCKAaTa IMKOBHA YMETHOCT
The Phenomena of the Laughter in the Macedonian Art
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JIunjana HepenkoBcka, 3a cmeaia kaxko hopma na kpuiuuxa
Liljana Nedelkovska, On Laughter as a Form of Criticism

“Tamy Kaje UMAMKOT CE CMEE MEJIaHXOJMYHO-CO MPESHp, Off
BUCHHATa HAa MOKTAa W HEj3uHATa JIMLIEHOCT Off WJy3uH, 3a
KHHMKOT € KapakTEepHCTHYHO Ja Ce CMee TaKa CHJIHO W 0e3
CTEeCHyBawe, ITO QuHnTEe Nyfe TpecaT co rnasaTa. HusHarta
cMea jjoafa off CTOMaKOT, Taa € aHUMallHO (yHAMpaHa M ce
onsuBa 6e3 npeuku. Koj TBpau gexa e peanuct, 6u Mopan BO
OCHOBa fla Hay4M Taka fa ce cMee - Taa TOTallHa, Of
IPYEBMTOCTA OCIOOO[YBaUKa CMEA, LLITO [ OTCTPaHyBa UITy3H-
UTE U npo3ure.”

“fluozeH Getue il paLOITE €BPOTICKU PUAOCOGP KOJ, HAMECLHLO UIO-
OUACIIB0 HA 300pO6U, HA AMUUHCKUOW fa0w(lia® 00asysan
Hyxycéa. "

Ietep Cnoreppajk

LlenaTta ucTopHja Ha YOBEKOT, MOXKEOHU HE € HULITO APYro TyKy
€/leH roJieM NMPOeKT Jla ce MoOerHe Ofl CONCTBEHaTa MPUPOJa,
o[l corncTBeHaTa HeJoBpluleHocT. ['onemuTe dunocodcku cuc-
TEMH Ce 3T PaIeHH TOKMY BP3 KOHLENTOT HAa Ha[]MUHYBatbe Ha
HEJOBPLIEHOCTa Ha TeJEeCHOTO, ¢usnukoTo. Of “BUCEUKUTE
TpajuHK’ Ha AyXOT OTCTPAHETH CE CHTE 3HALM LITO MOTCETY-
BaaT Ha Qu3MyKaTa cTpaHa Ha >wuBoToT. Op TenoTto ce
OTCTpaHyBaaT CHTE “HCMaKHATHHU U U3PAcTOLHM, C€ HCMpPaBY-
BaaT CMTe ucnyndyBara (KOA UMaaT 3Hauyere Ha HOBM M3[aH-
KM, MYNKW), Ce 3aTBOpaaT CHTE NMyKHAaTHHW. BeuHaTa He3a-
BPLLUEHOCT Ha TEJIOTO KaKO f1a C€ KPHE... TEXXUWTETO JIEXKH Ha
3aBplIeHaTa, CaMOCTO jHAa HHIABUAYAJHOCT Ha JafieHOTO TeJIO...
MHauBMayaqHOTO TeJO € MOKa)kaHO HaJABOp Off HEroBHOT
OJIHOC CO POHOTO HapofHo Teno* (BaxTuw).

Ho, nanu rnaBata Mo>Xe ia noOerHe off CONCTBeHaTa 3aaHuLa’?
Mo>xe fa ja HTHOpPUPA, Ja ja MOKPHBA, a ja ancTpaxupa, Aa ja
3aTBOpa, fla M HaMeTHyBa 3a0paHu 3a jaBHa ynoTpeba, HO
u3MeT cenak Ke uma. TOKMy Ha ucnyndyBawaTa, BlaOHaTH-
HUTE, NyKHAaTUHUTE CMeaTa ro rpajfid CBOJOT MOrJIe]] Ha CBETOT.
Tyka HEMa HHUIITO MPOEKTUBHO HU CylOMHCKO. [TocTou camo
cuna Koja ocnoboaysa u npenopopysa. CMeaTa ro noTspaysa
>XWBOTOT BO HeroBaTa Oy jJHOCT, yNOPHOCT, BO HEFOBaTa HEBO3-
MO>XHOCT [1a CE M3MEPH, OTPaHUYH HJIM NOTYHUHH Ha HELLTO LITO
ro HaJAMHHYBa WIW 3a0KpyXyBa. TokMmy Taa OyjHOCT,
Pa3sHOBUJHOCT Ha XXHMBOTOT, (PUIOCO(UTE cakaje fia ja CKpo-
Tat. dunocodujaTa Kako AUCLUMIIIHA HAa YyMOT, cnopen Huue,
HE € HHILUTO JIPyro TYKY CaMO COHCOK Ha CHUTe NMPHYUHU KOU
YOBEKOT cede Cu CW iaBa 3a [a MOXKe J]a Ce MOTUYHHH U BO Taa
MOTYUHETOCT J1a My Cy[H Ha XXMBOTOT. [lopagu cnocobHocTa fa
NpeMHHYBa TMpeKy CHUTe CPAaHULH, NMPEKY CUTE BUCHHU U
€KCKJIy3UBHM FOJIEMAHW, CMeaTa Mopalla, ako He coceMa fia ce
HCTYpKa Ofi NMaTOT Ha [MjaNeKTHUKHOT HaNpeJoK Ha MHCJaTa,
Torall la Ce HeyTpallu3Kpa, la Ce OTLENH Off CBECTa CO HEJ3HU-
HO CHCTEMATCKO AMCUMIJIMHUpae, HaArjefyBare, pefyuu-
pame, UHTUMH3Hpate. CMeaTa ofl BUAOT Ha “KapHEBaJICKOTO
cakame Ha CBETOT". 33 LUTO MOLUHE MHCIMPATUBHO 300pyBa

When a cynic laughs in melanchonic and spiteful manner, full of
power and deprived of illusion, it is characteristic for such cynic to
laugh strongly and without any consideration, thus making well-
mannered people shake their head. Laughter made by cynics comes
from abdomen; such laughter is animalistic-like founded and takes
place without any impediment. A person claiming to be a realist,
should learn so to laugh - i.e., to produce such total, anti-spasm
laughter which puts aside illusion and prose.

Diogenes was the first European philosopher who, instead of using
an outhburst of words, used his outburst of defecation at the public
square in Athens.

Peter Sloterdijk

Entire history of humanity is perhaps nothing else but a great project
to run away from own nature, from own imperfection. Great philo-
sophical systeins were built on concept of overcoming imperfection
of the corporal, the physical. ‘Hanging gardens’ of the spirit were
deprived of all signs that reminded of physical side of life. The body
is deprived of all ‘growth and sprout, all bumps are made tlat (that
signify new shoot, bud), all cracks are closed. Eternal imperfection
of the body seems to hide... the center of gravity lies on the com-
pleted autonomous individuality of the give object... The individual
body is shown outside its relationship with the innate popular
object’. (Bakhtin)

And yet, can one head to run away from its own buttocks? The head
can ignore, cover, or distance itself from the buttocks, to close or
publicly ban the use of the buttocks; however, lhuman feces would
still appear. Laughter makes its own view of the world exactly on the
bumps, curves or cracks. There is nothing here of projective or fatal-
ist nature. There is only force that frees and regenerates. Laughter
recognizes life in its opulence, consistency, in its impossibility to be
measured, restricted or be subjugated to anything that surpasses or
finalizes life. Philosophers wanted to subjugate such opulence and
diversity of life. According to Nietzsche, philosophy, as mind disci-
pline, is only a list of all reasons that man gives to himself in order
to get subjugated and then, in such subjugation, to judge life. Due to
the ability of laughter to cross all frontiers, all heights and exclusive
dimensions, laughter was able, if not to digress completely from the
road of dialectic progress of thought, then to become neutral, to se-
parate from consciousness through its systematic disciplining, mon-
itoring, reduction and intinating. Laughter of the kind of ‘carnival-
like perception of the world’, according to Bakltin, is put aside and
sanctioned by official mainstreams of European arts and culture.
And yet, tendency to minimize langhter relates to not only philoso-
phy and art, but it also expresses the most general existence, the
most profound category of history. Gravity of the progressive mind
- also used in construction of the perception of the meaning of the
individual, as something unique and self-sufficient — was void of
cracks and descends. Hence, Baudelaire could pronounce: ‘Laughter
relates intimately to an event of certain past fall, of certain moral and



Hukona MapTtunockn, Bo kageanaitia 2, 1932, macyio Ha NiaTHO
Nikola Martinoski, /1 the caffe 2. 1932. oil on canvas

BaxTHH, € NOTTHCHAaTa M CaHKUHOHHPaHa Ol OHLHjaIHHTE
TEKOBH Ha €BpONCKaTa yMETHOCT H KyaTypa. Ho, mBixkewero
Ha 06Ge3BpE/HYBaHETO HAa CMeaTa He Ce OfHeCyBa CaMoO Ha
unocoHjaTa M YMETHOCTA. TYKY rO H3pa3yBa H HAaJOMIUTOTO
MOCTOEH-E. HAaJTEMEJIHATA KaTeropuja Ha uctopujara. Bo cepu-
03HOCTA Ha HanpeayBauykHOT yM. Ha WITO C€ rpajelle H npeT-
cTaBaTa 3a CMHCJIaTa Ha MHAMBMAYaTa. KaKO HELITO €AHH-
CTBEHO H CaMOJAOBOJIHO, HEMAllle MEeCTO 3a MyKHaTHHH. 3a
nanosu. 3atoa boanep mMoxken ga n3jasiu: “CMeaTta € HHTHMHO
BpP3aHa 3a HACTAHOT HAa HEKOj AaMHELLEH Naj. Ha HEKOe MOpaJl-
HO 1 u3HUKO nponarfawe Ha yoBekoT”. Cé wro e GyjHo.
pacnojacaHo BeceJsio BO CBOjaTa peslaTHBH3Hpauka cHia (Kako
OHaa HapOJHaTa: MOpa CaMo Jia Ce YMPe H J1a ce OfIH MO HYXAa),
ce ocyayBa. MHHHMH3HPa. KYNTHBHPa H 1o61Ba hopMa Ha Hac-
MEBKa, XyMOp. capKa3aM. HpoHHja. unHusam. CMeaTa e HHAH-
BHlyaJM3HPaHa, a HEJ3HHHOT OCJOOOAYBAaYKH MOTEHUH]an e
3aMEHET CO KPHTHUKH.

[MpoekToT Ha MOmEpHAaTa. KaKO rojieMa MPOCBETHTENCKA MH-
CHja Ha pa3yMOT. KaKO Xepojcka BH3Hja 3a HEroBaTa eMaHLH-

T H E M E

physical fall of man’. Everything that is ample, licentiously merry in
its force to make things relative (like the folk saying: ‘everything is
relative, but to die and defecate’), is denounced, minimized and cul-
tivated, thus getting the form of laughter, humor, sarcasm. irony or
cynicism. Laughter becomes individualized, while its emancipating
potential is replaced by critical one.

The project of modernity — as great enlightenment mission of rea-
son, as heroic vision of emancipating role of reason — took place
simultaneously with critical knowledge of impossibility of such mis-
sion: because what has power to liberate always has in itself also the
power to impose itself. to subjugate. Therefore, one could under-
stand why the greatest thinkers of modernity had critical approach
vis-a-vis the absolute of the mind. According to Sloterdijk. all of
them had satirical and polemical component that was hard to hide
completely behind the disguise of theoretical and philosophical
gravity. This could be noticed with Nietzsche and Freud, the most
radical thinkers of the split mind: according to Nietzsche, man is
duality of the Apollonian and Dionysian elements, of the mind and
the will: according to Freud, man is both conscious and unconscious
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naTopcka yJiora, ce ofiBMBallle NapaeiHo CO KPUTHUUYKOTO CO3-
HaHHe 3a HEBO3MO’KHOCTA Ha €IHa TakBa MUCHja: 30LUTO OHa
LITO UMa MOK fna ocnobopu, cekoraul Bo cebe ja coap>ku U
MOKTa fa ce HaMeTHe, ga notuuHu. OTTamy, pa3GUpiHBO e
LITO HAjrONIEMHUTE MMCIUTENM HAa MOMEpPHaTa KPUTHUKH Ke ce
nOCTaBaT KOH ancojyToT Ha yMmoT. Kaj cuTe HUB Kako WTO
3abenexyBa Cnorepmajk ce pacrno3HaBa caTHpHuKa, MoJie-
MHUTIKA KOMMNOHEHTA KOja TEUIKO MOXEe BO MOTMOJHOCT Ja ce
CKpHE 3a] MackaTa Ha TeopeTckaTa M ¢uiaocodckaTa cepu-
osvoct. Toa ro cpernyBame kaj Huue wu Ppojn,
HajpafiMKajHUTE MHUCIMTENM Ha mnojedeHocta: 3a Huue
YOBEKOT € IBOJCTBO Ha aNOJOHCKOTO M IMOHU3UCKOTO, HAa yMOT
U BoJIjaTa, 32 Ppoja YOBEKOT HE € caMO CBECHO, TYKY M HeCBec-
HO OUTHE, CO HErO He ynpaByBa CaMO YMOT TYKY M Henpej-
BUJJIMBUTE MPOLIECH HA HECBECHOTO.

MHHATHOT BeK € BO 3HAKOT Ha roJjieMaTa NyKHaTHHA Ha CMMC-
naTa BO 4MM ANabOYMHU CE ClyuMja HajuyAHUTE CTOMATHH
rpuera Ha MUCJIaTa: AafAan3MOT, HAAPEanu3MOT, Py TYPU3MOT,
CHTYaUMOHUCTUYKATA M JETPUCTHYKATA MHTEPHAITMOHANa,
aHAapXM3MOT, HEOABAHrapAHUTE JBMKEHA, KYUYETO YOBEK...
HeBo3MoskHOCTa 1@ ce AOCTHrHE MAEAJHUOT MAEHTHUTET KOH
KOJIITO CTpeMellle pa3yMOT CTaHAa HajOMUJIEHOTO MECTO Ha
“kapHeBanu3auMja“ Ha cBeToT: “VIMaMe mpaBo Ha CeKakBO
pa3sBecesyBamwe, 6uno Bo 360poBu, popmu, 60H, IIyMOBH; HO
CeTO TOa € BEeJIMYECTBEHA IJIyNOCT KOja CBECHO ja cakaMe U ja
NOAroTBYBamMe-rojieMa UpOHKja KAKO CAMUOT KIMBOT; €r3aKTHa
TEXHUKA Ha HEOTNOBHKJIMBO KOHEYHO cro3HaTaTa Hecmucna
Kako cmucya Ha cBeToT". (Payn Xaycman)

Co gejcTByBameTO Ha napauctute. onne on Llupux u bepaun,
Ha eBpONCKaTa CLEeHa Ce NojaBu “NpBHOT HeOokKHHU3aM Ha 20
BEK™ HaMecTo MeTa(u3Mnka, YucTa (PU3MKA, HAMECTO HAEH.,
HOHCEHCH, HAMECTO f1eJa, pafoCcTa Ha eJCTBYBakbETO, HAMECTO
103aTa Ha TBOPELOT, CBECHO MpPENyLITake HA CUTYaLUHUTE.
IpakTHKYBajKH ja MHJIMTAHTHATa UPOHHU]A, AAJAUCTUTE jaBHO
My Ce CMeeja Ha YMOT KOj BO CBOjaTa NpPOCBETJEHOCT
€KCKJY3MBHO I'l OCBeTJyBallle GojHUTE nosuwa Ha EBpona.
CepHO3HOCTA HA YHUILTYBAHETO KAKO apryMEHT 33 HaNpenokK:
“HewTaTa MopaaT fia ce CyApyBaaT: OHa LITO Ce CAy4yyBa HU
ofjaneky He e ywTe JOBOJHO cypoBo“. Ho, mapauctuukarta
“pafocT Ha CYyAPYBAHETO HE MOXKELLIE 1a CE€ HOCH CO LIUHU3MOT
Ha CypoBOCTa LUTO NMoToa ce ciayyd. “Bo Tue ronmuu ensaj aa
nocToellle HEKOja jaBHa cMea Koja He OGuJia cMea 3a CTPaBOTH-
MTE U CMea NPOTHB HENMpPHUJaTeNOT, BACTUHCKHOT KaKO M 3aMUC-
nexunot* (Cnorepaajk).

IMpu kpajoT Ha 50 - Te gagaucTUyKaTa “pajocT Ha CyApYyBatbe-
TO™ € 3amMeHeTa CO CHTyaUHOHHCTHYKaTa “‘pajocT Ha
npoMeHuTe™ . I'pyna Ha aBaHrapH1 YMETHULM KOU “"Ce XpaHee
CO HAajIOETHYHUTE M HAJCNOHTAHUTE OCTBAapyBaka Ha yTOIHC-
THUTE, AHAPXUCTUTE, JIyAUTE NMOETH, HUXUJIUCTUTE U APYIH onac-
HY HE3a[JOBOJIHULH. CMETAjKU U Ha MPUIOHECOT Ha HUBHATa
COMNCTBEHA ‘PafMKajHa CyOJeKTHBHOCT® (...). 3rajleHa off UMIO-
TEHLHjaTa HAa YMETHOCTA, IOLLJIA 0 3aKJIyUOK AeKa eJMHCTBEH
KpeaTuBeH NOTaT e MOTNoJHa MPOMEHA Ha KUBOTOT U CBe-
toT. Taka, BOo HekoJKy 360opoBu, HacTtaHa CHTyaUHOH-
HCTHYKAaTa MHTepHauuoHana“. (3ep3an). CUTyauMOHHUCTHUTE
cakaljle MPOMEHH, a He mporpec, OJUCKOCT, a He CMNEeKTaKJL
Mpeute Ha CUTyaUHOHHUCTHTE, OCOOEHO OHHME HM3HECEHH BO
kuurata Ha T'w Jdebop Oiiuntiecitieo Ha ciiekitiak aoiti. o
npou3Benoa “NnocieHUOT roJieM 1IOK" BO MUHATHOT BEK KOj ja
norpece nopejieHa EBpona. HO ¥ OCTaTOKOT ON CBETOT-
MajcKUTe CTyAeHCKH HeMupH: “OBHe aKkLUK I'H U3BeJie rpynu Ha
aHapXUCTUYKM U CUTYALMOHUCTHUYKH KOMaHAOCH MO3HATH MO
cnoraHoT Hukozaw ne paboitiu? Kako Ha TOj Man Opoj Ha
HEOJArOBOPHH €JIEMEHTH MM yCreaJsio 1a MOTTUKHAT TaKa CepH-

' O3HM HEMHPH. BO Kou Gea BkayueHn aypu 12.000 ctypeHTH no

kHukeBHOCT 1 4000 cTyaenTu no npao™?. (Humanité. 29. mapt
1968)

being, driven by the mind and also by unpredictable process of the
unconscious.

The last century was marked by the great divide in perception, the
depths of which produced the strangest abdominal spasms of
thought: Dadaism, surrealisii, futurism, situationist and lettrist
international, anarchism, neo-avant-gardist movements, ‘dog-
man’.  Inability to reach ideal identity desired by reason became
the most favorable place of ‘making carnival’ out of the world: ‘We
are entitled to any kind of merrymaking: by words, forns, colors, or
noises; but, all of this is just a great stupidity that we intentionally
like and prepare — a great irony like life itself; an exact teclhnique of
the inevitably and finally perceived absurdity as common sense of
the world’. (Raoul Hausmann)

The Dadaists in Zurich and Berlin initiated appearance on the

European art scene of ‘the first neo-cyuic art of the 20th century’: no
metaphysics - only pure physics; no ideas, nonsense, or works of art
— only joy of action; no posing by author - only intentional surren-
der to the very situation. By practicing militant irony, the Dadaists
publicly ridiculed the human mind, which exclusively shed light on
the war fields in Europe in its efforts to bring enlightenment. Gravity
of destruction as argument for progress: “Things must collide: what
is happening is far from being sufficiently cruel’. However. the
Dadaist ‘joy of collision’ could not match the cynicism of cruelty
that happened afterwards. ‘In those years, any public laugh was a
laugh on the horrors and a laugh against the enemy, both real and
fictitious’. (Sloterdijk)

By late 1950s, the Dadaist ‘joy of collision was replaced by the sit-
uationist *joy of changes’. A group of avant-garde artists — who “fed
on the most poetic and most spontaneous deeds by utopianists, anar-
chists, mad poets, nihilists, and other dangerous dissatisfied persons,
counting also on the contribution of their own ‘radical subjectivity’
(...), and disgusted by impotence of art, concluded that the only cre-
ative attemipt is complete change of life and the world. This is how,
in few words, came about the Situationist International”. (Zerzan)
The Situationists wanted changes and no progress. closeness and no
spectacle. deas brought about by the Situationists, especially those
found in the book by Guy Debord Society of Spectacle, caused the
‘last great shock’ in the last century that shook divided Europe and
the rest of the world — the May Day student protests: “These actions
were made by groups of anarchist and situationist commandos bet-
ter known by their slogan Never works? How could such a small
number of irresponsible elements produce so serious unrests,
involving as many as 12.000 literature students and 4.000 law stu-
dents?’ (Humanité, 29 March 1968.)

After 1968, nothing was the sanie: a crack inthe common sense cov-
ered the infinite network of deconstruction and differences, of para-
doxes and mistaken notions. Nobody could say something specific
and unambiguous about things. Clear edges became vague. History
was thought to have been a stable process of the self-propelled
thought towards the promised presence of meaning and comimon
sense; suddenly history showed to be very unstable, oversaturated,
and seductive. The common sense was replaced by ‘paranoia’; irony
was replaced by cynicism. Thus we became ‘cynical vis-a-vis great
goals (this has become even fashionable; although it seems there is
revival of ideas on authenticity, honesty, righteousness), and so we
need a personal, intuitive, mad truth that will enable us to love or
despise somebody, or have certain goal worth to die for. We need
experience of complete infallibility, so that we could judge mistake
and weakuness of other people. We need to prove that we are right.
and not that we are righteous. We do not have trust in those who tell
us we want eternal justice and eternal truth, even offering such jus-
tice and truth; we only want to look nice in the eyes of somebody
who adores us; hence we do not stop grabbing every new opportu-
nity. We only like to enjoy in our own paranoia. We do not want
truth; rather we want to be pursued by truth in order to become



[Mocne 68-ta muTO Beke He Oellle HCTO: MyKHaTHHAaTa Ha
cMHCraTa ja npekpH GECKOHEYHa Mpeka Ha pasrpafyBama H
pa3yiKH, NapafokcH 1 3ab6ayan. 3a HelTaTa BeKe HHIUTO He
MOXelle Ja Ce Kake OApPeNeHO H HeJBOCMHCIEHO. JacHHTe
paboBH cTaHaa MaTHH. McTopujaTa Koja ce uMHellle AeKa e CTa-
GuyieH mpolec Ha camMoHanpeayBaukaTa MHCIA KOH BETEHaTa
MPHCYTHOCT Ha 3HAY€HETO M CMHCIIATa, Cera ce MoKaxka BO
ceTa CBOja HeCTaOGHJIHOCT, MpPe3acHMTEHOCT, 3aBOAJIHBOCT.
CmucnaTa ja 3aMeHH “napaHojaTa“, a MpOHHjaTa LHHH3MOT.
CTaHaBMe “LIHHHYHH KOH FOJIEMHTE LieJH (Toa e AYpH BO MOJa,
HAKO Ce YHHH JeKa MOBTOPHO OXKHBYBAaaT MAEHTE 3a aBTEH-
THYHOCT. HCKPEHOCT. MPaBEHOCT) U HU Tpebda JHMYHA. UHTY-
MTHBHA. Jiyla BHCTHHAa KOja K€ HH OBO3MOKH HEKOro ja
cakaMe. HeKOro f1a npe3Hpame, 1a MMaMe HEKOja LieJl 3a Koja Ke
cakame ga ympeme. [ToTpebHO HH € HCKYCTBO Ha MOTMOJIHA
HENOTrpeINHBOCT. KaKko OM Moene aa Ouaeme CyaHH Ha
TyfuTe rpewki u cnadocTt. [ToTpebHO HU € J0XKHBYBaWETO
[eKa cMe BO MpaBo. a He eKa cMe npaBenHH. He uMm BepyBame
Ha OHHE KOM HH 300pyBaaT leKa cakaMe Be4Ha MpaBja H Be4Ha
BHCTHHA. Ma AypH M HH ja HyjmaT, cakame camo no6po faa
u3riegamMe BO OUMTE HA HEKOj KOj HE 000XyBa, H 3aToa He
npecTaHyBame fa ja rpabume cekoja HoBa mpuimnka. Cakame
caMO fa Y>KMBaMe BO CONCTBeHaTa mapaHoja. He ja cakame
BHCTHHATA TYKYy Aa OGHAEeMe MPOrOHETH Of BHMCTHHATa. 3a fa
Gumeme 3HavajHH BO HEJ3HHHMTE O4H, 3a fa OHOEMe ClIaBHH BO
conctBeHoTo Teno™. Taka nuwysBa 3opan Powko Bo
TToitapanoutino 00 wydosiua, 1103a0asHO 00 3401TI0.

Bo onmuraTa ekoHoMmd ja Ha 2Kopx baTaj cmeaTa e cMecTeHa BO
OHOJ el Ha YOBEKOBaTa AaKTHBHOCT LUTO HE MOXE f1a ce
noaBeae NOA MOUMMOT Ha KOpHCHOCT. Cé To ce MaHudgecTHpa

important in its eyes, in order to be famous in own body’. This is
how Zoran Posko writes in his book in Croatian Paranoidnije od
ljubavi, zabavnije od zla (‘More Paranoid than Love, More Amusing
than Evil’).

In the general economy of Georges Bataille, laughter is placed in
such section of human activity that cannot be meant by the notion of
usefulness. Everything that is manifested as activity or energy,
which cannot be used up according to the principle of usefulness,
according to Bataille, must disappear or get lost. ‘To get lost is not
the same as to (be) use(d) up. Nevertheless, we are talking about let-
ting blood, about unconditional loss’. Such loss of energy does not
mean any sense or significance. In the same manner as ‘the sun
always emanates and never receives energy,’ so the surplus of ener-
gy is not vested in life support, but it is vested in different types of
useless, absurd consumption, such as: ‘laughter, heroism, ecstasy,
sacrifice, poesy, eroticism’. According to Bataille, history of life
involves saturation and not shortage. Such absurd useless waste and
such saturation i« revealed as tendency that cannot be stopped and
cannot be thought of as rational: this is violence to reason; this is ‘a
crack in human personality that relates to perception of disturbance
ofthe established order’. According to Bataille, what is given in use-
less manner represents a manifestation of sovereign existence, while
sovereignty is venue of freedom. A sovereign operation represents
‘an operation where thought inhibits the movement that subjugates
it, and, by laughing — and letting some other outburst of sovereign-
ty — it is identified by means of cutting the relations of subjugation
(...). In the sovereign operation, both thought is sovereign (...) and
its object is recognized as such, as independent from being included
in the order of usefulness.” And, what is beyond the limitx of useful-
ness, what is not useful for maintenance of the order, according to
Bataille, represents a thing that is always ‘forbidden’.

CHMOH ¥Y3yHOBCKM. INaauyuuya, 1976, nepdpopmanc
Simon Uzunovski, Galicica. 1976, performance
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KaKO aKTHBHOCT, OJHOCHO E€HEpruja Koja He MoXe fa ce
NMOTPOLIM CMOpeJ NMPHHUMNOT Ha KOPUCHOCTA, cnopeA bartaj
Mopa Ja ucuesHe, fa ce u3ry6u. “[la ce u3rybu He e UCTO LITO
1 aa ce uckopucty. Cenak ce paboTH 3a HCMylITaHE Ha KPB, 3a
6e3ycnoBeH rybutok“. Toa rybGewme Ha e€Heprujata He
nojpa3bupa HUKaKBa CMHCJIAa HU 3Hauewe. Kako mTo “coHue-
TO 1aBa €Hepruja. a HUKOraul He MpMMa‘“ Taka M BHLIOKOT Ha
€HepryjaTa He ce HHBECTHPA BO OfIP>KYBak€ Ha KUBOTOT, TYKY
ce BJIOXKYBA BO pPa3JIMYHH BULOBU Ha HEKOPUCHO, OecMUCIIEHO
Tpolleke KaKo WITO ce ‘‘CcMeaTa, XepOM3MOT, eKcTasaTa,
>KPTBYBaHETO, NOe3HjaTa, epotusmot . Cnopen baraj ucropu-
jaTa Ha XXMBOTOT € UCTOpHja HE Ha OCKYAHOCT, TyKY Ha Mpeo-
6unHocT. OBa GecMHCIIEHO, HEKOPUCHO TPOLLIEHE, OBaa Npeo-
OMJIHOCT ce OTKPHBA KaKo ABHXEHE KOe HE MOKe [1a ce 3arpe,
LITO HE MOXKE [1a C€ CBEJI€ Ha HUILTO PalMOHAJIHO: TOA € HACHJI-
CTBO HaJl pa3yMOT, TOA € “MyKHAaTHHA Ha YOBEUYKHOT JIMK KOja e
noBp3aHa co NnepuenuMjaTa Ha NOPEeMEeTYBake Ha BOCNOCTaBe-
Huot pen”. 3a bartaj oHa wTO ce gaBa 6e3 KOPUCT € MaHH-
cecTaumnja Ha CyBEPEHO NMOCTOEHE, a CYBEPEHOCTA € MECTO Ha
cnob6onara. CyBepeHaTa onepauuja e “onepalmja Bo Koja MHC-
JlaTa ro 3anMpa ABHXXE€HETO KOe ja NOTYWHYBA U, CMEEjKH ce -
M MpenywTajku ce Ha HEKOj APYr M3JIMB Ha CyBEpeHOCTa - ce
UAEHTH(UKYBA CO KHHEHETO HAa BPCKUTE KOM ja MOTUYMHYBase
(..). Bo cyBepenaTa onepauMja He € caMO MHMCJaTa CyBepeHa
(..) TYKY Y HEjJ3HHHOT 00 jeKT € NMPU3HAT KaKO TaKOB. KaKO He3a-
BHCEH Ofl BKJIyuyBambEeTO BO PeJOT Ha KOPUCHOCTA". A, c€ OHa
LITO M3JIETYBa Off PAMKMTE Ha KOPUCHOCTA, LITO HE € KOPUCHO
3a Op>KyBake Ha MOpeoKoT, cnopef baraj, e oHa wTo ceko-
rauw e “3abpaHeTo".

[ToTucHyBamweTO. “3abpaHaTa‘ Ha cMeaTa MMa JoJra Tpaaulu-
ja. Ywre op InaTtox 3a cMeaTa ce MUCAM CaMO HajioLlo, ieKa
€ HEelTO O LITO BOCHHTAHHOT 4YOBEK Tpeba aa ce cpamu. Bo
nmnatoHoBara Jpxcaéa um ce 3abenexyBa Ha XOMEPOBHTE
OOroBH 1€Ka co CBOMTE “M3JIMBM HA CMea‘ AaBaart Joll NpUMep
KO] BOAM KOH HEKOHTpPOJIMpaHa M OMNacHa OMYLITEHOCT.
HekoHTponipaHocTa ¥ ONYLUTEHOCTA C€ FPEB. HEMPHjaTeH Ha
MOKOPHOCTAa: OTTaMy M 3abpaHaTa Ha cMeaTa BO yuemaTa Ha
MHOT'Y LPDKOBHH PE€IOBH U MPETCTABHULIM Ha BepaTa (na oTTamy
M NpeTnocTaBKaTa Jeka KHUraTa Ha ApUCTOTeN 3a KOMefuja-
Ta, BO KOja TOj BEJM [I€Ka YOBEKOT € €JUHCTBEHOTO >KHBO
CYLITECTBO KO€E Ce cMee, O1sla CKpHeHa BO TEMHHTE JIaBUPUHTH
Ha HeKoja KaTonuyka 6ubanoreka). OBa nOTHCHYBaHe, OAHOC-
HO 3abpaHa Ha cMeaTa € 0COOEHO MPUCYTHO BO TOTAJMTapHUTE
pexxumn. Cnopea Tuxomup Mnuk Bpeau fma ce mortceTume
“Ileka UTaNMjaHcKaTa Bjafa BO BPEMETO Ha JOOPOTO CTOEHE
Ha cawmsmoT 1942 roauna ro 3abpaHuia Ha jaBHU MecTa
NPEeKpacHUOT npousBoja-cmeata”. Bo Ttekcror Xueoii 6es
xymop, UMK ykakyBa Ha MEXaHM3MHTE CO KOM MOKTa ce
MOTBpAYBa : HaMecTo rpy6H 3abpaHH, CYNTUJIHH CPECTBA Ha
MaHunyaupamwe: “Kako Bo oguuHjanHHTe ClyXKOU BO KOHU ce
KpeupaaT 1 Ao31MpaaT HH(opMaLM1uTe U Ae3nHGOpMaLHUTeE, 3a
Aa UM ce cepBMpaaT Ha rparaHuTe, Taka MoyHajaa fa ce KOH-
TpoJupa 1 o6JjacTta Ha XyMopoT. MHTepeceH noueTok Ha urpa-
Ta Ha KPMEHKA-MHXXEHKA CO XyMOPOT Kaj Hac NMOYHYBa YLITE BO
1948 roauna. [lpoxajnena e chopMysa Ha JaxKHa, Jemarouka
caTupa. yaap co HOX, HO HanpaBeH O ryMa, Uiu Aypu U (pUH-
rupan yoon*. XyMopoT, HpOHHjaTa, capKka3MOT, H3pa3eHU Haj-
BOp Ofl OfiHANpE/ OPEAEHUTE U NO3BOJIEHUTE MECTA 3a HUBHA
ynotpeba u “Tpolleme”, NOHEKOrall O1Jle CTPOro CAHKLHOHHU-
paHu of BjacTa (Kako BOJHMUKATA €Mu30[a CO UPOHUYHUOT
KOMEHTap Ha civkapoT Pofomby6 AHacTacoB Bo BpcKa cO roB-
OpoT Ha mpetcefaTesoT TUTO H HeroBaTa KpHUTHKA Ha
ancTpakTHaTa yMeTHOCT BO 1963.. 1uTO noTceTyBa Ha HEKOM
HEBEpOjaTHH, peuncH haHTaCTHYHHU NpUKacky Ha lllanamos).

Bo oBaa Hacoka 360pyBa M ClOBEHEUYKHOT couuosor Packo
Mounuk. Bo efen ecej Toj ykakyBa Ha HEBO3MOXHOCTA Off
NOCTOEHE HAa KPUTHIKH AMUCKYPCH HE CaMO BO TBPAMTE, TYKY U
BO MEKHTE TOTaJMTapHH CHCTEMH, KakoB wTO OGele

Repression or ‘forbidding’ laughter has a long tradition. Since the
times of Plato, laughter or laughing has been seen in the worse pos-
sible context; in other words, this is something to be avoided by men
of good manners. Plato in his work 77ie Republic raises objection
that the gods in Homer’s epic poems with their ‘loud continuous
laughter” give bad example leading towards uncontrollable and dan-
gerous looseness. Lack of control and looseness make sin; they are
enemies of obedience: hence, dogmas and doctrines of many church
orders and defenders of the faith ban laughter as such (this then
leads to the reasons for the assumption that the book written by
Aristotle on comedy where he says that human being is the only
being that laughs, was hidden in the dark labyrinths of certain
Catholic church). Such repression or forbidding laughter is espe-
cially evident in totalitarian and oppressive regimes. According to
Tihomir lli¢, it is worth remembering ‘that the Italian government
actually banned that nice product called laughter at public places in
1942 during the peak of fascism’. In his text written in Serbian Zivot
bez humora, a sa mjegovom zamenom (‘Life without Humor, and
with Its Replacement’), Ili¢ point out various mechanisms for main-
taining power or oppression: having subtle means of manipulation
instead of coarse bans. *The same manner used by official bodies to
create and dose pieces of information and misinformation to be
served to the people, was also used in establishing control in the
field of humor’.

One should also note in this context the 1948 interesting start of the
game of hide-and-seek relating to humor and ridicule in our country.
So, a formula had to be invented involving a false, demagogical
satire, ‘a stab made however of a rubber knife, or even a false or
feigned stab.” Humor, irony, and sarcasm, expressed outside of the
previously prescribed and allowed places for their use and ‘con-
sumption’, were sometimes severely sanctioned by the government
(i.e., the episode from the life of Macedonian painter Rodoljub
Anastasov when he was a private in the then Yugoslav anny, mak-
ing ironical comments on the 1962/63 speech delivered by Yugoslav
president Josip Broz Tito in which Tito severely criticized abstract
art; this reminds us on certain, rather unbelievable, almost fantastic
stories involving Russian dissident writer Varlam Shalamov).

Slovenian sociologist Rasko Mon¢éik speaks in this context as well.
In one of his essays, he underlines the impossibility to have critical
discourses both in ‘strict’ and ‘soft’ totalitarian regimes, such as the
Yugoslav one. The restricted sovereignty in the field of culture and
arts was the major feature of the ‘soft’ Titoist communist regime.
This meant that artistic freedom was tolerated only to that level
when it did not critically re-evaluate the merits of the ruling party
ideology. And since progress of art in such system mostly took place
in an atmosphere where fields of arts and culture lived in their own
illusion of freedom by maintaining diplomatic relationship between
utility and independence, then it was no surprise that radical forms
of criticism, characteristic for historical avant-gardes (Dadaism, and
all forms of cynic and neo-art) would not disturb for a long time this
very illusion.

As far as Macedonia is concerned, critical discourse (irony as way
or critical action or assessment done from distance) started to be
practiced only after the demise of the former system, as part of the
legitimate tactics of arts to state ‘the very truth’. However, this does
not mean that Macedonian art in the pre- and post-WW II
Yugoslavia was deprived or certain examples of ironic perception of
reality. Let me mention here just two artists whose works contain
ironizing that could be read as part of the artistic procédé: Nikola
Martinoski with some of his works of the 1930s, 1950s, and 1960s;
and Simon Uzunovski with his ‘happenings’ of the 1970s.
Martinoski showed this by means of his expressionist procédé in
overdoing the negative aspects of life (his early 1930s paintings — ¥o
kafeana (‘In the Restaurant’), dating from 1932), or in distorting and
caricaturing appearance (as in some of his drawings and graphics



jyrocnoBeHcKHOT. OrpaHHYEHHOT CyBEPEHHTET Ha NOJIpayjeTo
Ha KyJATypaTa H yMeTHOCTa OMJI OCHOBHA KapaKTepHCTHKA Ha
MEKHOT THTOMCTHYKH KOMYHH3aM, LITO 3Ha4H feKa caobonara
Ha TBOPEUKOTO CO3AaBale OHJa JO03BOJIEeHA CaMO BO OHaa
Mepa 0KOJIKY KPHTHUKH HE ja MPeHCRHTyBasa BPeAHOCTA Ha
HaeoJorujaTa Ha BiacT. A, 61aejki, pa3BojoT Ha YMETHOCTA BO
TOj CHCTEM TFJaBHO ce OfBHBaJ BO aTMocdepa BO Koja
nojpayjaTa Ha yMeTHOCTa H KynTypaTa ja KHBeejie CBOjaTa
Hiy3Hja 3a ciobofa, BOCMOCTaBYBajKH AMMIOMATCKH OAHOC
Mefy KOpPHCHOCTa M HE3aBHCHOCTA, pPaHKaiHHTE (hOpMH Ha
KPHTHKA, KapaKTEpPHCTHYHH 3a HCTOPHCKHTE aBaHrapau
(rapan3am M cuTe BHAOBM KHHH3MH M HEOM3MH) OJrO Bpeme
Hema fa ja mopemeTaT Taa uiysuja. [lypu. mo pacnagot Ha
cTapHoT cHcTeM, GapeM IUTO ce OAHecyBa MO MakenoHuja,
KPHTHUKHOT AHCKYPC (MpOHMjaTa KaKO HauYHH Ha KPHTHUKO
AejcTByBalbe O AMCTAHLA) MOYHYBA A Ce MPaKTHLUHPA Kako
Aen Of JNerHTHMHAaTa TAaKTHKAa Ha yMETHOCTa fa ce Kaxe
“BucTHHaTa". Ho, oBa He 3HauH geka BO MaKeJOHCKaTa yMeT-
HOCT Of MepHOAOT Ha fABeTe JyrocaaBHH, HeMa OApeAeHH
npHMepH Ha HPOHHYHO Neplentparwe Ha cTBapHocTa. OBfie Ke
HaBeJaM CaMmo /IBajua yMETHHUH BO YHH Jeia HPOHH3HPAKETO
MO>KE f1a ce YHTa KaKo Aes Of JMKOBHaTa nocranka: Hukona
MapTHHOCckH co Hekou ena oa 30-te, 50-te u 60-te © CHMOH
Y3yHOBCKH CO HEroBHTe “‘xeneHHH3n" on 70-te. MapTHHOCKH
CO eCrpecHOHHCTHYKATA NOCTAaNKa Ha NPeAHMEH3HOHHPamkbe Ha
HEraTHBHHTE acNeKTH Ha >KHBOTOT (CJAHKHTE OJ MOYETOKOT Ha
on 30-te roguun, Bo kageana, 1932.) uan UCKpuByBawbe H
KapHKHpare Ha MOjaBHOTO (BO HEKOM UPTEXH H rpadukH co
€POTCKH MOTHBH H MOTHBH O]l HAPOIHHOT >KHBOT, Kako M BO
caMKHTE €O KpylueBckH MoThBH, Ceadba,1956., Bo koja ¢ury-
pHTe “H3rieaaaT HCKPHBEHO, MAPHOHETCKH, CLEHHYHO, LITO I'H
A06aHXKYBa [0 IIErobHjHO KapHKaTypaJHH MpeTCTaBH",
ITeTkoBcki). 3acpakajki I'H Ha TO) HAYHH MOPaJIHHTE H COLH-
janHuTe npo6JemMi Ha BPeMeTO. Y 3yHOBCKH MakK CO MOCTarnka-
Ta Ha “KapHeBaJH3auija’ Ha MPOLEeCcOT H TeXHHKaTa Ha paboTa
(co KOpHCTEHETO Ha CEeKOjAHEBHH MaTepHjasii, BECHHLH,
cenioTejn, co eKCTEeH3HjaTa H OTBOPamETO Ha MpPOLECOT Ha
H3BElyBakETO HAAEJI0TO, CO BKJIy4UyBake Ha NpHjaTeNHTE H Ha
ny6yinkaTa BO MPOLECOT Ha pabGoTaTa, cO KOPHCTEHETO Ha
anTepHaTHBHH NpocTopH, [aauyuya, 1976., 1pecitancku o,
1977., n3Bemenn Bo aynata Ha PunoszodckHoT ¢akynTer,
Ckonje), HPOHH3HpAa CO WHCTHTYLHOHAJAHHTE BPEAHOCTH Ha
ocuuMjanHaTa KYJATYpa, CO HHBHATa HEJOMHPJHABOCT M H3Q-
BOEHOCT OJ >KHBOTOT Ha CEKOjAHEBHETO.
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Tihomir 1li¢, Zivot bez humora a sa njegovom zamenom.
www.republika.co.yu/306-307/27.html

Kopx Baraj. ITpoxaetiu deo, Hoeu Cap: CeeToBR. 1995

Branko Rom¢evi¢, Batajeva ekonomifa. hitp://host.sezampro.yu/rec/9805/rec98053.htm

Bopuc lMetxkoBekn.. Huxo.aa Mapiiunoscxu. Kyntypa, Ckoitje. 1982

involving erotic motifs and motifs of popular life, as well as in those
paintings with motif's of the town of Krusevo; for example, the 1956
painting Svaclba (*Wedding’) where ‘figures seem distorted, mari-
onette-like, scenic thus making them resemble some kind of farcical
caricatural presentations’, according to art critic Petkovski). Thus,
Martinoski was able to address the moral and social issues of his
time. On the other hand, Uzunovski, by making the procédé and
technique of the work ‘carnival-like’ (use of everyday materials,
newspapers, scotch tape, use of extension and opening of the
process of performing the work of art, involvement of friends and
audience in the process of working, and use of alternative venues —
Galiéica, 1976, Prespanski oci (‘Eyes of Prespa’), 1977 performed
at the entrance hall of the Faculty of Philosophy in Skopje) intro-
duces irony relating the institutional values of the official culture,
through their untouchability and separation from everyday life.
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Mapuka bouBapogBa, /JIyyuonu kpuiuuku
Marika Bocvarova, Lucid Art Reviews

30WwTO O0/MrO BpeMe, MopagM MOYNUTYBaHETO HAa HCKOM
HEMUIIAHH KOAEKCH, CME BO TEH3HMja M CME€ HM30JMpaHH O]l
MO>KHOCTHTE [1a ' ancoJIBUpaMe, H3HECEME U Ha KpajoT Aa I'n
MPOTOJIKYBaMe JIMKOBHHTE COCTOj6M BO KOM KOHCTAHTHO € MOT-
THCHAT BUPYCOT Ha OHOj KPUTHYAPCKH ANCKYPC. KOJLITO 06My-
Ba CO LUMPOYNMHA HAa HMBO Ha AYXOBMTOCT U HpoHuja. [la He
G1aeMe MpecKpOMHH. TOj HABUCTHHA BHpeEeLle |, C& yIITe, HMa
CBOM MOTEHUM]aNH. BO KO MPOHAOFaMe [0BOJIHO KOHTEKCTH
WITO CE€ BKJOMYBAaaT M CE MPUJIOr KOH MPAKTHKMTE MPUMEHY-
BaHM BO HCTOpHjaTa Ha MaKeJOHCKAaTa COBPEMEHA JHMKOBHA
YMETHOCT.

HuTy aMOHMUHO3HO, HUTY MPEMHOrY CEPUO3HO HE MpHUCTanyBaM
BO COCTaBYBalkETO Ha TEKCTOT. Mokam BefHall ga Oupam
“HOKayTHpaHa" of CTpaHa Ha BeKe [OBOJIeH OpOj TeHJeH-
LUHO3HO MPOHH3HPAakEe W KOHUMNHPAHKE Ha TrJieflakba KOH KpH-
THKAaTa CO UCMejyBauKH TOH, 0COOEHO O] CTpaHa Ha JINKOBHUTE
YMETHHLIL.

MpejaTa M e camMo fa nmoTceTam Ha JYUMAHHTE MPUCTAMH BO
NUIYBaKETO Ha HEKOJKYMHHAa KpuTHuapH. IlpBute xpabpo
OCMMCIIEHM PpELEeH3MH ce KOHcTaTHpaHu Kkaj Jlagucnas
Bapuuink no koM ce 4yBCTBYBalle OrpOMHA Mpa3HHHA. 3a HEro
ciukapoT ['nurop Yemepcku BO TEKCTOT HamMILAH 3a KHHUraTa
Bosnesupen wabaon (MCY. Ckonje. 2000). BegHaw Ke ro
onpefjesy HErOBHOT CTATyC BO HalllaTa CpeAnHa: “3a MHOZymu-
Ha kaj Hac Jladucaae Bapuwwk bewe 1 80420 ocitiaHa, €0)-
oexel( U jabaruuja, HaitipatiHuk 6e3 ceoja mepka u 6e3 cgoe
MECIIO HA HALUAIa MKOBHA Liipite3a*.

Bo noHoBO Bpeme MOXe aa ce roBOpH caMo 3a TEKCTOBM, KaKO
JIMYHH PeakLUMH LITO MOXAaT fa ro uMaaT edeKToT Ha Gnara
HpOHHja. KOja MHHUMpA MEHYBale Ha OAPEAEHH CHTYyaLHUH BO
aKTYEJIHUTE MpOLEeCH Ha MaKeloOHCKaTa JIMKOBHA cueHa. Jlaso
IMnaBeBcku (BO MCTOBO cnucaHue. 6p. 12/13) ce obune npeky
TOJNKYBake€ Ha “3aMOpPOT” fJa YyKaXe Ha peajsHoCTa Ha
n3noxobeHaTa MOJNUTHKA, BO Koja: “EeHociuasHo ce pedail
Zosnesm 6poj Ha HeilolipeOHU u3N0XcOu. M3r0xbu 3a oa um
ioAuHe pedolil. @a ce oitiBopaili, 8a ce cobepaiti Ayze Ha OlTli8o-
parveitio u, @a ce 3abopasaii... Tepaiiujaitia koja ce iipusmenysa
80 8akauille cay4alt ce HapeKyea ucitopuauparse. Ce ce ticitio-
pusipa, cé uma IpuuHa €a [ocitiol camo aKko uma Hekoja
UCTHOP UCKA OUMEH3Ua, HeLTIO 3a KOe MHOZY {10001(HA Ke CO3-
Haeme Kakeo Oun0 HeZog8ollio 3HaHerve."

Jlunjana HepesnkoBcka mpef HEKOJKY FOAMHM Mpeau3BHKa
JlaBMHA peaKkUHy, IeJyMHO My6GaHKYBaHH BO MEYaTOT. Hanmaau
nopagu HeogHUMjaTHUTE KOMEHTapH, (KOMMOPMHCTHYKOTO
ofHecyBawe) KoM Oea MOBpP3aHM CO OMpENIEeHH HacTaHH BO
Makenonuja 2001. HuBHaTa aKTyeJHOCT He OBO3MOXYBalle
MpUCTaN BO TPETHPAWETO Ha NIMPEKTHHTE peakLUHN Ha MOJH-
THYKHOT W KYJTYPHHOT XXHMBOT BO TOj MCTOPHCKH KOHTEKCT Ha
HegeduHnpanu coctojou. Cenak Bo 2002. Bo MCY. Ckonje ce
CIIyUH MPOEKT - YamefliHoclli Ha Hawuetio apeme - tiocae 85 -
Otutachu epcku. Taa BO npearoBopoT obGjacHu: [Tosexe

Why do we find ourselves for longer period of time in tension, for
the sake of consideration of certain unwritten codes? Thus, we are
being isolated from opportunities to absolve, present and finally
interpret art state of affairs, which constantly involve the “virus’ of
such critical discourse full of wit and irony? Let us not be too mod-
est. This discourse was really flourishing and has still own poten-
tials, where we are able to find sufficient contexts that are compati-
ble and represent contribution to the practices applied in history of
Macedonian contemporary arts.

Indeed, I am not overambitious and excessively serious in my
approach in writing this text. I could be immediately ‘KO’d’ by the
sufficient attempts of tendentious ironizing and conceiving of ridi-
culing viewpoints, especially by the very artists themselves, as such.

My main intention is just to recall some of the lucid approaches as
found in writings by several art critics. One could conclude that the
first courageous and well-elaborated art reviews were written by the
late Ladislav BariSi¢ who originally set the example that was hard to
follow. Painter Gligor Cemerski wrote about Ladislav Barisi¢ in the
foreword to the book dedicated to Barisi¢ Disturbed Clicheé
(Museum of Contemporary Art, Skopje, 2000) in his attempt to
determine the status of BariSi¢ in our country: ‘Many of our people
in Macedonia for a long time considered Ladislav Barisi¢ a new-
comer and foreigner, an intruder without ovwn limits and without
own place on our art scene’.

In recent period, we can speak only about texts as personal reactions
that might have effect of subtle irony intended to make changes in
certain contemporary conditions and processes on the Macedonia art
scene. Art critic Lazo Plavevski (in issue no. 12/13 of The Large
Glass) tried, by interpreting ‘the art fatigue’, to point out reality in
the exhibition policy where: ‘Simply, many unnecessary art exhibi-
tions just follow one another. Exhibitions just for their ovwn sake — to
be opened, to gather the social elites at the opening ceremony. and,
to go into oblivion... Therapy applied in such cases is called his-
toricization. Everyvthing is being historicized. there is reason to exist
only if there is some historic(al) dimension, something whose impor-
tance if any would become known to us much later .

Few years ago, art critic Liljana Nedelkovska provoked an outburst
of reactions, partly published in the printed media outlets, attacks
because of unofficial comments (conformist behavior) that related to
certain events in Macedonia in the year 2001. Their topicality did
not provide any approach in treating direct reactions by political and
cultural establishment in that historical context of undefined situa-
tions. Nevertheless, a project did take place after all in 2002, in the
premises of the Skopje Museum of Contemporary Art: Art of Our
Time - Art since 85 - Dangerous Liaisons. Liljana Nedelkovska
explained thus in the exhibition catalogue: “Several reasons initiat-
ed the exhibition ‘Dangerous Liaisons’. Some reasons are very evi-
dent and there is no need to talk about them; i.e. it would not be
‘useful’ to talk, since life has taught us what is very evident, too
much humanly evident, so evident it hurts — should be put aside. into
oblivion. This is the great cynicism that we like to bet on; this is that
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dputunnn ja moiaueupaa uzaoxoamia ‘Ouacku epeku’. Hekou
00 HUB Ce [TIOAK Y OHUZ ACOHU LUITIO 3a HULE B0OMUITIO He LTipeda
oa ce 300pysa ua, {OMO4HO, He OU OUA0 'KOpUCHO' Oa ce
300pysa, 3aLT0a WO HUBOWIOUL HE yHlt 0eKa €€ OHA WO e
OUUUZ NCOHO, [IPEMHOZ Y HOBEHK L OHUZ AEOHO, [TIOAKY OHUZAEOHO
witio 6o, wpeda da ce oiiicHe, wpedba oa ce 3abopasit. Toj
e [lloj 2oaem QUHU3AM HA KOJIuIEio ce 00.a0xcysasme, [tioa e oHaa
cpeKka, 0oOuwitiHA KOoMOUHAWUja HA KOJauulio UZpa Haluorll
iipocseitieHo-koHgpoprsuctauurxu ym Llunuurno, Ho Kopucro,
0e3 ilocaeouu.”

OBrie KPUTHYKH IPHIIO3H C€ MOKEOH IETEKTHPAHH, HO BO HUB
HEJIOBOJIHO C€ TaJI0XH TEHJIEHUMjaTa Ha I0XKHUBYBake, Npef ce,
Ha MMEH3HTE HAa XyMOPOT MJIM HpOHMjaTa WTO Tpeba na He
peJlakcHpa NpH HMBHOTO McauTyBatbe. Cekoraw GopbaTa 3a
nyjacHMpawe BO [afieHHOT MHMr Ke Ouae onpaBgaHO co
KOHKpeTeH 3aaT M MNOCTOjaHO Ke Ce MOBTOPYBA MPAallakeTo
a1 jac NpB TOAa ro CTOPMB BO MOMTE nuuiaHu 6enesn. 3atoa
1 ce o6MlyBaM caMo fla MapKMpaM - KOMEHTApHTE I'M OCTaBaM
3a ApYr¥ BpPEMHH>A H 3a YT XPOHHYAPH..

HHTeHuujaTa gace HaTypaaT apryMeHTH KOM ro cJleflaT UHHH3-
MOT, HPOHHjaTa, KOMHYHHTE CHTYalMH BO JMKOBHHOT XXMBOT,
6apeM ce ocBeaoYEHH BO 30MpKaTa Ha KpUTHKH (1972-1986) Ha
IlagucnaB bapuwmk (Boswnesupen wabaon). a u BO HeohHUH-
jalHWTE BHUyBaka Ha MOTOJIEMHOT AeJ Off OHHE WITO Ce MOA-
rOTBEHH f1a 'H npuaTaT U MO MOXKHOCT Ja ' HHTEpNpeTHpaaT
BO COOABETEH MHUr. YeMepckH, BO BeKe LMTHPAHHOT TEKCT. ja
00pa3noxu KOMYyHHKalMjaTa co yMETHHUMTE BO kacdpeaHaTa
Bykedi. lllerute u cepnosnuTe MyabeTH BO HajrosieMa Mepa
ocTaHaa “BakyMHMpaHM” BO eTepoT Ha KadeaHaTta. HuBHuTE
MyabeTH rM 3eMaM Kako MpETNOCTaBKa Ha MOXHH OTCIIHMKY-
Batba Ha JIMKOBHHOT JKMBOT, BOIEH HEKOJIKY AeLleHHH HaHa3af.
Toj HamaTH M HaM HH Ce NOBTOPH BO APYXXEHETO CO yMeT-
HHUMTE BO “Hechopmasin” npocTopu. Ha kpajoT pesyarupaiue
CO eJHOCTPaHM YYEHHYKH YKOPH, NMpH 1ITO Oelle n3ocTaBeHa
NOpaHELIHATa AYXOBHTOCT M OMYIITEHOCT BO MPH(AKAKETO Ha
pa3MuciyBaka WTO ja mnpebGojyBaaT CEpPHO3HOCTAa Ha
KPEaTHBHOTO [€jCTBYBakE.

OTTaMy KOHCTaTHpaM fieKa BO OfpeAeH NMEepHOAa “Malluku” ce
nocTaByBaJjie AMJIEMHTE KOM MPHTHpaJle M 32 KOM XXECTOKO ce
pacnpaBalio, ce MCMejyBajle WM KpUTH3Hpalle cocTojouTe BO
yMeTHOcTa. Bo pa3sroBopute M nojemukuTe He GMIO NpHO-
PMTETHO BOCMOTABYBAKETO Ha KPMTEPHYMOT Ha rjeflakhe Ha
oapeaeHa MaHHdecTalumja, NTOGUTHO GHIIO HAa KOj HAUMH Ja ce
OCMHCIM “HamaoT” Ha MMMPOBM3MPAHHTE HM30XOHW., Ja ce
onberHaT NoBpIIHHTE KOHCTATaUMH - IUTO € J0OPO MIIHM JIOLIO.
be3 unmanky mauunynauuu Bapummk yaupaiie AMpeKTHO Ha
neTepHO ocMucienuTe npedeHTauuu. I'o u3Haoraue u npu-
MEeHYBallle OHa “Opy»XKje” MpeKy Koe HeOCMOPHO Ce OTKpHBallle
AHOTO Ha BPEHOCHUTE CHCTEMH Ha YMETHUUKHUOT NPOAYKT. Bo
Taa CMHCJa M3rjefjallle Aeka TOj CH MoMrpyBalle AypH H CO
HHTENIEKTYaTHOTO PEHOME Ha YMETHHKOT MJIM Ha KPHTHYApOT.
KouduumueHTuTe Ha “yMeTHHYKAaTa MHTeIMreHuuja” Gea BO
¢OKYyCOT Ha HEroBUTe pa3MuciyBara. KOHEUHHOT 3aKJyuok
BO 3aBHMEHa (popMa ro ocTaBM BO palETEe Ha CJEHHTE TreHe-
pauun. He npetnocTaBu eka THe Ke Ce HajaaT BO MAEHTHYHA
cuTyaumja, Aypu M nosowa. Ha Koj HauMH fa ce cnpoTHBC-
TaBMME Ha TParH-KOMHYHHMTE COCTOjOM BO KynTypara jeHec?
JlHeBHHOT neyvaT ja Hema fobnecta Ha ExpaHn, npeky niyceBu
M MHHycH OapeM fa ce pa3rpaHHud €CTeTCKOTO O KHYOT.
HcnonnTusupaHocTa Ha HACTaHMTE BO [EHEUIHHOT KYJNTYPEH
aMOMEHT M3rjiefla TOJKY JOMMHATHa, IITO HEMA LIAHCH Ja ce
cropeau co oHaa ofi 70-te u 80-Te.

lllapMOT Ha peakumuTe BO KPHUTHKATa K€ OCTAaHAT KaKoO
oTyleHa KaTeropmja. a BEpOjaTHO Ke ONCTOjyBa 10 MOMEHTHTE

luck, winning combination that our educated and conformist mind
would like to play. Cynically, and yet useful, without consequences.”

These critical contributions perhaps have been already detected, and
yet they lack tendency to experience the very humor or irony that
should relax us when reading them. The struggle for pulsating in the
given moment shall always be justified by a concrete attempt and a
question shall be always repeated: was I the first one to do that in
my articles and commentaries? Hence, | only try to underline — |
leave comments for other times and other chroniclers.

Intention to impose arguments that involve cynicism, irony and
comical situations found in art life, at least, are registered in the col-
lection of art reviews (1972-1986) by Ladislav Barisi¢ (Disturbed
Cliché), and are also told in the unofficial comments by majority of
those persons who are prepared to accept and possibly interpret
them in a proper moment. In the already mentioned text, Cemerski
explained the communication, taking place in the restaurant
Bouguet. Jokes and serious conversation remained only within the
restaurant itself. | take their conversations as assumption of possible
perception of life of artists going back several decades. We have also
experienced over and over this life of artists when socializing with
them in ‘informal premises or places’. The end result was a mere,
one-sided reprimand as those given to students. One has to note here
that there was indeed absence of former wittiness and relaxation
when accepting thoughts on recovering from the gravity of creative
work.

Therefore, 1 conclude that not so long ago dilemmas were present-
ed, in brave and resolute manner, that irritated and were object of
heated debate; in other words, there was loud and public ridicule or
criticism of the situation in the field of art. In those times, priority in
talks and debates was not given to determining criteria in consider-
ation of a given event; it was more important to design the ‘attack’
on the improvised exhibitions, in order to avoid the superficial con-
clusions of the type: what is good or bad. Without any improvisa-
tions, art critic Bari$i¢ was attacking directly poorly elaborated or
easygoing art presentations. He was able to find and identify such
presentations. In ‘fighting’ them, Barisi¢ used to apply such
‘weapons’ that enabled him to publicly expose the rock bottom of
the value systems of a given art product. In this context, it seemed
that he was even playing with the intellectual reputation of a given
artist or even of a fellow art critic. Art ‘intelligence coefficients’
were the primary topic of his considerations. He left the definite
conclusions in veiled form in the hands of the generations to come.
He could not even presume that these generations would find them-
selves in the same if not worse situation. How can we fight the tragi-
comic situation in the field of culture today? Now newspapers lack
courage and virtue of Ekran (former Macedonian arts & show-busi-
ness weekly magazine), when presenting art reviews, to make clear
and precise distinction between aesthetic art works and kitsch prod-
ucts by openly marking the aesthetic value of a given art product
with pluses (+) or minuses (-). Present art and culture events in our
country are so much dominantly over-politicized, so present state of
affairs in the field of arts and culture could not be even compared to
the one in the 1970s and 1980s.

Charming and witty reactions to staged art events are evidently
missing in current written art reviews; these elements probably
would be again established when our art critics try to comment cur-
rent events in true, honest, and witty manner. Being inventive in
such art review approaches is a must. Potential writers of well-elab-
orated art reviews have existed in our country. However, seriousness
always has intention to impose itself as being of top priority.
Seriousness most probably has been established as some kind of
guarantee for the successful status of a given artist and a given art
critic. The already mentioned fatigue has been just added and used
as explanation for the attitude that has been ignoring the art opus of



KOra, BHCTHHCKH. YECHO. NyXOBHTO Ke c€ KOMEHTHpaaT
JHKOBHHTE HAacTaHu. MIHBEHTHBHOCTAa Ha BaKBH NpPUCTaNM e
notpe6Ha. [ToTeHuMjaaHi MHIIYBayH BO HalllaTa CpeAHHa Moc-
Toene u nocrojat. Ho, cepo3nocra noctojano HMa HHTEHUH]a
Ja ce HaMeTHyBa Kako npHopHTeTHa. Taa HajBepojaTHO e
MMIJIEMEHTHPAHA KaKO rapaHuija Ha YCNMELIHHOT CTaTyCc Ha
YMETHHKOT H Ha KPHTHYApOT. 3aMOPOT CaMO Ce HafloBp3a i ro
NpoHajae ONpaBAyBalkETO 3a HTHOPHCKHOT OfHOC Ha HEKOJIKY
3HayajHH reHepauHH, KOM Cenak Ce CMeTaaT 3a peJieBaHTEH
cy0jeKT BO KpEHpaweTO Ha YMEeTHHYKaTa ClLeHa BO
MakenoHnja. KoHTekcTOT Ha napanennTe BO KOH € HHBOJIBH-
paHa MpOHHjaTa ro HIyCTpHpaM CO AeJl OJ HACTAHHTE LUTO ce
NOBTOPYBaaT HJH Ceé HAEHTHYEH NOKa3aTes Ha ciydyBamaTa
Kaj Hac. HacnoBuTe Ha KpaTKHTE TeKCTOBH Ha bapHlHK He
noTceTyBaaT Ha Henortw3aasm uau opyzuitie 1aartio u mMama, BO
Hero ce anyaupa Ha: “O6u4Ha [puKkasHa e - gexe t 0080AHO
2ayiiasa - Oeka 3aHaellioli mOxce Oa ce Hacaeout, 80 IHaAeHITOIl
- He, bapem He 60 0ZpoMmeH OPOj cayqal, (O YKAXCVEARITO HA
Tuneecku He yitailiysa, AaxHO UHDOpMATUUEHO, HA adpecaltia
Ha [taitikoitio, a He Ha cuHoiu.”. [Ipyr eKnaTaHTeH NpHMep e
Hanucot Koj e HauseH? - HMau Hewilo 3a 0pozuitie, cexcoiti, HO
HajioseKe 3a itioa Kako “osajua aouw 2o youja Muaowa*. Hu
ce nosTopu HeoaamHa, 2005. (3a BpeMe Ha ONIp>KYBaHETO Ha
peTpocnekTBHaTa H3noxk6a Ha Munow Koyoman). Hukoj He
pearupaille BO BaKOB CTHJ, a HMalle JOCTa “LUIAarBOPTH”.
0CcODEHO NilacHpaHH Ofl CTpPaHa Ha MeJHyMHTE.

HeroBure nyungHi aHaau3H CyreCTHBHO [1€jCTBYBaa Bp3 yMeT-
HuunTe. OBaa 361pKa e 0OpO HanMllaH “y4yebHHK” KO Ha CBOj
HauyHH I ofipa3n Gapamara IUTO HeKoraiu 6ea NOTTHCHATH.

Bo 70-te n 80-Te ro umaBme bapuink. Toj Bo HHeaeH MOMEHT
HE MOJJIErHa Ha NMPHTHCOUMTE HAa CAMHTE YMETHHUH, HHTY Ha
OHHE KOM I'H IUTHTEa COCTOjOMTE Ha OJpXYyBalke Ha KOH-
THHyHpaHa acUpMaTHBHOCT. AcdHpMaTHBHATa KPHTHKA 3a
HEro NpeTcTaByBallle HCKIYYoK, OuaejKi peasHoCTa BO Haj-
rofieM Cllyyaj, HaBHCTHHA He KOMHUHAHpAlLe CO OYEeKYBAaHHOT
BHCOK CTENEH Ha JO>XHBYBalhe Ha KOHKpeTHaTa H3yoxoa.
M HcHHyaunnTe ynaTeHH KOH HHEPTHOCTA Ha KPHTHYapCKHOT
300p ce BeKe KOHCTaTHpaHH. 3aToa He ce OCMejyBaMm Ja
MaHHNYyJIHPaM CO TEOPETCKH npeTnoctaBkH. HuBHaTa nmnue-
MEHTauHja BO CONP>KHHATA HAa OBOj TEKCT Ke Me oajaneuu of
peanuTeTOT Ha KPHTHYApCKHOT [OHCKYpC BO MakenoHuja.
Onwto npudaTeHUTe TEOpPHH OKOJNy CMeaTa, HPOHMjaTa,
KOMHYHOTO HTH. cé BO (DyHKLM]a Ha rinobanu3nparme Ha npoo-
JIEMHTE, HO He ja HMaaT MpecyaHaTa 3ajaya ja ce cnpaBaT co
€/1HH BaKBH JIOKAJIHH CJIY4KH, LITO HMAaT CONCTBEH “HEperyJii-
paH” ncropujat. Ce nokaxa fieka TEIKO Ce HaJMHHYyBaaT, He
CaMo NopajH OTCYCTBOTO HA [MPEKTHH HHBEHTHBHO OCMMHC-
JIEHH peakuH, TYKy M NopaaH pe3epBHPAHHOT OJHOC Ha
JIMYHOCTHTE LITO HEMOCPEIHO Ce HHBOJIBHPAHH BO HAaCTaHHTE
O/l BAKOB KapakTep.

OunecHuTEeNIHa OKOJIHOCT 3a Bapuuink Gelue WITO HacTanyBalle
Kako He3aBHceH. IHCTHTYuHHTE 3a Hero 6ea camo noBoj a He
r'U cieau “3aROHATOCTHTE” Ha NOYHTYBAHE HA HACTaHH KOH ce
OBHBAaT BO HHBHHOT JOMEH. 301UTO NakK JHYHOCTHTE, KOH NO
HEKOja ciTydajHocT ce BpabOTeHH BO HHUB, 1a HE MOXKAaT AHpeK-
THO fAa IHM o00enoAeHaT CONCTBEHHTE BHAYBamwa, fa
HPOHW3HpaaT CO H3MECTEHHTE KPHTEPAYMH BO KPEHPAHETO Ha
KyJNTypHaTa NOJIHTHUKA, LUTO BO €I€H NOAOT NMEPHOJ CE OABH-
BaaT HafIBOp OJ HHBHAaTa “KOHTpONa” M HafBOp Of HEKOH
OCMHCJIEHH KOHLENTH KROMNAaTHOMIIHA cOo npodechaTa.

few important generations of artists in our country who still have
been considered a relevant factor in establishing the art scene in
Macedonia. | would like to further illustrate the context involving
irony by citing some of the events that have been repeating or rep-
resenting identical indicators of events happening on our country.
The titles of the short texts by Barisi¢ remind us of Nepotism Or
Other Daddy And Mammy, where Barisi¢ makes allusion to: ‘It isan
ordinary story — already sufficiently silly — that a trade can be inher-
ited, but not the very talent for it, at least not in most cases; after the
indication made by Gilevski, this takes us, misleadingly, to intention
of the father, and not of the son’. Another striking example is the
article: Who Is Naive? - Otherwise, Something On Drugs, Sex, But
Mostly On How ‘Tivo Bad Persons Killed Milos’. This was repeated
recently, in 2005 (during the retrospective exhibition of Milo§
KodZoman). Nobody dared react in this manner, and yet there were
many ‘cues’ or ‘hints’, especially those promoted by the media out-
lets.

His lucid analyses had suggestive impact on artists. This collection
of art reviews could represent a well-written ‘textbook’ that
expressed in own way requirements that were suppressed formerly.

In the 1970’s and 1980s, we had Barisic with us. He never yielded
to the pressure made by artists or by those who protected or pro-
moted circumstances for maintaining a climate of continuous public
recognition in the field of art. Affinmative art critique was exception
to him, because in most cases reality did not correspond with the
expected high level of experiencing a given exhibition. Insinuations
addressed to the inactivity of art critics have been already conclud-
ed. Therefore, I do not dare manipulate theoretical assumptions.
Their implementation in the context of this text would drive me
away from the reality of the discourse of art critique in Macedonia.
Generally accepted theories on laughter, irony, comicality, etc. sup-
port globalization of problems, and yet they do not have the primary
task to deal with such events of local character that have their own
‘obscure’ background. It has been shown that present state of affairs
in art and culture review is difficult to overcome due to lack of any
direct and inventively elaborated reactions and indifferent attitude
shown by persons who are directly involved in events of such char-
acter.

The very fact that BariSic acted on his own behalf, independently,
made his work easier. The very institutions were just pretext for him
not to follow ‘the principles’ in respecting events organized within
or by such institutions. On the other hand, why cannot persons,
working by mere chance in those institutions, directly make their
own views public? Why cannot they ironize the criteria gone astray
in creating culture policy, criteria that have been going on for longer
time beyond their ‘control’ and far beyond any well-elaborated cul-
ture-centered concepts compatible with their profession?
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Maja Yaukynoscka: putexncou oenec
Maja Cankulovska: The Drawing Today

Anekcanaap CtaHkoscky. O cTpunot Heundeitiugpuxysaro, 1993-1997
Aleksandar Stankovski, From the comic Unindentified, 1993-1997

Eden moxen iipezne® Ha upuiaqkaiia axiii8HOCIi 80
Makedonuja eo nepuodoiu 1991-2006

INornenot Bp3 yMeTHHUKaTa aKTHBHOCT BO MakegoHHja BO
U3MHUHATUBE 15-THHA rOAMHH HEN30E€XXHO ynaTyBa Ha cornieny-
Balke Ha €[eH HHTepeceH (EeHOMEH - aKTyenu3auHja Ha
LPTEXKOT KaKO CAMOCTOjHA JIHKOBHA gucuunanHa. OBaa ymeT-
HHYKA MPaKTHKa Ol pa3JIMYHM MPHUYHHH BO MHHATOTO Kaj Hac
He € CHCTEMAaTCKH TeopeTckH obpabGoTyBaHa H Hema ja buge
NpeTepaHo aKo KOHCTAaTHpaMe HEroBa MapriHaJIM3HPaHOCT BO
ofHOC Ha Apyrute aucuuniauHu. [peamet Ha o6paboTka Ha
OBOj TEKCT € COBPEMEHHOT TpeTMaH Ha UPTEXOT KaKo
CaMOCTOJHO OCTBapyBale€ Kaj rpyna Mnomjaaau MaKeaOHCKH
YMETHHLH, aK TUBHH BO nepHogoT Ha 90-re roauHn Ha 20 Bek (1
ocobeHo Bo nocnenHuBe 5-6 roaunn). OBaa xeTeporeHa rpyna
- MOBp3aHa MOMAaJKy MNpeKy reHepauuckara OJHCKOCT. a
NoBeKe MPeKy HHTEPECOT 3a LPTEX - PeJaTHBHO KOHTHHYHpa-
HO (He Ha HHMBO Ha HHUMAEHTH) TO HEryBa LPTEXOT KaKo
aBTOHOMHA KaTeropHja, BOOGMYAEHO fAeslyBa HE3aBHCHO Ha
pa3jMuHU MOJIMHba, BHECYBA OfpefleHa CBEXHHa M pa3BHBA
cneundHYeH U3pa3 KOj NOTEKHYBA O/ pa3JHYHH YCIOBEHOCTH,
a BOEJHO MMa 3aBHOHHM OCTBapyBaka BO OBaa o0mnacT

A possible tendency outline of drawing art in Macedonia in the
1991-2006 period

Even a mere look at art tendency in Macedonia in the past 15 years
inevitably shows a reflection of an interesting phenomenon — actu-
alization of drawing as independent art discipline. This art discipline
was not in the past systematically and theoretically elaborated in our
country; hence, it would be appropriate to conclude that drawing as
such was placed on the margins vis-a-vis other art disciplines. This
text deals with contemporary treatment of drawing as own and inde-
pendent production by a group of a younger Macedonian artists cre-
ative since the 1990s (and especially in the last five to six years).
This heterogeneous group of artists —more connected via their inter-
est in drawing and less by belonging to same art generation — pro-
motes drawing as independent art category in relatively continuous
manner (not by accident; the group members usually are active inde-
pendently in different fields). The group brings specific art freshness
and develops a concrete expression originating from different cir-
cumstances. The group also has important achievements in this field
and even major presentations in our country and abroad.

We can find our determination in making analysis of the current
state of affairs in the field of drawing in our country in the evident-



3HAUMTEJIHH NPETCTaBYBakba Kaj HaC H BO CTPAHCTBO.
OnpenenbaTa 3a aHann3a Ha cocToj6aTa Ha LPTEXOT JIEHEC ja
Haofame BO €BHAEHTHO 3rOJIEMEHHOT MHTEpEC 3a OBaa AHCLH-
NAHHA. H3pa3eH NpeKy c€ norojeMHoT Opoj H3N0XK6H
NOCBETEHH Ha UPTEXKOT KAaKO MpOUEC H Kako MeNHyM BO
nociefHuBe FOAHHH Kaj Hac. 3a noyeToK Ke Habpoume
HEKOJIKY 3HauajHH FPYMHH H3JI0XXOH. NOCBETEHH HCKJIYUHBO Ha
COBPEMEHHOT LPTEX. KAKO HAJKAPAKTEPHCTHYHH NMPHMEPH 3a
TBOPELUTBOTO Ha noroJieM 6poj Make1oHcKH aBTopH Bo CKonje
1 BO moBeke rpagoBn HH3 Makenouuja: Capuii 8o Jughit -
MaxeooHCK ol citipuii 8o osuwcerse, 2000-2001: Lpwex - *pia-
ex (Ck_Mk...noaut ittendenuuu), 2005: kako 1 Ha Mef'yHaponeH
nnad - One must draw a line somewhere (2004); Independent draw-
ing GIG 2 (2006). He ce peTKOCT H aBTOpHTE KOH Aafoa CBOj
MPHAOHEC NpPeKy HHBHUTE CAaMOCTOjJHH TNpEe3eHTALHA BO
MOCJIEIHHBE [E€CETHHA FOMAHHH, OCOOEHO
oa 2000 roauHa HaBamy (AnekcaHpap
CrankoBcki. Mrop Touwescku, MBatka
AnoctonoBa. AraHac bores, Mune
HuueBckn, Topan [daueB. XpHcTHHA
MBaHocka, JaHe YaNloBCKH, HTH.).
Legunuparse Ha lipobaemolti

Kako enemeHTH 3a akTyenu3auujaTta Ha
MEAHYMOT LPTEX Kaj HacC H BO CBETOT,
MOXKeMe [a ja HaBeJeMe HermocpefHaTa
‘npupojga’ Ha UPTEXOT H peNaTHBHO
Op3aTa M €JHOCTaBHA TEXHHYKa H3Beaba
MOBP3aHH CO HMHTHMHATAa NpHpPOAa Ha
upraweTo Kako npouec. Op apyra
CTpaHa. nak, JeKCHOHIHOCTa Ha MeHy-
MOT H IIHPOKOTO NOJE Ha e jCTBYBabe I
BKJyuyBa TpPaAHLUHOHAJIHHTE TEXHHKH
(UpTeX Ha XapTHja). HO M Pa3JIHYHHTE
€KCMEePHMEHTH. MpeJsieBajku ce BO ApYyrH
AMCLHMJIMHA (BUAEO M KOMMjyTEPCKH aHH-
MaLHH. CNHCaHH]a...). 3a eKCnaH3njaTa Ha
LUPTEXOT KaKo CEMpHCYyTeH H3pa3 BO
JOMEHOT Ha AEeHELIHAaTa BH3yeJHa KYJ-
Typa. 6€CKpajHHTE MOXHOCTH Ha NpeT-
CTaByBawme€ HrpaaT KpyuHjajiHa yJjora,
0CcOGEHO BOOUJHBA BO AHTH-HHCTHTY-
LHOHAJHHOT NPOCTOP Ha JeJlyBambe.

ly increasing interest in this art discipline, as expressed by the ever-
increasing number of exhibitions dedicated to drawing as process
and medium in recent years in our country. At the beginning, let us
mention several major group exhibitions addressing exclusively the
issues of modern drawing, being one of the most characteristic
examples of production made by many Macedonian artists in Skopje
and in several cities throughout Macedonia: Comic Books in Lift
Macedonian Comic Books in Movement 2000-2001; Drawing
‘Cape-Hedgehog' (Sk_Mk...New Tendencies). 2005; as well as
abroad: One Must Draw a Line Somewhere. 2004; Independent
Drawing GIG 2, 2006. We can also mention in this context authors
of drawing who gave own contribution to this field by means oftheir
individual presentations in the last ten years, especially after 2000
(Aleksandar Stankovski, Igor ToSevski, [vanka Apostolova, Atanas
Botev, Mile icevski, Goran Dacev, Hristina
Ivanoska, Jane Calovski, etc.).

Definition of problem

We can mention, as elements of actualization
of drawing as art medium in our country and
abroad, the direct ‘nature’ of drawing and the
relatively quick and simple technical per-
formance connected with intimate nature of
drawing as process. On the other hand, flexi-
bility of this art medium and wide field of
activity involve traditional techniques (paper
drawing), and even diffierent experiments,
thus penetrating other disciplines (video and
computer animation, magazines ..). The end-
less contemporary opportunities of presenta-
tion indeed do play a crucial role in expansion
of drawing as omnipresent expression in the
field of modern visual culture; this is espe-
cially evident in anti-institutional art action
domain. Such state of affairs makes us re-
examine interpretations that in the past
amounted usually to ‘sporadic efforts’ to ana-
lyze drawing processes. According to B.
Petkovski, ‘they are inseparably connected to
everything what is characteristic feature and
to tendencies in our painting and sculpture’
(Petkovski, 1967: 4). He then went on to

OBaa cocTtojb6a HE npHHyayBa fa M Usanka Anocronosa, To Dead-En A Nerve. netam o cTpum point out characteristic moments of drawing
npencnuTame TOJIKYBawaTa KoM  Ivanka Apostolova, To Dead-En A Nerve, detail from a comic in Macedonia, always by placing them in

BOOOHUAEHO BO MHHATOTO C€ CBE/lyBaa Ha

‘NOBpEMEHH HamopH’ 3a aHanau3a Ha

LpTaukKHTE npouecH KoH, cnopen b.IleTkoBcky ce “Hepa3pen-
HO NOBP3aHH CO C&€ OHA LITO € KapaKTepHCcTHYeH Oener H 3a
TEKOBHTE HA HAILIETO CIMKAPCTBO U cKynanTypa” [[TeTKoBCKH,
1967.: 4]. TlocouyBajku ru KapakT€PHCTHYHHTE MOMEHTH Ha
UpPTEXOT BO MakeloHHja - HCKJYUHBO CEKOraul ru cMecTyBa
BO HALMOHAJHH H JIOKAJIHH PAMKH H TPETHpa akaaeMcKH obpa-
30BaHH aBTOPH KOH LPTaaT BO COrJACHOCT CO CONCTBEHOTO
TBOPEIUTBO BO APYrHTE ‘TJaBHH’ AMCUMIMHH - JOAaBa AeKa
UPTEXOT CTaHyBa ‘‘PAMHONPABEH. 3HA'la€H WM OnNpeaeny-
Baukn MoMeHT”. [1pH Toa, 0BOj aBTOp ceKorall yNOpHO ja noj-
BJIEKyBa NnoTpebaTa oA “TEMEJHO HCTPaXKyBake H NPETCTaBy-
Bal-€ Ha OBOj 1€ Of] HAallaTa COBPEMEHA JINKOBHA YMETHOCT".
[[TeTkoBckH, 1989.: 61]

IMapagokcanHo, HO 3a Aar H NOCOYHME HA JHHTEPECHHTE MOMEH-
TH BO MaK€OHCKHTE COCTOjOM KOH HMaaT npej c& BOHHHCTH-
TYUHOHaNHAa hOpMa HA A€jCTBYBalmE H CE [ABHXKAT BO HACOKH
CNPOTHBHH Of1 ‘aKaJleMCKHTE’, NOTPeOHO € 1a ce NoBHKaMe Ha
HeOnarogapHiuTe M 3aCTapeHH METOAH M MPHHUHMNH HA HCTO-
pH3auHja. nogenda H HHTepnpeTauHja.

Tosuyuonuparse: A0KAIHO-1ICIHOPUCKLL YCA0E1
OnITECTBEHO-EKOHOMCKHTE KPH3H H JIOKaJIHO-HCTOPHCKHTE
ycJoBH BO gageHHoT nepuoa (1991-2006) noruyxo mopa ga ru
3eMeMe KaKo NOjAOBHH OCHOBHM 3HauajHH 3a pa3bupame Ha
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national and local context and treating aca-

demic artists who draw in accordance with
their own production in other “major’ disciplines. Petkovski further
added that drawing has become ‘an equal, important, or decisive
moment™. In this regard, this art critic always underlines in consis-
tent manner the need to have "a profound research and presentation
of this segment of our contemporary art’ (Petkovski, 1989; 61).
Paradoxical it might seem, but in order to point out the most inter-
esting moments of Macedonian art situation that have acquired
above all a non-institutional form of activity and have tendencies
contrary to ‘the academic ones’, it would be necessary to recall unre-
sponsive and rather outdated methods and principles of historiciza-
tion, division, and interpretation.
Positioning : local-historical conditions
One has to take socioeconommic crisis and local-historical conditions
in the given period (1991-2006) in logical manner as point of depar-
ture that is important to understand evolution of art and role of
artists (especially young artists) and have more exact marking of dif-
ferent phenomena and productions in Macedonia. According to a
wider-context analysis made by N. Vili¢ on nature of these causal
relations, “Macedonian society, experiencing the period and charac-
ter of transition in the last ten years (already more than fifteen years,
note by the writer of this text), undoubtedly is experiencing a spe-
cific re-definition of the culture systemis as well. Changes, caused by
moving away from one culture model and starting another that is
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pa3BOjOT Ha YMETHOCTa M yJoraTa Ha YMETHHKOT (OCOOGeHO
MJIagHTe YMETHHLUH) M 3a MOMpPeuH3HO MapKHpake Ha
pa3NMYHHTE MOjaBH W OCTBapyBawa BO Makenonuja. Cnopef
aHamu3ata Ha H.Buauk 3a npupopata Ha oBHe Kay3aJHH
OMIHOCH, cenak pa3bpaHa BO MOLIHPOK KOHTEKCT “MaKeOHCKO-
TO ONIUTECTBO, COOUYBajKH C€ CO MEPHOAOT H KapaKTepoT Ha
TpaH3HUMjaTa BO H3MHHATHTE NECETTHHA FOAMHH (BeKe meT-
HAEeCeTTHHA, H.3.) HECOMHEHO MOMHHYBA HH3 creuugHYHO pe-
aecdHHHpamke H Ha KYJTYpOJOLKHTE cHcTemH. [TpomenuTe,
HAacTaHaTH KaKo MOCJEAHLA Ha HaMyLUITakeTo Ha eleH KyITy-
POJIOILKH MOJENl H 3aMOYHYBAaHETO Ha €fleH Apyr, cé yliTe,
CTpaTelKH HefedHHHpPAH”, TH OCTaBaaT OTBOPEHH
npallamaTta 3a “KapakTepoT Ha OMUITECTBEHOTO YPEAyBamwe,
€KOHOMCKAaTa CTpaTerija, Ae3HJeOJOTH3HPAkeTO H mnpese-
MameTO Ha HHAMBHAYaJHA OArOBOPHOCT (0OEJHHETH BO
CYWITHHATa Ha MOMMOT JeMOKpaTHja), . CaMHOT CyOjeKT ...
HJEHTHTETOT, 3aCErHATOCTa O1 MOKTA, JIMYHOTO [0>KHBYBaH:€
Ha CTBApHOCTa H NPO>KHBYBAaH€ HAa HOBOHACTAHATHTE YCJIOBH,
TPETMAHOT Ha BakBHOT cybjekT HTH.” [Buank. 2001]

Pa3soj, axitiuenociait u asitiopu

- Ha f{oYeliionoli... Bo BakBH BO oapeaeHa cMHCca NMOTTHKHY-
BayKH YCJIOBH, HA MapriHHTE Ha OMIUTECTBOTO H YMETHOCTA
€r3HCTHPaaT aBTOPH KOH [Ie/yBaaT HaBOP OA ‘OHPOKPATCKHTE
HHCTHTYUMH' H MPOJOJKYBaaT €AHa alTepHaTHBHA CTpPHI-
cueHa Ha 80-Te roOgHMHHM KOja CBOHTE KOPEHH TH Bjeuye Ofl
rpynute 3epo u Tyw aabapaittopuja v cnucaHneTo Mak-
cliiputi. ABTOPHTE CE FPYNHPAHH OKOJly HEKOJKYTE HEMOCTO-
jaHH cneuHjanH3upaHH HEKOMepLUHjaldHH CTPHM-CMHCAHH]a, Of
KOH NO3HavajHo e JTugili - KOMNJIeTHa peBHja 3a yMETHHYKH H
eKcnepHMeHTalleH CTpHM, noHaTtamy u Cittydenitickit 360p, Koj
BO cekoj 6poj noceeTyBalle 1-2 CTpaHHUH 3a MaKeJOHCKH
CTPHM-LPTauH, HO. 3a >KaJl. COMEHATHTe CMHCaHHja 3racHaa
LEJIOCHO.

IManpand BynkaHncku. ypeanuk Ha JJugi (npBoT 6poj nznese
BO MoyeToKOT Ha 1995, u3paBau Temilnys) ru peduHHpa
HauejaTa He CaMO Ha OBa CMHCaHHe, TYKYy H Ha CleHaTa
BOOMIUTO, HAa CNEJHHOT HauuH: “OCHOBHH KPHTEPHYMH NpH
1360pOT Ha cTpUnoBHTE 3a/lugiit ce: rpachnyka H TeKCTyalHa
HEKOHBEHLHOHAJIHOCT: MpPOIUHPYBalke€ Ha TCpPaHHUHTE Ha
CaMHOT MeJHYM: PeJIEBAHTHOCT: MPOBOKATHBHOCT: XyMOP: Cy06-
Bep3uBHOCT” [Bynkanckn. 2001]. Mako ymeTHHukaTa CTpHM-
cueHa BO MakeloHHja HanaTH € KpUTHKYBaHa feKa e “6e3 KOH-
THHYHTET M cTabuIHa ny6GHKa; ... myOaHKaMUTE er3HcTHpaaT
KpaTKO; aBTOPHTE, H3[1aBauHTe, MNPOMOTEPHTE CE€ PE3HTHHPaHH
H 1€EMOTHBHPAHH; CTPHIMOBHTE CE€ HAa MapriHaTa Ha JOMallHaTa
cueHa...” (cnopexn M.AnoctonoBa). cemak BO LeJHHA Toa €
norjasje 3a ofBoeHa ctyauja (Beke ce mojaBeHH HeKOHW aHa-
JIN3H, KaKO Ha Mp. HajHOBHOT OCBPT Ha B. BennukoBckH BO
“Apt Peny6auka™).

Kako cHm60nMyHO KOMMIeTHpawe, a MOToa H [eJyMHO
onarame, Ha HHTEH3HBHHOT HHTEpEC 3a CTPHN MOXe jJa ce
nocoun 3HavajHata usnoxo6a Cuipud eo Jlugiit - makedoH-
ckuot clitpuit 60 @sucerse 2000-2001. (opraHnsnpaHa of
Tesiiny.m), NpBa rpynHa H3jaoxk6a Ha MaKeJOHCKHOT CTPHIIL
OBaa Hu310x06a NpeTcTaBH [JBAacCETTHHAa aBTOPH BO MOBEKe
rpagoBi Bo Makenonnja (1 Bo XpBatcka/3arpe6 u
Cp6uja/benrpan). HacnpoTH nojaooBHHTE HAEOJOLUKH Ompe-
aendu oBoj u3pa3 Oelle AypH M HHCTHTYUHOHAJIM3HpaH CO
MOCTaByBakeTO Ha H3j0x0aTa BO My3ejoT Ha coBpemeHaTa
ymeTtHocT - Ckonje.

[eHepasiHO 3eMeHO. BaKOB OOeMeH Mperjefl € Hy>KeH 3apaau
MOTEHUHPake Ha UHHLHJAaJTHHTE MOMEHTH Ha aNTepPHaTHBHHOT
CTpHN, 3HayajHH H 3a MOHATaMOILHOTO ‘Ocj0604yBawe’ Ha
LUPTEXKOT Kako MefHym: CyOBEp3HBHOTO PacUHCTYBame CO
CeKaKBH CTErH M HamylUTakme Ha CEKAKBH MAaTPHUH (JIOKAJHH.
HIEONOIIKH, HMHCTHTYUHOHANHH. aKaJeMCKH), OTBOPEHHOT
HHTepec 3a Taby-TeMH, TpeTHpaHH 6e3 LieH3ypa HH3 KapHKaTy-
pasiHO-(DaHTAaCTHYHH H HCKPHBEHH CJIMKH Ha CTBApHOCTA, H30-
GHMJCTBO Ha CO(HCTHUHPAH XyMOp, MapoaMja. HanaTH GpyTa-

still strategically undefined™, leave questions of the following type
open: “questions on the character of social establishment and order,
economic strategy, getting rid of elements of former official propa-
ganda and ideology and assuming own individual responsibility
(unified in the essence of the notion of democracy), ... an individ-
ual as a subject ..., identity, impact by power, personal experience
of reality and living in newly established conditions, treatment of
such subject, etc.” (Vili¢, 2001).
Evolution_activities _and authors
-_at_the beginning... Various authors existed in these, somewhat
stimulating circumiatances, on margins of society and arts, who were
active ‘outside bureaucratic institutions’. They consistently devel-
oped an alternative comic-book scene in the 1980s that had its roots
in the groups Zero and 7us Laboratorija (*India Ink Laboratory’),
and the magazine Mak-strip (“Macedonian Comic Book). Artists
grouped themselves around several inconsistent specialized, non-
commercial comic books. The magazine Lift was more important of
these; it represented a complete review on art and experimental
comics. Studentski zbor (‘Students’ Journal’) was another magazine
that dedicated one to two pages in every issue to Macedonian draw-
ers of comics. Unfortunately, both magazines ceased to exist.
Pandalf Vulkanski, editor-in-chief of the magazine Lifi (its first
issues was published in early 1995, by the publishing company
Templum), defines principles of that magazine and those of the gen-
eral art scene as follows: ‘Basic criteria in selecting comics to be
published in the magazine Lift are: graphic and textual unconven-
tionality; extending the very limits of the medium; relevance; pro-
voking; humor; subversiveness™ (Vulkanski, 2001). In spite of the
very fact that the scene of art comics in Macedonia has been severe-
ly criticized because ‘it lacks continuity and stable reading audience;
. various comic magazines have a very short life; authors, pub-
lishers, and promoters are dejected and demotivated; and the very
comic books are on the margins of the domestic scene...’ (according
to art critic 1. Apostolova), nevertheless this represents as a whole a
chapter for separate study (recently some analyses have appeared;
for example, the latest review made by V. Velickovski in the maga-
zine ‘Art Republica’).
The very important comics’ exhibition called Comic Books in Lift —
Macedonian Comic Books in Movement 2000-200/ (organized by
Templum) could be pointed out as some kind of symbolic peak or
finalization and then a partial downfall, of the intensive interest in
comics. [t was a first group exhibition dedicated to Macedonian
comics. This exhibition presented work by about twenty authors of
comics in several towns in Macedonia (later, in Zagreb, Croatia, and
Belgrade, Serbia). In spite of the starting ideological determination,
this art media was even institutionalized by organizing the said exhi-
bition in the premises of the Skopje Museum of Contemporary Art).
Generally speaking, it would be necessary to make such inclusive
review in order to underline initial moments of the so-called alter-
native comics, moments that were important in further ‘emancipa-
tion’ of drawing as art medium: subversive elimination of all
restraints and ignoring all matrices (local, ideological, institutional,
academic); open interest in taboo topics, treated without any cen-
sorship, by means of caricatural-fantastic and distorted images of
reality; plenty of sophisticated humor; sometimes even a brutal sar-
casm making a grotesque; cynicism, etc. Such ‘anti-space’, being
critical to dominant art and an alternative platform for development
of experiments and original solutions, by means of free (‘emanci-
pated’), fresh, ‘democratic’ expression, gave opportunities for pres-
entation, promotlon and evolunon of many young, talented drawers.
] . By use of comics as
separate category per se and staring point for crmcal analysis of con-
temporary social and personal dilemmas, many artists presented
themselves and their stance. Out of several drawing artists of
comics, We would like to single out few ones having in mind their
overall personal contribution to drawing as such (not only to
comics), by means of own creative contribution in this field, impor-
tant presentations at international art festivals, or by means of own
inventive approach in expanding the potentials of the drawing as




JIeH capka3aMm [0 rpoTecKa, LHMHH3aM HTH. BakBHOT ‘aHTh-
NpOCTOP’. KPHTHYEH KOH IOMHHAHTHATA YMETHOCT H ajJITepHa-
THBHA NiaT¢OpMa 3a pa3Boj Ha eKCNEPHMEHTH H OPHIHHAJIHH
pelleHHja co cloOOEH, CBEX ‘IEMOKPATCKH’ H3pa3, HM OBO3-
MOXH NpeTcTaByBake, MPOMOLHja H pa3BOj Ha noroJjemM 6poj
MJIaJIH 1[pTayuH.

- 00 cllipuit-ypitier 00 KOMOUHUPEH uPiTRedC... TIPEKY CTPHIOT
KaKO OJIBOEHa KaTeropHja Ha LPTEXOT H MOJAOBHA TOYKa 3a
KPHTHYHA aHAJH3a HAa COBPEMEHHTE OMIUTECTBEHH H JIHUHH
AHJIEMH Ce MpoM3Hecoa norojem 6poj aBTopu. O noBekeTo

medium...

Aleksandar Stankovski, the most striking representative of the so-
called underground drawing, produced the following mega-comics
novels: Labris (1989-1994; 800 pages; published by Templunr; text
by Nikola Gelevski): Uniclentified (1993-1997; 130 pages, inde-
pendent issue; 10 copies); Reality Minorities (1998-2000; 200
pages; published by DLUYV, Veles); and Fun (and other stories;
2000-2004; 220 pages). By combining most different styles and
techniques, Stankovski narrates ironically hallucinating local stories
on transitional processes, full of grotesque characters and parallel

Mitne Huuescku, Kpaauyaitia 00 Muroc, 2005, koMGHHUpaHa TeXHHKa
Mile Nicevski, Quinn of Minos, 2005, mixed imedia

CTpHMN-LPTa“i H3IBOjyBaMe HEKOJIKY aBTOPH 3apagH HHBHHOT
MOLHPOK MPHIOHEC KOH LUPTEXKOT (HE CaMO CTPHNOT), OUIIO Aa
€ MCKJyuyHTeJHa KpeaTHBHa aKTHBHOCT BO oOBaa obuacT,
3HayajHUTE Mpe3eHTaUuuH Ha MelyHapoAHH (ecTHBaIH, HIH
HHBEHTHBHHOT MPHCTAN BO MPOIIHPYBalke Ha MOXKHOCTHTE Ha
LUPTAUKHOT MEAHYM...

Anekcangap CTaHKOBCKHM, HAajMapKaTHHOT MPETCTaBHHK BO
AOMEHOT Ha aHjeprpayHi LpTEXOT, I'H H3paOOTH CJEIHHTE
Mera-cTpun-HoBen: JTaopuc (1989-94, 800 ctpannuu. u3gasay
Temnnym. TekcT: Hukona IeneBckn). Heuoenitugur ysaro,
1993-97. 130 cTpaHuuH, He3aBHCHO H3paHue, 10 komumu);
Maayunciuea na peaanoctia (1998-2000, 200 cTpannum, u3na-
Bau: [IJTYB, Benec) u 3abasa (v apyru npukasuu, 2000-2004,
220 crpaHuun). KoMOHHHpajKN HAajpa3IHyHH CTHIOBH H TEXHH-
KM, TO] Ha MPOHHYEH HAYMH packaxKyBa XaJlyUHHAHTHH
JIOKAaJIHH NPHKAa3HH 3a TPAH3HUHCKH MPOLECH, HCMOJHETH CO
rpOTECKHH JIMKOBH M MapaJjielHn peanHocTH. Herosuor cy6-
BEP3HBEH XYMOP, BO KOMOHHaLH]a CO MOJHTHKA H CEKC, € OCHO-
Ba Bp3 KOja I'M rpag CBOMTe MPOBOKAaTHBHH fena. Herosuor

fe—bl=FE. «:M=E

realities. His rather subversive humor, combined with high politics
and sex, makes up the basis for further construction of his provoca-
tive works. His cynicism and interest in so-called taboo topics was
very evident at his last exhibition called On t/ie Line (Mala Stanica,
Skopje, 2006, together with A. Botev and M. Stojanovi¢-Suki).
Aleksandar Stankovski displayed ‘abstract drawings’ — unintention-
al traces made by tobacco and marihuana on a paper used to roll a
cigarette.

According to Igor ToSevski (one of major promoters of cotempo-
rary comics in Macedonia since early 1980s, especially interested in
linearity and graphicness), comics represent an art medium that he
would like continuously to return to, “but only because of efforts to
deconstruct ‘the grammar’ of this medium and create a shift in its
interpretation.” Results attained are ‘more abstract, almost cubist
interpretation of fragmented reality that we live and create by means
of our consumer-society attitude vis-a-vis mass media outlets™. His
exhibition called 7ransfers (Tocka, Skopje, 2002) was in a way con-
tinuation of his experiences with comics (Tosevski, 2002: 6).
Author Atanas Botev is preoccupied with illustration and comics.
He has produced so far seven short comics (with one to three pan-
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LUHMHH3aM H HHTEPEC 3a T.H. Taby-TeMH € BHIJIHB Ha NOCJNEHaTa
n3nox6a Ha aunuja (Mana crannua. Ckonje. 2006, 3aenHo co
A. BoreB 1 M.CrojaHoBuk - llyki) kage H3J10KyBa ‘ancTpak-
THH LUPTEXH - COCEMA CJyYyajHO HaCTaHAaTH Tparu Of TYTYH H
MapHxyaHa Bp3 JIICT Ha KOj Cce BHTKana Lurapa.

Cnopen Hrop Towescku, (eleH O MPOMOTEPHTE Ha COBpeMe-
HHOT cTpHN BO MakefoHHja ywte o 80-Te, koro ocob6eHo ro
HHTEpecHpa JIHHEAapHOCTa H rpadH3MOT), CTPHIOT € MeaHyM
Ha KOj KOHTHHYHPAHO Ce HaBpaKa “HO caMo nopaan oouanTe na
ce [eKOHCTpyHpa HeromaTa ‘rpaMaTHKa’ M fAa ce cosjaje
MOMECTYBame BO HeroeaTta HHTeprnpeTtauuja”. Pesynrature ce
“noBeke ancTpakTHH, peuHcH KyOHCTHUKH TOJKYBawa Ha
¢parMeHTHpaHaTa PeajHOCT KOja ja >KMBEEME H CO3/J1aBame
NpeKy HALIHOT MOTPOLUYBAaUYKH OJHOC CO Mac-MeAHymHTe’.
H3znoxbara Tpancgpepu (Touka. Ckonje. 2002) e Ha Hekoj
HAauHH MPOMOJI)KEHHE HA HCKycTBaTa oj cTpHnoT. [ToueBckh.
2002: 6]

ATtanac bortes ce 6aBu co unycrpauuja u crpun. Jlocera uma
13paboTeHO 7 KpaTKH CTPHNOBH (co 1-3 Tabau). MHHYLLHO3HO
H3paboTeHH 1 AOBeAeHH 10 nepgeKLHja BO Norjiea Ha rpagus-
MOT. KOM Ceé H3rpajieHH Of HajJpeajiHd [0 ancTPakTHO-OHO-
MOpdHH coapxkHHH. Kaj HeroBuTe HapaTHBHH (pUTypasiHH
KpealH ce MPHCYTHH BeKEe CMOMEHAaTHTE TEMH Ha aHfaep-
rPayHOOT - HACHJACTBO, CEKC. ApOra.. MPEHECEHH MNpeKy
aHra)XHpPaHOCT, HUXHH3aM. CyOBEp3HBHOCT, HPOHH]a, MAPOAH-
ja, pedepenunjanHoct. EkcnepHMeHTHpa H cO aBTOMATCKH
HECBECHOTO Ol KOE MPOHW3JIEryBaaT ancTpakTHO-OHOMOPGHH
LPTEXH. KAKO H CO KOMOMHALMH HA LPTEX-CTPHM-KOJAX BO
aenaTta of u3noxo6ara Ha aunwja (Mana cranuua, Ckonje,
2006). Mupocaas Crojanosuk - Wlykn (1imMa paboTeHO H BO
JOMEHOT Ha CTPHMOT), BO LPTEXHTE Of HCTaTa H3J0X0a,
NpeKy MaHHYHO MHHYLUHM3HO HCUPTYBal€ Ha XaOTHYHH eJie-
MEHTH KOH CyrepHpaaT ofipeJieHH CHMOOJIH. KpeHpa MpesKecTa
CTPYKTypa, NCHXOTHYEH CBET COCTaBeH of Oe3rpaHuyeH 6poj
NCHXOTHYHH JOXXHBYBaHa.

EneH o HajHHTEpeCHHTE CTPHN aBTOPH O MJaAaTa reHepaum-
ja. Topan [layeB. KOHTHHYHpaHO OGjaByBa CTPHMOBH H HJyC-
Tpauud o 1992 roannHa. HeroBure ypHO-0€iH CTPHUNOBH OTC-
NHKYyBaaT TerobHa aTMocdepa Ha €HO OpYTaJsiHO OMUTECTBO
BO KOja [OMHHHpAaT >ECTOKH M ‘HH(AHTHAHH KpeaTypH.
[lomiHHpaaT no ¢opMaT KAACHYHH CTPHN-TadbnH Kaje mpoc-
TOPOT € LeJIOCHO HCNOJIHET CO JeTajieH UPTeX. BO KOH cleaH-
Me THMHYHA CTpHN-HapauHja, 6e3 pa3iuka manu ce padboTH 3a
rPOTECKHH JIHKOBH/CHTYaUHH HAHM packa’kaHa MpHKa3Ha
noctaBeHa Bo couujaieH KoHTekcT (Touka. 2006).
KapakTepnucTuyHnoT H3pa3s Ha Mune Huuesckn (paGoTh nayc-
TpauHH M CTPHNOBH) BO LMKIYCOT beaeuwtkit 00 Kuockolu 3a
yuzapu u secruru (Touka, Ckonje, 2004) e cocTaBeH of A€KOH-
CTpyHpaHH HapaLHH, MOTCBECHH MPETCTABH H HAarjaceHa ceKkcy-
aJIHOCT BO MPHKaXKyBalkETO HAa YMETHH'IKHTE, HAEONOIIKHTE H
TEOPHCKHTE KOHTPOBEP3H. ABTOPOT Ha €KCTPEMHO LHHHYEH
Ha4YHH r'H AeMHCTH(HUHPA MHTOBHTE H OrpaHHuyBamaTa, co
Luen napogupawme M HPOHHYHO npobieMaTH3Hpawme Ha
BaXKEUKHOT HHTEPMNpPETATHBEH MOPEJOK, CMENO MOAGHBA jKH ce
CO LUMTAaTH Ha KOJEKTHBHHOT OyX, AypH M cO (PeTHILUHTE Ha
merakyatypure. Bo 2005 npomoskyBa co cepujaTa LpTeXH
Beaeuxu 2 Bo kou BHecyBa 00ja. €JIEMEHTH Ha KOJIAXK H TEKCT
(CYyNnTHJIHO NPHMEHETH H BO NPETXOAHHOT UHKAYC Keaeutkit).
HBanka Anocto.10Ba ce 6aBH co CTpHI1 0cobeHo nomery 1997 -
2004, a ocBeH BO crelHjain3ipaHi CNHCAHH]a, Kaj Hac ce MpeT-
ctaBH Ha u3noxbara Koaawuparwa (Touka, 2003).
M3paboTyBa KycH cTpHnoBH BO 60ja M LPHO-0€JH, BO KOM-
OMHHpAHa M KOJIaXX TEXHHKA. CO CJIOXKEHAa MOBEKE3HAUYHOCT,
npH IUTO MPHMEHYBa CBOEBHAHA AHTH-CTPHUM Hapauuja, WM,
KaKoO IUTO BENH camaTa “[AEKOHCTPyKLHja Ha CTPHMOT:
MOYHTYBaHE, KPLIEH:E H PEHHTEPNPETHPaE HA CTPHIOBCKHOT
Kafap/autn kapap”. Ob6pabGoTyBa JNHYHH E€MOTHBHH KOH-
¢poHTaUHH MpeKy KBa3HaBTOOHOTrpad)CKH. >KEHCKH TeMH,
HpOHH3Hpaka Ha KjHuwea H ctepeoTHnH. CTpUN eleMEeHTHTe

els) that were minutely drawn and made almost perfect with regard
to graphicness and consisted from surrealist all the way to abstract-
biomorphic contents. His narrative figural creations address the
already said topics ofthe underground: violence, sex. drugs... trans-
mitted by means of being engagé, nihilism, subversiveness, irony,
parody, referentiality. Furthermore, he likes to experiment also with
the automatically unconscious thus creating abstract-biomorphic
drawings; he is also prone to using combinations of drawing-
comics-collage as seen in his works presented at the exhibition
called On Line (Mala Stanica, Skopje, 2006). Drawings by Miroslav
Stojanovié-Suki (has worked also in the field of comics), shown at
the same exhibition, created a net-like structure, a psychotic world
consisting of endless psychotic experiences, by means of manically
minute drawing of chaotic elements that suggested specific symbols.
Goran Dacev, one of the most interesting authors of comics of the
younger generation, has been publishing comics and various illus-
tration works since 1992. His black-and-white comics depicted a
problematic and discomforting atmosphere of a brutal society dom-
inated by fierce and ‘infantile’ creatures or critters. Classical panels
of comics dominated his works where the entire space vvas filled wit
had very detailed drawing, in which we were able to follow a typi-
cal comic-book narration, regardless if the said work involved
grotesque characters / situations or a narrated story set in a social
context (Tocka, 2006).

Characteristic expression by Mile Nicevski (produces illustrations
and comics), as seen in his cycle Notes from the Tobacco and
Newspaper Kiosk (Tocka, Skopje, 2004), consisted of deconstructed
narrations, subconscious perceptions and emphasized sexuality in
showing art. ideological, and theoretical controversies. The author
used a very cynical manner to demystify myths and restraints, in
order to introduce parodying and making ironically problem out of
the established interpretative order or system. whereby he ridiculed
quotes of the collective spirit, even fetishes of mega- cultures. In
2003, he continued his series of drawings called Notes 2. Nicevski
involved color, collage-like elements, and text (also applied in sub-
tle manner in his previous cycle called Notes).

Ivanka Apostolova was very active in the field of comics especial-
ly in the 1997-2004 period. In addition to being present in special-
ized magazines, in our country she also took part at the exhibition
called Collaging (Tocka, 2003). She likes to crcate rather short
comics in color, and black-and-white comics, in combine and col-
lage techinique, with rather complex multilingualism. In this regard,
she applies a unique anti-comics narration. According to her, this
represents ‘a deconstruction of comics: respecting, breaking apart
and reinterpreting of the frames / anti-frames of the comics’. She
likes to address personal emotive confrontations by means of a
quasi-autobiographical, female topics, and ironizing clichés and
stereotypes. Her elements of comics are also part of her illustration
works; her creativity and emancipation of the medium is also evi-
dent in her production of comic-strip ornaments. She conducts
workshops on Deconstruction of Comic Strip at the School of
Applied Arts ‘Stuart Famul, in Ljubljana, Slovenia. Since 2005, she
has been active as mentor to students studying Visual
Deconstruction.

- expansion of the medium ... We note that the previous artists in a
way implied and some even expressed intention to make drawing go
beyond own limits by using diffierent materials. However, transfor-
mation of drawing is especially seen in the foreground in the works
made by the next authors.

In context of expanding drawing as an art medium, we would like to
make mention also of an exhibition by Ibrahim Bedi, who contrary
to the other already said artists has never been involved profession-
ally in making comics. The exhibition was called ‘A View to the
Forgotten — Drawing, Object, [nstallation’ (Tocka, Skopje, 2004;
and Town Museum, Bitola, 2005) consisted of drawings and
objects-drawings originally started in 1996 (My Room, Gallery
SAM, 1996; and My Diary, CAC, 2002). His characteristic ‘hand-
writing’, made up of symbols and signs, was impressively enshrined
in objects-drawings dedicated to the great Islamic architect Mimar
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ce ie] M Ol HEJ3HHUTE HIYCTPaLHH, a Hej3HHaTa KPeaTHBHOCT
1 ocnobosyBam€ Ha MEIMYMOT € €BHMIEHTHA BO M3paboTkaTa
Ha cTpun-HakuT. Bo IlkonoTo 3a nMpHMEHETH YMETHOCTH
Ctyapr ®amyn Bo by6mana Boau paboOTHIHHUM 33
IekoncTpykunja Ha crtpunoT, a oa 2005 e meHTOp Ha
PEAoBHHOT npenMeT BusyenHa nekoHcTpyKuija.

- {poUPyBarbe Ha medlyMoll... AKO Kaj NPETXOHHTE aBTOPH
Gelle HaroBeCTEHO. a Kaj HEKOH H H3Pa3eHO, H3JIEryBakheTo Ha
UPTEXOT OJ CONCTBEHHTE PaMKH MPEKY KOPHCTEHE Ha
pa3jiMyHH MaTepHjand. TpaHcdopmauHjata Ha UPTEXOT
ocobeHo fnoafa o u3pa3 BO AesaTa Ha CJIeJHUTE aBTOPH.

Sinan, where cheerful graphic interventions served as coating on the
unusual used objects.

Early series of drawings by Hristina Ivanoska, seen at the exhibi-
tion Drawings of Objects-Rooms (CIX Gallery, Skopje, 1999) had
their point of departure in the playfulness of a line applied (often
sewed) on a paper manually prepared. The works were ‘collaged
with tracing paper and aluminum pieces, perforated by thin and
thick: white, black, and silverfish ropes’ (Apostolova, 1999), thus
expressing her own wish to encounter tridimensionality. In her
series of drawings called Homelessness as Home (2004), she made
intervention on printed pages of different magazines, whereby she

Jane Yanosckn n Xpucruna Meanocka. Mpupoda u otuidieciuiao -Cliupaano iatiiysarse, 2002, uprex

KoH Hacoka Ha mpoluHpyBame Ha MEAHYMOT LpTeX Ke ja
cnomeHeMme W u3nox6aTta Ha Uopaxum beau, koj. 3a pa3nnka
OJl NPETXOHHTE aBTOPH. HHKOralll HE Ce 3aHHMaBaJl Co CTPHI
(I1ozne® koH 3ab0paseHoltio - ypiliex, 00 ek, uHcluaaauja
(Touka. Ckonje, 2004 n 3aBon u my3ej, burona. 2005), cepuja
Ha LpTEXH M 1pTexXH-o0jekTH 3anouHata Bo 1996 (Mojaua
coba. Tanepnja CAM. 1996 n Mojoiti enesnux. CAC, 2002).
HeroBHoT KapakTepHCTHYEH PAKOMHC. COCTABEH O CHMOOJH H
3HalH, BMEYATIHBO € H3JBOEH BO OO0jeKTHTE-LPTEXH
MOCBETEHH HA FOJEMHOT MCJIAMCKH apXxHTeKT Mumap CuHaH,
Kaje BeApHTe rpaduyki HHTEPBEHLHH ce BO (PYHKLHja Ha
naTHHA BP3 HEOOMYHHTE YNOTPEOEHH NpeaMETH.

Panara cepujaupTexu Ha Xpncrina MBanocka o u3nox6ara
L prtesicut na cobu-objexitint (CIX, Ckonje, 1999) noara on nrpa-
Ta Ha JMHHjaTa HM3BeAeHa (HajyecTo MpHILHMEHa) BP3 pavyHO
n3paboTeHa xapTHja, @ CaMHTE Jiesa ce “KOoJaXKHpaHH co nayc
H aJyMHHHYMCKH NapuHma. npoboAeHH Of TEHKH H aebesn:
6enu. upHH H cpebpenn jaxuwa [Anoctonosa. 1999] n
ofpa3yBaaT >Kejba 3a NPOHHKHYBalke KOH TPOAMMEH3HOHAI-
HocTa. Bo cepujata uprexu Homelessness as Home (2004)

E M E

Yane Calovski and Hristina Ivanoska. Nawwre and Sacial Suudies - Spiral Trip. 2002. drawing

emphasized contours of figures or changed entirely their look with
color, thus constructing a rather different world on a given photo-
graph. Ivanoska has been also busy in making video animation such
as What's Behind? (The Urban Prototypes Project), 2003 (2:43),
presented in the magazine FUKT, 2006.

Hristina lvanoska and Jane Calovski perform as individual artists,
and yet they have staged joint exhibitions on several locations,
which also included the complex project Spiral Trip (CIX Gallery,
Skopje, 2002), further developed between 2000 and 2003. Richard
Torchia wrote the following on this project: “Series of drawings of
imaginary experiences [vanoska and Calovski attain in hypothetical
scenarios in the territory where the spiral trip is imagined, has been
made before the very trip. They confirm trust in drawing both as
method of abstract thinking and as form of intervention. . Started
six months before the trip, these drawings would serve both as emo-
tive and preparatory studies and as possible surrogate of the trip
itself. Created in situation of expectation, these drawings becorme an
outcry for action, for realization of the subject idea (Torchia: 52).”
Likewise, Calovski developed a series of drawings in his later draw-
ing project called Everything is After Something (2004). He wanted
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aBTOpKaTa HHTEpPBEHHpa BpP3 HCMEYaTeHH CTpaHHUH Of
crn{caHuja, MpU WITO I'H MOTEHUHpa KOHTYpPHTE Ha (UrypHTe
HJIH coceMa HM ro MeHyBa M3rjefoT co 60ja, KOHCTPyHpajKH
MOMHAKOB CBET Bp3 3ajajeHata ¢potorpacduja, a HCTO TaKa
paboTH M BHIEO aHUMAaUMja KAKO WTO e What’s Behind (the
urban prototipes project), 2003 (2:43), npe3eHTupaHa BO Mara-
3uHoT FUKT, 2006.

XpuctiHa MiBaHocka u Jane Yanoscku HacTanyBaaT MHAMBHI-
yaJiHO, a 3ae[JHO UMaaT peajH3HpaHO HEKOJKY HacTanH, Mefy
KOU U KOMMIeKcHHOT npoekT Cihupaano taiiysarse (CIX,
Ckonje, 2002) pa3ssuan nomefy 2000 - 2003. 3a oBoj npoekT
Puuapn Topuma (Richard Torchia) ke kaxke: “CepmjaTta Ha
UPTEXH Ha 3aMHCJIEHH UCKYCTBA KOU I'H floJioByBaaT MBaHocka
1 YanoBcku BO XHMNOTETHYKH CLIEHapHja HAa TEpHTOpHUjaTa Ha
KOja ce 3aMHCJIyBa CMHPAJHOTO [BHXKEHeE. Ce H3BElEeHH npejg
natysaweTo. ThHe ja moTBpayBaaT BepbaTa BO LUPTEXOT He
caMo KaKo MeTO[ Ha ancTPaKTHO pa3MUCIyBake TYKY H KaKo
¢opma Ha HHTepBeHUHja. ... 3aNOUHATH LIECT MECEeUH mpej
naTyBaweTO, UPTEXKHTE K€ MOC/IyXKaT He CaMO KaKo eMOTHBHH
W MOArOTBHTENHH CTYAHH TYKYy H KakoO MOXEH cyporaT Ha
camoTo naryBawe. Co3fageHH BO cOCTOj0a Ha HCUYEKyBame,
UpPTEXHTE CTaHyBaaT MOBHMK 3a akuUMja, 33 peanu3auuja Ha
npeameTHaTta uaeja.”. [Topuua, 2003.: 52]

YanoBCcKH HCTO TaKa BO HErOBUOT MPOEKT UPTEXH Evervthing
is After Something (2004) pa3BuBa cepuja UPTEXH BO KOH I'H
HCTpaXKyBa MOXHOCTHTE Ha LPTEXOT KOM AOMMHAHTHO ce
6a3npaaT Bp3 CJIOXKEHH (parMeHTHpaHH peslauMH H acoLH-
jaumu. HeroBnoTr cneungHyeH OQHOC KOH UPTEXOT
NpoAoJIXKyBa BO MOBeKe HACOKH. a U3pa3eHa e HerosaTa yJiora
KAaKO MPOMOTOp Ha MaKeJOHCKHOT UPTEX BO MefyHapOmHH
PaMKUM H ypeNHHK Ha D MarasuH, KOMIMJETHO MOCBETEH Ha
COBPEMEHHOT UpTeX. Toj € HHHUMJAaTOp H OPraHu3aTop Ha Be
3HauajHU MeryHapoAHH TPyNHH H3J0XKO0HM, MOCBETEHH Ha
upTexot. Ha nsnoxo6ara One must draw a line somewhere (Press
to exit project space, Ckonje, 2004 u K & S Gallery, Bepaun,
KypaTtopu Mupunam Bepc/Miriam Bers n Jane Yanosckn) Gea
npetctaBenn faena oa M. AnocronoBa, I'. [laueB u A.
CrankoBcku (nokpaj Sandra Boeschenstein, Jorge Quelroz
Florian Zeyfang). Ha /ndependent drawing GIG 2 (My3ej Ha
coBpemeHaTa ymetHocT Ckonje M Press to exit project space,
2006) Gea npeTcTaBeHH MOBeKe YMETHHUHM KOH paboTaTt co
LUpTEX, aHHMauHMja U My3uKa (OA MakeJOHCKHTe aBTopH [.
[Maues, M. HuueBcku, Bennmup XKepHoscku, u Hpan
MBaHoBckH). BoegHo Ha 0Boj HacTaH Oea NMPOMOBHMpaHH H
HOBHTE H3AaHHja Ha Marasuuute FUKT, (cnucaHue 3a coBpe-
MEH LpTEeX), KOHUHMUPAH Of HOPBELIKHOT yMeTHUK BjopH
Xerapa n D mMarasuH.

- 8paKarse. KoH eOHocuiasHoc ... Ha w3nox6ara Lpitiex -
‘pitt-exn (Ck_Mk...nosu itiendenuu), Koja Gellie opraHu3HpaHa
Bo 2005 rognna on HBO Koutpanyskt on Ckonje, n 6ele
nperctaBeHa BO Ckomje ¥ BO pa3JUyYHH TpajfoBH BO
Makeponnja, 6ea npercraBend 19 aBTopu of nommagara re-
HepauMja KOH ce 3aHMMaBaaT CcO UpTeX. ABTOPHTE KOH ce
npeTcTaBHja Ha oOBaa M3/10X%0a [JOMHHAHTHO O HerypaaT
LPTEXOT BO HErOBHOT ‘MpHMapeH’ OOJIMK - KaKo JHHHja Ha
xaptuja. [Toronem men ox oBaa rpyna ce aBTOpHM KOH HMaJe
CBOH CaMOCTOjHH MpeTcTaByBawa BO KyJTypHHOT weHTap
Toura nan objaByBasie HIyCTpauHu BO cnucaHneTo Mapzuna.
LlpTexxoT, Hako He e npUMapeH HHTepec Ha MeToan AHrenos,
HHTEpECeH € KaKO EeKCMEpHMEHT BO HEroBHTE LPHO-Gen H
KOJIOp aHHMalHiH, a UPTEXHTEe Ha XapTHja (CO rojeMH IHMEeH-
3HH) MPETCTaByBaaT MyJTHIIHLHPAaHH POPMH BO HU3H BOAEHH
0f1 efleH MOBTOPYBAYKH PHTAM.

F'opfe JoBanoOBHK CMeIO rO TPETHpA UPTEKOT HA XapTHja, NpH
wTo popMUTE HE TH HCLPTYBA, TYKY I't “ocnoboaysa’ rpede jkiu
JMHHH MO MOBpLUMHATA Ha XapTHjaTta. HeroBuTte ankoBu ce
4YyAHH H eKCMPEeCHBHH, CO TeaTpaJieH U3pas, a JHHHjaTa Koja ru
¢opmipa e TeHka H OpaHoBuaHa. M3paboryBa u cepuja Ha
Macki BO )OpMa Ha LpTEXKH-00jeKTH MOCTaBEHN Ha SH[, a BO

to research drawing opportunities in them that were dominantly
based on complex fragmented relations and associations. His rather
specific relationship with drawing as such continued on several
tracks; one could also note his expressive role as promoter of
Macedonian drawing in international context and as editor-in-chief
ofthe magazine called D, entirely dedicated to the medium of draw-
ing. This author similarly was initiator and organizer of two impor-
tant international group exhibitions, dedicated to drawing. The exhi-
bition called One Must Draw a Line Somewhere (Press To Exit
Project Space, Skopje, 2004; and K & C Gallery, Berlin; curators:
Miriam Bers & Jane Calovski) included works made by 1.
Apostolova, G. Dacev, and A. Stankovski (in addition to Sandra
Boeschenstein, Jorge Quelproz, and Florian Zeyfang). The other
exhibition, Independent Drawing GI/G 2 (Skopje Museum of
Contemporary Art; and Press To Exit Project Space, Skopje, 2006),
included several artists who were involved in production of draw-
ing, animation, and music (G. Dacev, M, Nicevski, Velimir Zer-
novski, and Ivan Ivanovski represented Macedonian authors).
Furthermore this event was used to make public presentation and
promotion of the new issues of the magazine FUKT (a modemn
drawing review), conceived by Norwegian artists Bjorn Hegard, and
the said magazine D.

- return to simplicity... The exhibition called Drawing — ‘Cape-
Hedgehog'(Sk_Mk...New Tendencies) was organized in 2005 by the
NGO Counterpoint in Skopje. It was shown in Skopje and other
towns throughout Macedonia. Nineteen drawing artists of the
younger generation were represented. Artists taking part in the exhi-
bition predominantly promoted drawing in its ‘primary’ form — as
line on paper. Most of the members of this group were authors who
had already their ovwwn individual presentation at the Culture Center
Tocka, or had published own illustrations in the magazine Margina.
Drawing, although it is not primary interest as such of Metodi
Angelov, was interesting as experiment in his black-and-white and
color animations; on the other hand, drawing on paper (with huge
dimensions) represented multiplied forms in serials guided by a
repeating rhythm.

Djordje Jovanovi¢ had a rather courageous approach in treating
drawing on paper. In this regard, he did not draw forms; instead, he
‘let them loose’ by scratching lines on the surface of paper. His fig-
ures were rather stranger and expressive, with theatrical display,
while the line forming them was thin and wavy. He also produced a
series of masks in form of objects-drawings placed on wall. In his
project Zamzula (City Tower Clock, Stip,2005), drawing became an
object in place. Natasa Andonova, another promising young author,
promoted drawing as independent work of art, where lyricistn of
technique used — carbon on paper, and return to classical elements in
fine arts made up basic elements. One could feel impressionistic
reminiscences, while her self-portraits with diverse grimaces repre-
sented a fragmented black-and-white photo-realistic appearance
(Drawings, Tocka, Skopje, 2003). She then pursued a mimetic atti-
tude towards photographed reality by means of an atmosphere anal-
ogous to old documentary, black-and-white photographs and old
movie frames (Sequences of Time, Magaza, Bitola, 2005). One could
also see realistic drawing in works made by Matej Bogdanovski;
however, his unique sensibility came to the foreground by presenta-
tion of a long-forgotten realm of Medieval knights, myths, and
fables. This element was also present in his oil paintings. For exam-
ple, he projected a Biblical story, by means of contemporary iconog-
raphy and ambiance, in his series Temptation of St. Anthony. The
drawing series consisted of twelve drawings and made heavy and
extensive use of many allegorical elements.

We would like to mention the several young artists who are on the
rise and involved in drawing as well. Branko Prlja makes synthe-
sis of drawing and text resulting in *developed figures and events’.
Vladimir Luka$ and LjubiSa Kamenjarov draw in their own indi-
vidual way charming surrealistic figures and then elaborate the fur-
ther with humorous textual segments. Ana Andreska promotes del-
icate drawings with tender forms. On the other hand, Antonio




npoekToT 3amzyaa (I'padcku caai, Wtun. 2005) uprexor
cTaHyBa 00jeKT BO MPOCTOP.

HaTtawa Angonosa ro Herysa LIpTeXOT Kako aBTOHOMHO [I€]0,
BO KO€ JIMpHYHOCTAa Ha TEXHHKATa jarjeH Ha XapTHja M
HaBpaKaHEeTO KOH KJACHYHUTE €NEMEHTH BO JIMKOBHATA YMET-
HOCT ce OCHOBHUTE esieMeHTH. Ce 4yBCTBYBAaT MMIIPECHO-
HHUCTHYKH PEMHMHHUCLEHLMH, a aBTOMOPTPETHUTE CO Pa3JIMUHU
rpumacu ce parMeHTHpaHa LpHO-6ena ¢oTO-peanucTHYHA
nojasroct (L piiexcu, Touka. Ckonje, 2003). [poponxysa co
MHMETHUYKH OfHOC KOH (poTorpacpupaHaTa CTBApHOCT MpPeEKy
aTMoccepa aHalOrHa Ha CTapUTE NOKYMEHTApHH LPHO-Oenn
dortorpacun u duamcku kaapu (CexeeHiyu 00 epemeitio,
Maraza, butona, 2005). PeanucTHYHHOT uUpTEX ro Heryea M
Martej bornanoBcki, HO HErOBMOT €IMHCTBEH CEH3UOMIMTET
foara 0 M3pa3 Npeky MPHUKa’KyBaweTO Ha efleH 3abopaBeH
CBET Ha CPEJHOBEKOBHH BUTE3M, MUTOBH M GajKH. NPUCYTEH H
BO HErOBMTE CJIMKH BO TE€XHHKa Macjo Ha nnaTHo. Ha npumep,
BO cepujata M ckywenueitio Ha Ce. AritioHuj. cocTaBeHa oa 12
LPTEXH, KOPUCTE]KH MHOTY aJlerOPHCKH €JIEMEHTH PacKaxKyBa
6ubaHCKa MpUKa3Ha NPEKy COBpeMeHa HKOHorpaduja u aMou-
€HT.

Op MnaanTe aBTOPH KOM CE BO MOAEM. M KOH CE€ 3aHMMaBaaT U
co upTex, Ke ru cnomeneme bpanko [Np:ba Koj npaBu cHHTE3a
Ha LUPTEXOT M TEKCTOT KOj pe3y/ITHpa BO ‘pa3BHEHH JHKOBU H
cnyuku’s Bnagnmup Jlykaw 1 /byoumwa Kamemapos, cekoj Ha
0coGEH Ha'lMH CHMMAaTHYHUTE HaapeanHu (UTYPKH M TH
HaJONOJHYBaaT CO AYXOBHTH TEKCTYaJlHHM CErMEHTH: AHa
AHjpecKka HeryBa [JeJHKaTEH LUPTEX CO HEXHH (POpPMH.
Antonnno [JuMHTPOB cO ‘ayTHCTHUKA' TPMEIMBOCT cO3[aBa
MHHYLIMO3HH Naja>KMHECTH CTPYKTYPH ..., @ €[IeH Of MOUHTEPEC-
HUTE Maaau aBTOpH € M Bemimup Kepnosckn co Herosute
MPOYNUCTEHN U aNy3UBHH LPTEXH..,

0610 3a pe-dehuHUparLe

[lpeky npeTxomHMOT nOOOEMEH Tperjea Ha KapakTe-
PHCTHYHMTE TNPHMEPH HA UpPTAayKaTa AaKTHBHOCT BO
Makenonuja Bo nepuogoT 1991-2006 ce HageBame aeka nmocra-
BMBME OCHOBAa 3a pefedHHHpare Ha LPTAYKHOT pa3Boj Kaj
MaKeIOHCKHTE aBTOPH, KOj H3rJiefla IeKa He OCTaHyBa CaMo Ha
HMBO Ha MHUMAEHTH. AKO ce obOuaeme fa ro pe3umHupame
NPETXOAHOTO, Ofl HU3HECEHHTE TOYKH K€ 3aKJyuHMe feKa BO
XeTeporeHaTa CJIMKa Ce M3/IBOjyBaaT 0BOJIEH 6pOj Ha eneMeH-
TH 3a MAEGHTU(HKYBale Ha 3aOENeKHUTETHHTE MOMEHTH M
npobaemMu Bp3aHH 3a LPTEXOT.

U nokpaj pa3iM4YHHTE MHTEPECH HA NPETCTABEHUTE aBTOPH H
TEWKOTHUTE NpH neduHupare U nogenda (CTHICKA H/MIM
TeMaTCcKa), MOXe fJa M3BElAeMe MOYETHH TEOPETCKH MpeT-
10CTaBKH (POKYCHpAHM HA 3HA4ajHUTE €JEMEHTH 3a pa3BojoT
Ha COBPEMEHHOT LPTEX KOM OCTaBaaT MPOCTOP 3a MOHaTa-
MOIlIHA oceonaTHa aHaIM3a: - XeTEPOreHOCT Ha TEMAaTCKHTe
acuHUTETH (CO OMIUITECTBEH M JIMUYEH KOHTEKCT, HACMpOTH
aBTOMATCKMOT LPTEX HAABOP OA OCTAaHATHTE ‘ONTOBapy-
Baka’): - YMETHHUKH HOMAAH3aM BO NMPUCTANOT KOH LPTEXOT
(pparmMeHTapHO-KONA)KHO-MOHTAXKEH OIHOC KOH LPTEXOT H
pa3aMuHU XHOPUIHHU CMIOEBH CO NMOCTMOAEPHUCTHUKH pethepeH-
1IH): - MapaJieIHo er3MCTHPaKE Ha Ba NPHUCTANa KOH LPTEXOT
KakKo MeJuyM (Ha eHa CTpaHa ce MOCTABEHH EKCNIEPHMEHTHTE
BO pa3jIMiuHH MEAMYMH. a O ApYra € UPTEXOT KAaKo NpHMapeH
06JIMK Ha XapTHja)..

OBoj nperea nMa 3a 1€ He caMmo f1a O MOTBPAH 3rOJIEMEHHOT
MHTEPEC KOH UPTEXOT BO CBETCKM PaMKH M HalIeTo
cnefer-e/MHBOJIBUPAE BO PELIEHTHUTE TEKOBH, TYKY H a ce
NPHKa>Ke aBBTOHOMHHOT MHTEPEC Ha AOMALLHHTE YMETHHLU BO
O[IHOC Ha OBaa AMCLMMNINHA. Mlako e TpeTHpaH caMo efieH cer-
MEHT OJ KOMMJeTHaTa rpafa Ha LEJOTO MaKeIOHCKO
TBOPELITBO, (Mpe)packa>kyBaweTo Ha efHa GJMCKA U aKTyel-
Ha, HO Cenak 3aHeMapyBaHa, MPUKa3Ha 3a Heu36eXKHUTE TPaHC-
thopmMaLMH HA LPTEKOT IEHEC, € MOCTABEHO CaMO KaKO HHHLIH-
jaTHBa 3a MOHAaTaMOWIHO CHCTEMaTH3Hpawe, npobdrema-
TH3HpaKe H TEOPUCKO HHTEPNPETHPAtbE.

LI_—HEME

Dimitrov creates, with ‘autistic’ patience, minute cobweb-like
structures... We also note that one of the more interesting young
drawing artists is also Velimir Zernovski, with his refined and allu-
sive drawings. ..

Redefinition attempt

We hoped to use this rather extensive outline of characteristic exam-
ples of Macedonian drawing art in the 1991-2006 period to establish
basis for re-definition of evolution of drawing art in context of
Macedonian authors. It seems that drawing in Macedonia is not left
only to mere accidental activities. If we try to sum up the aforemen-
tioned, we can conclude from points so mentioned that the hetero-
geneous ‘mosaic’ is made up of adequate number of elements for
identification of notable moments and evident problems relating to
drawing.

In spite of different interests of cited artists and difficulty in defin-
ing and division (stylish and/or thematic), we are still able to estab-
lish initial theoretical assumptions focusing on important elements
for evolution of contemporary drawing, intended to make further
room for an additional all-inclusive analysis: - heterogeneity of the-
matic inclinations (with social and individual context, as opposed to
automatic drawing outside of other ‘burdens’); - artistic ‘nomadism’
in approach to drawing (fragmentary, collage-like and montage-like
relationship towards drawing and diffierent hybrid layers with post-
modemist references); - simultaneous existence of two approaches
to drawing as art medium (on one hand are experiments set in dif-
ferent media; on the other are drawing as primary form on paper).
This outline has intention to both confirm increasing interest in
drawing as such at global level and our following / involving in
recent tendencies, and show the autonomous interest of domestic
artists in this art discipline. Although we have treated just one seg-
ment of the overall structure of the Macedonian art production,
(re)telling a close and topical, yet ignored story of inevitable trans-
formations of drawing today has been set only as initiative for fur-
ther systematization, consideration, and theoretical interpretation.

Xpuernna Msanocka, on cepujara Hpiiesen na cotu-odfein (o copafoTka co Heanka Anocronona), 1999

with Ivanka Apostolova), 1999

o $ 1k,
hrecty {in col

Heristina [vaneska, from the series Drawings of R
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laszo NnaeeBCKM
Opg Ma3ap ce BpakaB u 6alu 3a Toa pa3MnUCrlyBas...

Lazo Plavevski
Returning from the green market | just tought of this...



Komnkara e oapeaena ctpykrypa. Cenak, noBeke Kako H3pas
Ha npHdakawe Ha HEKOH Hej3HHH MpaBHJIa BO KOH COrJIacHOC-
Ta 3a TOA fleKa Cce HaofaMe BO HEJ3HHOTO MOJIE, MOJIETO BO KOE
Ba)kaT MpaBHMJaTa Ha KOMHYHOTO, Ke ce obujeme fa ja 3abo-
paBHMe NpETXOJHATa PEeUYeHHLa 3a Aa OHAe MOXKHA €[Ha Hej3H-
Ha OHTHA KapaKkTepHCTHKA - HeHajejHocTa. [JobGmikeHa no
TeopujaTa 3a “BHINOK Ha eHepruja” (3a IUTO HEuTo
MOONLUHPHO C€ MHILYBA BO €JeH O MPETXOJHHTE TEKCTOBH BO
0BOj Opoj Ha [oneaoltio citiakao) oBaa 0OCOOEHOCT € HeKakBa
¢yHKUHja Ha HekopHcHOTO. CMeWHOTO cekorawl Oujo
OMIUTECTBEHO COMHHTEJIHA W MOTEHLHjaJHO onacHa padoTa.
Bnagumup Ilpon onpaBmaHo cMeTa fAeka CMEIIHOTO He €
Ono3HLHja HA TPArHYHOTO TYKY Ha cepHo3HOTO. Toa TemenHo
pas3HHLLIYBa WM JOBEJYBa BO COMHEX CE€ LUTO My € Ha fodar.
OnuitecTBaTa, NPETNOCTaBKA € (MOXKEOH CO MaslH MCKIy4YOUH
Kaj Hac), ce TeMesaT Ha CTPYKTYPHpawe Ha ofpeaeHH opMH
Ha 1eJHOCT H BPEHOCHH MOJEH Ko ru crnegat. Toa ce cepu-
03HH NOT(aTH KOH He TpnaT coMHeBawa. Bo cimyyan kora ce
HENPHKOCHOBEHH BO TEMEJIHOCTA HAa CMPOBEAYBAHETO HA KOH-
LeNTOT HHUBEH MPUPOJEH HenpHjaTen e KomHKaTa. Taa He
130upa JOOpH MM JIOWIH MPOEKTH, Hej3HHAaTa CTPYKTYpa ja
HacoyyBa BO COMHEX KOH cHTe. Bo cnomenaTnoT mogen Ha
“BHILOK Ha e€Hepruja” Taa e OecueNeH TpOLIOK.
HchprnyBameTo Ha “BHIIOKOT” HE € MPEABHAJIHB MOMEHT,
MojaByBalke€TO Ha HEroBOTO [JEjCTBO BOH KejjaTa Koja ro
nocenysa e, unan Tpeba ga u3riega geka e. MOA AEJjCTBO Ha
Xa0COT. AKO € CEpHO3HOTO HEKAKOB YCJIOBEH KOCMOC, TOraul
CMELLHOTO € ycJIoBeH xaoc. HenpeasuananBocTa, HeHaaejHOCTa
Tpeda 1a npeaH3BHKAAT TEKTOHCKO MOMECTYBAaE Kaj OHOJ KOj
€ CBEJJOK Ha HHBHATa aKLHja OHOCHO Kaj OHOj KOj KaKo MpH-
MaTes € H3JI0OXKEH Ha HHBHOTO BiMjaHHe. BooGuuaeHuoTt
pe3ynTaT of BaKBHOT OeclieleH TPOLUOK € 3auyyfJeHOCTa BO
KOja ce Haofa MpHMaTeNoT/HabbyayBayoT. Bo oBOj MOMEHT.
Kako ¢popMma Ha HekakBa MeTadopa Ke CnoMeHaM eJJHO corje-
ayBamwe oA Ponan BapTt m3HeceHo 3a cocema gpyra oGJacT -
¢otorpacujara. Toj Hea ja pasrienyBa BO ABa HUBOA: HHBO Ha
CTyAHYM H HHBO Ha MyHKTyM. [IpBata e (BepojaTHO) oapeneH
jasuyeH crneq Ha paboOTHTE KOM Ce HaofaaT BO HM3aTa Ha
0Y€eKyBaHOTO., @ BTOPOTO € COCeMa HEHAJejHOTO MPOjaByBae
Ha HEIITa KOH TOYKACTO M nmpoOOAyBaaT HALUUTE COCTOjOH.
HEKOja >)KHBa paHa Koja He MOXKeMe a ja HrHopupame. buaejku
BO BaKBaTa peJjauuja cTyauyMoT Ou OWsl KapHKaTypaTa (Kako
30Hp Ha OApEeAeHH MpaBHJa KOH MPEAH3BHKYBAAT OAPENEH
edeKT) BO OBaa npHJIMKa Hej3e Ke ja OcTaBHME 3a pasrjeay-
Bak€ BO HEKO]j APYr KOHTEKCT. OBOj NaT € HHTEPECEH acneKToT
Ha HeNpeABHAJMBOTO KOE Ce MojaByBa (JoAylla PeTKO) BO
COBpEMEHAaTa MaKEeJOHCKA JMKOBHA YMETHOCT Kafe LUTO Mo
TEKOT Ha HelTaTa TaMmy He My e MecToTo. Toa ce nojaByBa Bo
pa3inyHi OpMH HA HMPOHH]jA. HEBP3aHO OJHECYBawe HIH
MOTCMEB, IUTO MOXEDOH H HE € HEKO] HCKJIYYHTEJIEH KOMHYEH
notdaT, HO BO JJOFHKaTa Ha JIMKOBHATA ClieHa Kaj Hac Toa ce
peasHO HEOUEKYBAaHH OHECYBaHa H, caKalle HiH He. OflpefleHH
MOHHAKBH BpeJHOCHH Moaen. Ho. 1 nokpaj peyeHOTO ocTaHy-
Ba BMEYATOKOT JIEKa aKO CaKaMe peasiHo DOlLHYBame Toa Mopa
Aa OGuae HeHafejHO 3aTOa IUTO KOMHKATa €, HiH Tpeba aa Oune.
CYIOMHCKH MYHKTYM.

Hawarta nnkoBHa cpeanHa e opMmHpaHa BO KOHTEKCT Ha
cly4yBalka KOM MOXaT fla Ce€ OfpeAaT CO CHHTarmara “uae-
oJIoruja Ha yMEpEeHHOT MofepHH3am™. 3a Hea, BO KOHTEKCT Ha
rpacuukara npoaykumja. Jewa JleHerpu nuiyBa: * ... BO nepH-
ogot, ornpunnka, mefy 1950-1990. npeoBnagyBa Ha uemHOT
TOrauleH jyrocJOBEHCKH YMETHHUKH MPOCTOP TJIABHO (...) npo-
AyKLHja KOja CO CBOJOT ja3H4KH E€KJIEKTHLH3aM H HarjaceHHoT
€CTEeTH3aM 3a3eMa BOHH[EOJIOLIKA HJIH HAEOJOWKH HeyTpaJHa
no3HuHja, HAKO BO CYIUTHHA AYPH M TaKBaTa MO3HLHja MOXe
HEO0JIOLIKH 1a ce O3HAa4YH H HMEHYBA CO MOMMOT KOj IJ1acH ude-
on0zZuja Ha ymepeHuoill sodepru3asm. TOj NOUM BO OCHOBA
nojpasdHpa THMOJOrHja Ha yMETHOCTAa BO (OpMalleH H
ja3HueH pacrnoH of €XO Ha 3aJOLUHETHOT EKCMPEeCHOHH3aM.

Comicality or humor represents certain structure. Nevertheless,
more as token of accepting certain principles of comicality that
establish our consent that we find ourselves in the field of comical-
ity, we would try to forget the previous sentence in order to enable a
major feature of comicality — suddenness. Coming close to the the-
ory on ‘energy surplus’ (a previous text in this issue of The Large
Glass already addresses this question), this feature is some kind of
function of the useless. Humor has always been socially suspicious
and potentially dangerous thing. Viadimir Prop is right when he
thinks humor is not opposition to tragedy but to seriousness. Humor
is prone to basically destabilize or question all things within its
reach. It is assumiption (perhaps with few exceptions in our country)
that societies are based on structuring certain forms of activity and
value systems they follow. They are serious attempts that do not tol-
erate suspicion. When societies are untouchable in thoroughness of
concept implementation, their natural enemy is comicality.
Comicality is not prone to choose good or poor projects; its very
structure makes it question all things and persons. Comicality is
aimless expenditure in the said model of ‘energy surplus’. Getting
rid of ‘the surplus’ is a moment hard to predict; an appearance of its
effiect beyond the cell that keeps it is, or should seem, under the
effiect of chaos. If seriousness represents a conditional cosmos, then
comicality represents conditional chaos. Unpredictability and sud-
denness should cause tectonic shifts in person witnessing their
action, ie., in the recipient who is exposed to their effects. Usual
outcome of such airmless expenditure is astonishment of the recipi-
ent/ bystander. In this contextual moment, [ would like to recall, as
form of some metaphor, a comment by Roland Barthes made for
another field — photography. Barthes analyses photography at two
levels: study level and point level. The former is (probably) certain
order of things that are found in sequence of expected things, while
the latter fully represents sudden appearance of things that punctu-
ate in point-like manner our situations, a kind of open wound we
cannot ignore. Given that in this relationship study would mean car-
icature (as set of specific principles making particular effect), we
therefore intend here to put aside caricature to be considered in some
other context. This time we are interested in the aspect of the unpre-
dictable appearing (yet not so often) in contemporary Macedonian
art where by default it should not appear. The unpredictable assumes
forms of irony, unrelated conduct or ridicule, which is not per se
exceptional comical attempt; however, given the logic of art scene
in our country, this would represent realistically unexpected codes
of conduct, and, like it or not, different value models. However, in
spite ofthe aforementioned, if we really want to have genuine com-
ical sting, this has to be done suddenly, because comicality is or
ought to be a destiny point.

Macedonia art scene was formed within context of events that could
be defined by the syntagma ‘ideology of moderate modernisn’. Jesa
Denegri writes on the above in context of graphics production: *

in the 1950-1990 period, the then Yugoslav art scene is entirely
dominated by ... art production that given its language eclecticism
and underlined aestheticism assumes non-ideological or ideological-
ly neutral stance; however, even such stance essentially could be
ideologically marked and named as ideology of moderate mod-
ernism. This term essentially means typology of art in formal and
linguistic extension, from echoes of late expressionism, post-WW II
post-cubism, coming closer to — but never fully and genuinely
involved in — radical comprehension of abstraction, which it
approaches in context of certain external contributions by art
informel ... all the way to diffierent types of figurative, realistic,
intimist and fantastic narrativity. The tenm ideology of moderate
modernism relating to the said language examples ultimately
denotes also social status of such comprehension of art ... whose
expression discourse due to its formal and context moderateness
becomes in any case privileged — by no means politically ‘official’,
and yet undoubtedly — most desirable and most acceptable artistic
position in social-cultural and ideological context of postwar

3 - nl
Yugoslav liberal socialism.’
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MOBOEHHOT MOCTKYOHM3aM, MPHOMHKYBake - HO HHKOrau Ao
MOTMOJHO M BHCTHHCKO MNPHUKJYYyBalke - HAa PaAHKaJIHOTO
pasbupare Ha ancTpakuijaTa Ha Koja i mpHcTanyBa Ha HEKOH
HaBOpELIHH NPHAOGHBKH Ha eH(HOPMENOT(...) C& 10 pa3HUHH
BHIOBH Ha (pUrypaTHBHA peaNncTHYKa, HHTHMHCTHYKA U paH-
TacTHYHa HapaTHBHOCT. ITouMoT ueeonozuja Ha ymepeHuotu
MO@EPHIU3aM KOj Ce OJIHeCYBa Ha CMOMEHaTHTE ja3HYHH
npHMepH BO KpajHa KOHCEKBEHLA ro O3HayyBa YIUTE M COLM-
JaNIHHOT cTaTyc Ha OHa pa3bHpawe Ha yMmeTHocTa (..) uHj
H3paseH roBOp, 3apajM cBojaTa ¢OpManHa M COAPXKHHCKA
YMEPEHOCT, CTaHyBa ako He Oe3pyro NpuBHerupaHa, HIKako
MOJUTHYKKN “OoHuMjanHa“, HO cemak, 6e3 COMHEHHe, Haj-
NOoCaKkyBaHa M HajnpugaTinBa yMETHHYKA MO3HUHja BO COLM-
JaJHO-KYJNITYPHHOT W HAEOJOLUKH KOHTEKCT Ha MOBOEHHOT

JyrocnoBeHckH nnbepaneH couujamnam".’

Bo MakenoHuja onuiaHaTa no3uumja ce KOMGHHUPA, UIIH €
napaJeJiHa, Co NEpHOAOT Ha 3a0KPYXKYBaheTO Ha MOJAEPHHTE-
TOT Ha OMIUTECTBEHHTE MHCTUTYLUHH H OMIUTECTBEHHTE BpEea-
HOCTH BoonuuTo. Maeonornjata Ha yMEpeHUOT MOIEpHH3aM BO
TOj KOHTEKCT HMa jaCHO OMpENEHH OMIUTECTBEHH (DYHKLHU.
Oparamy, BO Baka MO3MUHOHHPAHOTO OMUITECTBEHO MECTO, HE
MOCTOM MOXKHOCT, MJIN € Taa CBeJieHa Ha TEOPHCKH MHOTY MaJii
BEPOJATHOCTH, 32 OHJIO KaKBH M3HEHAaNyBaka, COMHEXH,
HpoHH3Mpawa. Ha KoMHkaTa Bo naeosiornjata Ha yMepeHHoT
MojepHH3aM Bo MakenoHuja i Hema MmecTto. Kane wrto uma
HEKaKOB OMUITECTBEH MPOEKT KOj € BO TeK, TaMy HeMa

3aqapl<a1-umu42

HajsepojaTHo no cunata Ha MHepuHja CO3[afieHa Of COCTOj-
6HTe BO MefeceTTHTE H CPeAHHATa Ha LIEeCeTHTE FOAMHH Of
20-TH BEK XyMOpOT € PEYMCH HEMpPHCYTEH BO JELEHHHTE KOM
clieyBaat nocJje oBoj nepHoa. Maau HCKJyyoun uMa (HeKOH
nena on Cumon llleMOB), HO BO HEKAKOB MAHOPAMCKH MOrJjef
TOj e peuncH HenpucyTeH. JInKoBHaTa cueHa Bo MakenoHuja
He e MOoAroTBeHa 3a npo6JieMH KOM ce HafBop Of cpepaTta Ha
cepuo3HoTo. BepojaTHo ce ywte 610 paHo 3a 6MI0 KakBH
eKCNepUMEHTHPakha CO HPOHHja, 3anpallaHOCT 3a BPEAHOC-
THTE KOM Ce OCTBApyBaaT, pejlaTHBH3Mpara MJIH GHIIO KaKBH
MaHH(ecTalH Ha OMyLUTEHO OfHeCyBake BO YMETHHMYKaTa
ccpepa.

CocToj6uTe ce MeHyBaaT CO reHepauMHTE Ha YMETHHUM KOH
HacTamyBaaT oOf CpeAHHaTa Ha OCYMAECETTHTE TOJAHHH.
HuBHaTa OpOJHOCT M MOMHAKBHOT KOHTEKCT BO ORHOC Ha
OMUITECTBOTO BO KOE JejCTBYBaaT CO3[aBa MOXHOCTH 3a
HEKaKOB HCKOCEH OJHOC KOH CBETOT, YMETHOCTA, Habibyny-
BAYOT, JIMKOBHATa CLEHAa, MIACTHYHHTE OAHOCH KOH Ce CO3-
naBaaT, MOJMTHKATA .. ENeH MHOry LIMpOK cnekTap Ha
061aCTH KOH KOM aBTOPOT HEMa jaCeH OJIHOC Ha MOAPLIKA HIIH
HerauMja TyKy nocTojaHo e Bo obyacTa Ha ABojHocTa. Hekakos
MaKeJIOHCKH pechiieKc Ha NMocTMOAepHHTe cocTojbu. Bo cekoj
cJyyaj OHa ILUTO 3a OBaa MPHJIMKA ro npHgakaMe Kako KoMuKa
(BO MOYETOKOT He TaKa AeHHHUPAHO W PENaTHBHO GaBHO)
Mo'HyBa fa MoOMBa jacHa (pU3HOHOMMja Kako copma Ha
nejcTByBatbe. JIMKOBHATa cueHa BO MakeloHH]a O ieBefeceT-
THTE € BO MO3MLMJa KOja € BO MHOTY €JIEMEHTH MOHHAKBA Off
NPeTXOMHHTE NelleHHH. MoXaT 1a ce CroMeHaT noBeke HMHIbA
KOH cO37aBaaT fAeJla BO KOH HMMa jacHM e€JNIEMEHTH Ha
KOMHYHHOT OTKJIOH Ol TEKOT Ha OYeKyBaHOTO. 3a OBaa MnpH-
JIHKa Ke ce 3afpXkaM caMO Ha TpH MPOEKTH KOHW ce H3bpaHu
KaKO JIMYHA HAKJIOHETOCT Ha aBTOPOT Ha OBOj TEKCT KOH
ofipefieH THM HAa OJHECYBake 3a KOE MPEeTnoCTaByBa AeKa €
MOXeH HOcHTeNn (HeKakBa BapHjaHTa MJM BapHjauHja. WM
noTeHUHujan Koj Tpeba HelwTo aa NoOYAH) 3a BOCNOCTAByBake
Ha MOHHAKBM peJauMH BO ORHOCOT HAa YMETHOCTA M
OMIUTECTBOTO.

[1pBHOT € 1eN0TO U3BEAEHO BO paMKUTE Ha u3noxbaTa Art City
opraHu3upaHa o My3ejoT Ha coBpemeHaTa yMeTHocT, Ckonje
BO X'B3H NalLMHUTE KOHauu Bo cenoto Bapaosuu Bo 1997.
LlenTa Ha opraHH3aTopoT Gellle Aa ce aHHMHpa H a ce 3aB3eMe

In Macedonia, the described situation was combined or was parallel
to finalization of modemity of social institutions and social values,
generally speaking. ldeology of moderate modernism in such con-
text had clearly defined social functions. Hence, in such given posi-
tioned social context, there was no possibility, or such possibility
was reduced to mere theory, for surprises, doubts, or ironizing of any
type whatsoever. Comicality as such was denied any place in ideol-
ogy of moderate modernism in Macedonia. Wherever a given social

(state) project was in progress, there was no messing up with it
Most probably, following the inertia produced by state of affairs in
our country in the 1950s and mid 1960s, humor was never present
in the decades to come. There were few exceptions (some works
produced by Simon Semov); and yet seen in overall context, this
phenomenon was not there. It seemed that art in Macedonia was not
prepared for problems that were beyond the limits of the serious.
Probably it was still too early to have any experimenting with irony.
to raise questions on current values, to stage any manifestations of
loose conduct in the field of art.

Generations of artists active since the mid 1980s have initiated
changes. Their number and different context vis-a-vis society where
they have been producing have created opportunities to emanate a
certain type of rather askance attitude towards the world, art, audi-
ence, art life, plastic relations being created, politics... This is a
rather wide range of fields towards which an artist has no clear rela-
tionship of support or denial; rather he is constantly in the domain
of duality. Aspecific type of Macedonian reflex to the postmodernist
conditions. In any case, what we accept as comicality for this occa-
sion (at the outset, not so defined and relatively slow) has started to
get a clear form of activity. Since 1990s, art production in
Macedonia has been in position that has many diffierent elements
than those of preceding decades. One can mention several names of
artists who have been producing works of art that contain clear ele-
ments of comical deviation from the expected. On this occasion, [
will only talk about three projects that have been chosen as person-
al inclination of the writer of the text towards a specific type of con-
duct that the writer considers a potential factor (some kind of varia-
tion that needs to incite) in establishing different relations between
art and society.

The first one is the work presented within the exhibition 4rr Ciry
organized by the Skop je Museum of Contemporary Art at the venue
called Havzi Pasha’s Quarters (Havzi Pasini Konaci) in the village
of Bardovci, near Skopje, in 1997. The goal of the organizer was to
animate and ‘occupy’ (i.e., make proper use of) a location that is cul-
tural heritage, previously used by the JNA (Yugoslav National
Arny) as military warehouse and garage. After JINA left Macedonia,
several ideas came to the foreground: one of them was to establish a
location that would serve as venue for art events and festivals, that
would be some kind of gallery or gallery premises, having also sep-
arate studio for many artists, etc. So this organized exhibition was an
attempt to start animation (... and occupation’) of that location. The
exhibition was staged extending all over the garage adapted in
improvised manner and (partly) in the huge yard. The so program-
matically conceived project involved a group of artists (Jovan
Surnkovski, Tome Adzievski, Blagoja Manevski, and Slavco
Sokolovski) who, under a joint name Permanent Display staged a
performance / happening called Dinner on Grass. Several sun
umbrellas and beach chairs were put on a carpet placed on the grass.
The artists (dressed only in swimming trunks and T-shirts with
names of the Ninja turtles written on them: Leonardo, Rafaelo,
Donatello, and Michelangelo) and their ‘wives’ (some of the artists
are single even today) were sitting in the chairs. For this occasion,
they even found a sponsor who donated them beer. The entire ‘pic-
ture’ was completed with a huge text headline on this performance,
sponsor advertisement, and the last but not the least in such events —
an outdoor grill (this would be later extensively used in the
Macedonian art life). It showed that the target project group accept-
ed rather quickly the participation conditions. Regardless of the
need to see other works as well, the people in the audience were



CranHa noctaeka (Joan Lllymkoscku, Tome Aunescku, braroja Manescku 1 Cnaguo COKONOBCKH). Bewepa Ha fiipesa, 1997
Permanent display (Jovan Sumkovski, Tome Adzievski, Blagoja Manevski i Slavco Sokolovski), Dinner on Grass, 1997

€leH MPOCTOp., HHAaKy CMOMEHHK Ha KyNTypaTa. NMpeTXOQHO
KOPHCTEH o1 Jyroc/ioBeHCKaTa HApOfIHa apMija KaKo MarauuH
1 rapaxa. [locie Hej3HHOTO 3aMHHYyBake 01 MakeoHHja noc-
TOeja noBeke HAeH- eHa 0/ HUB Gellie popMHpatse Ha MPOCTOP
BO KOj K& HMa noBeKe JIMKOBHH CJyuyBaka. HeKoja rajepHja
WM ranepHcKH NpocTop, aTejea 3a norojemM O6poj yMeTHHLUH
uTH. OpraHn3npaHara nanoxoba Oewe o6MA fa ce 3anoyHe co
aHHMHpamweTo (".. M 3aMoceAHyBameTO") Ha TOj MPOCTOP.
INocTaBkara Ha H3j0x6ara ce npocTHpallie N0 HMNPOBH3Hpa-
HO afanTHPaHHOT rapexeH MpoCcTOp H (IeJ) BO rOJeMHOT
aBop. Bo Baka nporpaMcki KOHUHMHPAH MPOEKT rpyna yMeT-
Huun  (Josan lllymkoBcku, Tome Aumnesckn. buraroja
ManeBckun u CnaBuo COKOJOBCKH) MOA 3aeJHHYKO HMe
CranHa noctaBka ro ussefoa nepgopmaHc / XEemeHHHTOT
Beuwepa Ha iipesa. Bp3 Tennx npocTpaH Ha TpeBa 6Oea
NOCTaBEHH HEKOJKY YaJopu 3a COHLIE. NOBEKE HM3JETHHYKH
CTOJMLH Ha PAcKJIONyBalke Ha KOH cefiea aBTopuTe (061eueHn
BO "KymauH" M cO MauUH Ha Kou Gea HaMMILIAHU UMHHIATA HA
Hunya kenkurte: Jleonappo, Padaeno, [lonateno
MiikenaHueno) 1 HUBHUTE COMPYrH (KaKo KOj - HEKOj U 10 AeH
JeHec He e BO GpauHH oHOCcH). 3a OoBaa NpHJHKA THE Hallje H
CroH30p ot Koj 3emane nuBo. Llenara “cinka” ce 3aokpyxyBa
CO roJieMaTa HanHllaHa JIereHaa 3a fAesioTo, pekjaMaTa 3a
CMOH30pPOT H OHa 6Ge3 IUTO BaKBH CIyuyBaha Ce HE3aMHCJIMBH
(a moHaTaMy BO COBpEMEHaTa MaKeJAOHCKa JIMKOBHA YMETHOCT
Ke Haufle Ha KOHTHHYHpaH pa3Boj) - ckapa. Ce mokaxa neka
LesHaTa rpyna Ha OBOj MPOEKT MHOry 6p3o ru npudarti
ycnoBuTe 3a yuyecTBO. He3aBucHO o notpebaTa o pasrieny-
Bak-€ Ha pyruTe Jesna Taa Habp3o noToa Beke Gelle Ha nat

already going to the nearest shops to get supplied with ‘materials’
corresponding to own participation in this, already, interactive proj-
ect (it was mostly in context of grill sausages, bread and cold bottles
ofbeer). Indeed, initiate contact was established, although there was
no impression that the target group was at all prepared to talk about
the project concept.

At that moment, Dinner on Grass represented a novelty in practic-
ing artistic strategies in our country. Experienced only as a joke,
without proper accompanying documentation and other more serous
descriptions and contextualization, this even was almost soon for-
gotten and abandoned like the noble intention to bring art into the
premises of the Havzi Pasha’s Quarters.

Even today, the authors of this project do insist that their basic idea
was to create a project that would enable ‘occupation’ of the loca-
tion. In context of the entire initiative, their ‘occupation’ means a
realistic spiritual solution of using this space. At that time there were
serious attempts by artists in our country to be given use of that then
non-established, unspecified, and undefined piece of land and make
it, by means of small investment, an interesting cultural center
(artists themselves were really interested in this). To raise public
support for this campaign, several artists come forward with a proj-
ect that was full of ambiguity and irony (Dinner on Grass,
Permanent Display, acceptance of principles of consumer socie-
ty...), relaxedness, and interactivity beyond starting intentions. It is
important in context of this text to note here the disappearance of the
tradition of several decades of the ideology of moderate modernism.
Suddenly, it became clear that artists did not feel any need (or obli-
gation) to stage or present some moderate, and desirable art solu-
tions or products. Artists became increasingly engagé for the sake of

59



60

KOH MajuTe MpojaBHULUM 3a Ja HabaBH MaTepujaj COOJBETEH
Ha CONCTBEHATa Map THLMNALMja BO OBOj, KAKO LUTO Ce MOKaxKa,
WHTEPAKTHBEH MPOEKT (HajnoBeke Koiabacu. neb6 W MUBO).
KoHTakTOT G€le BOCNOCTAaBEH. HAKO C€ HeMallle BreyaTokK
AeKa LeJHaTa rpyna e MHOT'y MoJAroTBeHa Ja pa3roBapa 3a KOH-
LENTOT Ha MPOEKTOT.

Bo T0j MOMeHT Beuepa na itipesa Gelle HOBMHA BO MPaKTHKY-
BakbeTO HAa YMETHWUKUTE CTpaTEerHd Ha OBOj MPOCTOP.
JloxxuBeaHa caMo Kako 3adpkaHuuja, 6e3 cCOOlBETHa NOKY-
MEHTAaLM]a U IPYTH MOCEPUO3HU ONMUCH U KOHTEKCTYalIH3aLnHu.
Habp30 Gelue peuncu 3a60paBeHa U 3aMOCTABEHA UCTO KakKo U
6naropojHaTa 3aj0x0a 3a apTMCTHUKO 3a’KHMBYBaH€ Ha Mpoc-
TOpOT Ha X'B3U NALUMHUTE KOHALM.

ABTOpHTE U IGHEC MHCUCTHPAAT JeKa HUBHaTa OCHOBHA ujeja
6Mna f1a co3fafaT NpoeKT KOj K€ OBO3MOXM "3aroce/iHyBamwe
Ha npocTop". Bo KOHTEKCT Ha LesaTa HHMLM)JATUBA HUBHOTO
"3arnocefHyBame" € peasHo JyXOBUTO peluenue. Tue Bo nepu-
OIOT Ha CEpPUO3HUTE HACTOjyBawa 3a NOOMBamE Ha. Toraltl.
€/leH Heomnpe/eieH. HeoipeieH, HeJlecDHUpaH J1e] KOj co pen-
ATHBHO MaJli UHBECTHULMH MOXKELIe a CTAHE UHTEPECHO KYJI-
TYPHO cpeilITe (3a KOj THE CAMUTE Ce peaJlHO 3aHHTepecHp-
aHU) BO HACOKA HA HEroBa MOAPLIKA UCTAMYyBAaT CO NMPOEKT KOj
€ MOJH CO JBOCMUCIEHOCTH M HpOHHWja (Beuepa Ha ilpesa,
Citiaana  flociueka. npudgakawe Ha MOTPOLIYBAYKOTO
OMLUTECTBO ...). OMYLITEHOCT, HHTEPAKTUBHOCT 10 FPaHHLH Ha
HCue3HyBae Ha noyeTHUTe HamepH. OHa WTO BO KOHTEKCT Ha
OBOj TEKCT € Ba’KHO € UCUE3HYBAHETO HA HEKOJIKY el eHHCKa-
Ta TPaJULKja HA UO0€0A0ZUjallia HA YMEPEHUOI MOO€PHIU3AM.
YMeTHHUMTE He uycTByBaaT nortpeda (HMUTY 0OBpcka) 3a
HEKAKBH YMEPEHH. I0CaKyBaHU pelueHnja. Tue ce Bo Hacokarta
Ha aHrakMaH 3a oflpeJieHa LejJ ¥ HEero ro apTHKyJWpaaT co
MOJIH CreKTap Ha MPOHU3WPAHUM MOXHOCTH. Penauujata co
OMIITECTBOTO. WITO € HEKAKBa JMMEH3H]ja HA OBa [IeNO. He €

Kabunettoit na op. [agpitian / Obedunysaurxu tiodapor, 2003
The Cabinet of Dr. Paftal / Uniting Gift, 2003

a particular cause or goal and started underlining such engagement
with full range of ironizing opportunities. Relationship vis-a-vis
society, which was some kind of contcxt of the aforementioned proj-
ect, was not one-dimensional and entirely made instrumental by the
desired message.

About five years later, in 2003, certain contexts and elements ofthe
project Dinner on Grass found their continuation in a project, move-
ment, art tendency or, let us say, style called paftalism. A group of
Macedonian artists and their supporters (Blagoja Manevski, Nehat
Beqiri, Ismet Ramikevik, Margarita Kiselicka, Lazo Plavevski,
Ratka Ilieva, and Liljana Nedelkovska) produced a small sub-proj-
ect in their attempt to have a compatible participation in the main
project called The Cabinet of Dr. Paftal / Uniting Gift (projected in
cooperation with a group of American artists on basis of Dadaisim).
This should have reflected their intimate feelings enshrined in the
tradition of the background of their country or place of origin. The
thing that synthesized the said conditions was an outdoor grill. The
term paftalisim was coined out of the onomatopoeia (in Macedonian
language) describing movements done by human hands to blow air
in the (grill) fire in order to stir up the initial fire start (‘paf-paf’ in
Macedonian, or ‘puff-puff” in English'). Contacts made in preparing
and eating the food and entire collection of own experiences shared
in this food context represented one of intentions to the project end.
In accordance with observation that ‘nobody has ever seen just one
person sitting near an outdoor grill’, the group intended to maintain
certain informal atmosphere in socializing around and at the outdoor
grill. Inforimal socializing between the Macedonian and American
groups of artists took place when preparing food (the American
group showed their culinary skills few days later). The final moment
of the entire project represented preparing eels for all persons pres-
ent at the Kaneo beach in the lake resort town of Ohrid in
Macedonia, surrounded by the projects, objects, and installations
produced during the project duration. At the very outset, Manevski




€[IHOJAHMEH3HOHAJIHA H BO MOTMOJHOCT HHCTPYMEHTaN3HpaHa
07 NocakyBaHaTa nopaka.

[Tet rognHn nogouHa. Bo 2003.. onpeaeH AHMEH3HH H €JIEMEH-
TH ofl Beuepaitia Ha tiipesa Ke HajaaT CBOe MPOAOJIXKEHHE BO
€[leH MPOEKT, ABHXXEHe, JIMKOBEH MpaBeLl HJIH CTHJ HMEHYBaH
CO TEPMHHOT #agpaausam. I'pyna ymeTHHUH ol Makefionnja
1 HUBHM noap:kyBaun (bnaroja Manescku. Hexat Bexknpun.
Mcmet PamukeBuk. Maprapura Kincennuka, JIazo [TnaBeBcki.
Partka Ununesa u Jlnnjana HenenkoBcka) BO 0GHOOT 3a KOM-
naTHGHIIHO YUYecTBO BO MNpoeKkToT Kabunetiout na /Ip.
IMagpitian / Obedunysauku itodapok (3amucieH Bo copaboTka
€O rpyna aMepHKaHCKH YMETHHUH Ha OCHOBHMTE Ha Heodajaus-
MOT) cO3/1aj10a Maj MpPOEeKT BO MPOEKTOT Koj Tpeballe Aa ru
oflpa3H HHBHHTE MHTHMHH YyBCTBA BrpajeHH BO TpaaHuHjaTa
Ha nogHe6jeTo o Kaae WITO notekHyBaaT. OBJeKTOT KOj T'n
CHHTETH3Hpalle CMNOMeHaTHTe YycjoBH Oeire ckapara.
TepmiuHoT nadpranisam e popMHpaH Ol OHOMaTOMNejaTa Koja
I WIIYCTPHpaA [BHXXEHATa BO HEJ3HHOTO pasropysamwe (nag -
nad!). KoutakTute npeky xpaHaTta H Hej3HHaTa MOAroTOBKA H
LeJHOT 36Hp Ha TAJOXKEHH HCKYCTBA KOH Taa MOXe Aa I'd fipe-
Hece Gellle efHa O]l HaMepHTe Ha 0BOj npasel. I'pynarta HacTo-
jyBallle. BO COFJIaCHOCT CO OfcepBauHjaTa [eka “HHKO] He
BHJI€JI CaM YOBEK MMOKpaj ckapa”. 1a HaMeTHe ofipeJeHa Hedop-
ManHa aTMocdgpepa Bo ApyxkbaTa Koja oKoJsly Hea ce hopmipa.
CaMHOT 4HH Ha 3an03HaBawkeTO Ha JABETE rpynH ce OfBHBalle
npeKy MOAroTBYBaHE€TO HA XpaHaTa (rpynaTta yMETHHUH Of
CAJIl Toa ro MmaHudecTHpalle HEKOJKY [JeHa MOAOLHA). a
3aBPLUHHOT MOMEHT Ha LEJHOT MpoeKT Oelle MOAroTOBKAa Ha
jaryma 3a cHTe NpHCYyTHH Ha niaxara Kareo Bo Oxpua BO
OMKPY>KyBame Ol NPOEKTHTE, 06 jeKTHTE H HHCTANALHHTE CO3-
AajeHH BO TEKOT Ha OMBHBAaHETO Ha npoekToT. Ha cammnoTt
noyetok ManeBcku W [lnaBeBckH BO CTHJIOT / mo3aTa Ha

and Plavevski, using the style / pose of action painting a la Pollock,
interfered with greasy food leftovers and traces of other spices and
drinks (mustard, ‘juice’, seasoning, beer, wine...) on sheets of paper
bearing the sentence: ‘Art leaves traces — cleanliness is half of your
health’. Such messages in form of letters were sent to many recipi-
ents. As part of this project, other actions, interferences. and instal-
lations also took place characterized by witty forms or the very wit-
tiness of form served to express intentions of the artists. ‘Energy sur-
plus’, mentioned at the start of this text, seemed to be present dur-
ing the entire progress of the project The Cabinet of Dr: Pafial.
Interconnectivity and intermixture of art techniques and media,
questions on reality of usefulness of their presence, undefined place
of art in globalizations processes, and having own ironical satisfac-
tion in inability to find true directions in processes beyond our con-
trol were just some of problems and reasons underlying the paftalist
concept.

Nevertheless, let us write something more about the outdoor grill. It
was already mentioned as element in the project called Dinner on
Grass. One can also note its partial appearance in the work by
Manevski ‘Sometimes | Feel Happy' in the catalogue for the 2002
exhibition Afier &5 / Dangerous Relations. Outdoor grill, as subject
matter of the said paftalism, has had its final art wrap-up. In this con-
crete case, outdoor grill represented a product / object specially
commissioned for the needs of the said project (having untypical
dimensions because its manufacturer joined two small grills in one).
It is still kept (and even used) on many informal occasions, events,
and actions of this type. The grill was even part of the exposition
Report that presented the project Cabinet of Dr. Pafial / Uniting Gift
at the Skopje Museum of Contemporary Art. However, the said grill
did not remain very on the wall of the museum as object of art.
Following the opening ceremony of the exposition, it was put offthe
wall in order to serve its generic function. Paftalism also tried to
refresh the question of museum exhibits or objects in museum put
on public display, a question or problem that had a rather strong
impact on some art historians (taking part in its concept), but in their
university days. ldeas presented long time ago by Pavao Vuk-
Pavlovi¢, Croatian philosopher and philosophy professor at the
Skopje Faculty of Philosophy, in his essay Art and Museum
Aesthetics have remained, conditionally speaking, an obsession
problem for some of his then students, now art historians. It seemed
there was need to recall some of his ideas noted in one of his essays:
“In other words, the ‘eligibility’ of a given object to be displayed in
a museumn somehow cancels its perfect “individuality” in such sense
that it imposes on the object a significance of ‘example’ or ‘model’.
even in such case when the given object would be by chance the
only specimen or copy of its kind. Namely, even in such case, most-
ly because of the meaning of the museum ‘system’, the given object
certainly would represent its kind: indeed, it would represent,
regardless of the viewpoint used — content-wise or style-wise, more
or less a significant, excellent, precious. better, or poorer represen-
tative of its kind or type. This cannot be different, when the given
object became estranged from its original purpose, when actually it
lost its own call for which it was primordially created. (...)
Therefore, the given museum object, in essence and reality, is not as
it is displayed. Realistically — although this word might seem para-
doxical — it is merely a depiction or image of itself. All those and
such things marked by ‘museum display eligibility” are not objects
we call or denote by their usual names; they are not what their name
says. In reality and according to their genuine quintessence, such
objects indicate a specific non-museum. actually pre-museum
object; in reality, they represent special ‘pictures’ with ‘similarity’.
signs, symbols; indeed, even they acquire a corresponding meaning
by means of a separate, particular, actually by means of a special
‘museurn symbolisim.”?

Thus. this ‘paftalist’ outdoor grill is partial consolation and perhaps
some kind of (our?) ironical solution of questions %o raised. If there
has been even the smallest element of fun and humor in all of this.
so much the better for all of us!

Let us finish this short chronology of examples with a project that
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aKUMOHOTO CIMKapcTBO Ha [ToJOK MHTEpBEHHpaa cO MacHH
Tparu Ofl XpaHaTa W ApYyrd 10AaToun u nujanoun (cexnd, “uyc*,
GyKOBell, NMMBO, BUHO ...) BP3 JIMCTOBH XapTH]Ja MCMMIIAHH CO
TEKCTOT “YMeTHOCTa OCTaBa Tparu - YMCTOTaTa € MOJIOBHHA
3apaBje”. BakBute nopaku Bo ¢popMa Ha nucMma 6ea HCrpaTeH u
Ha noseke ajpecH. Bo paMknTe Ha 0BOj npoekT Gea u3Beny-
BaHM M [pPYrM akLHH, MHTEPBEHUMM W MHCTajlaUMM uMja
ocobeHocT Oelwe ayxoBMTaTa hopMa MM [YyXOBHTOCTA Ha
¢opmaTa BO KOja ce peanu3MpaHH HaMEpHUTE Ha aBTOPHTE.
“BHIIOKOT Ha eHepruja” CNOMEHAT Ha MOYETOKOT Of OBOj
TEKCT M3rjefda feka Oellle KOHCTAHTHO NMPHUCYTEH BO LEIHOT
TE€K Ha OJIBUBAWKETO HA TMNPOEKTOT Kabunemoiwm Ha Ap.
[aghitian. TlpeneBaweTo U IM3rabETO HA TEXHUKHUTE U MEIHY-
MHTE, 3aNpallaHoCTa 3a PeaJHOCTa Ha KOPMCHOCTA HAa HUBHATa
NPHUCYTHCT M Hele(pMHUPAHOTO MECTO Ha YMETHOCTa BO Mpole-
cHuTe Ha riobanM3alujaTa Kako M NPOHAaofaweTO Ha HEeKaKBO
MPOHHCKO 3a[I0OBOJICTBO BO HEMOXHOCTA fJa Ce MNpOHajaaT
BUCTMHCKM HAcOKM BO MNpPOLECHTE KOM ce ojJBuBaaT 6e3
MO>XKHOCT f1a C€ BJIMjae Bp3 HUB, C€ Camo JIeJ1 O/l NpOOIEeMHTE U
NPUUMHKUTE 332 KOHLENTOT Ha nacpTaau3MoT.

Ho. ywrre manky 3a ckapara. Taa BeKc ce cnoMeHa Kako eje-
MEeHT BO Beuepa Ha ilipesa. dparMeHTapHO ce nojaByBa M BO
naenoto Ha ManeBcku “Tloekorau ce 'ycTBYBaM CpeKeH” BO
KaTanoroT Ha usnox6ara [Tocae 85 / Ottacnu epckic 00 2002.
Kako ofjekT Ha nadTanM3MOT Taa BeKe HMa LEJOCHO
3a0KpYy:KyBawe. Bo KOHKPETHHOB cllyyaj ckapaTa € NpoM3BOJ
/oGjexT creuujanHO HapauyaH 3a MOTpPeOHMTE HAa MPOEKTOT
(AMMEH3MUTE # Ceé HETHIMYHM TMopagM Toa WITO
MPOM3BOAMTENIOT CMOM fIB€ MaJiM CKapH KaKo eflHa) M c& yluTe
ce uyBa (u ce ynotpebyBa) Bo moBeKke HeOpMajHM MaHH-
c¢ecTauuMM M akuuM Ha OBOj npaBeu. Taa Oewe u gen on
ekcrnosuuMjaTa A3eewdiaj Koja ro npeseHTHpalle NPOEKTOT
Kabunetioiit na Ap. IMagiitaa / Obedurysauxu itodapox BO
Mys3ejoT Ha coBpeMeHaTa ymeTHOcT, Ckonje. Ho. Ha supoT Ha
OBaa Hallla PEHOMMpaHa MHCTMTYLMja Ofl KyJTypaTa Taa He
ocTana jonro. Beanaw nocne orsopaweTo Helle cMMHaTa 3a
Aa ja u3BplIyBa cBOjaTa reHepuuka yHkumja. [Tapranusmor
ce obuae M a ro peakTyeausnpa npobaeMOT Ha MYy3€jCKMOT
npeaMeT. Npo6JieM KOj KaKo TeMa CHJIHO BiMjaelle Bp3 e of
MCTOPHYAPHTE HA YMETHOCTA (yYeCHHLUM BO HEroBHOT KOH-
LIeNT) BO JEHOBHTE HAa HUBHOTO (hopMupatse. PasmucayBamwara
Ha mpocecopotr Ha PunoszogceknoT akynrer Bo Ckonje,
xpBaTckuoT ¢unosop IlaBao Byk-IlaBnoBuK. Bo ecejoT
Ymetlinocitia 1 my3ejckartia ecitteriuka YCJIOBHO OCTaHaa
oncecHBeH npo6iem Ha e o HuB. [ToTeHuMjaHO ce uycTBY-
Baule notpeba ofl aKTyenn3auMja Ha pa3MHUCIyBawbaTa oj OBOj
TekcT: “‘My3eanHocTa’ Ha O0jeKTOT, KaXaHO €O [Jpyru
300pOBH. HEKAKO ja MOHMILTYBA HEroBaTa COBpLIEHA ‘MHAM-
BH/lyaJIHOCT' BO Taa CMHCJA LUTO My HaMETHYBa 3Hayewe Ha
‘IpuMep’ MJIM Ha ‘obpasel’, AypH M Torau Kora ciay4ajHo 6u
OMJ1 M €IMHCTBEH NMpuMepok oj cBojoT BuA. M Bo Toj cayuaj.
MMEHO, BeKe 3apajM 3HAUEHETO Ha MY3E€JCKHOT ‘CHCTEeM',
HY>KHO OM ro 3acTanyBaJj cCBOJjOT BuA, 61 61, ce pa3bupa, cee-
HO OJ1 KO€ CTaHOBMILTE, COIPXKMHCKO MJIM CTHIICKO, NOBEKE HIIH
NOMaKy 3HauaeH, OAJIMUeH. CKanoueH, nofodap uiau noJoiu
HaroB 3acTtanHuk. HuTy Moxe pga 6uge nouHaky Kora ce
OTYFHI O] CBOjaTa M3BOPHA L€Jl, KOra, BNpoveM, ro 3ary6un
CBOJOT CYLITECTBEH MOBHK, 33 KOJIITO MCKOHCKM OHJI CO3AafeH.
(...). 3aToa TOj HM crope CYyWITHHATa HH BO PeasHOCTa He €
TaKOB KaKOB WITO ce NpuKaxysa. Toj peanHo - nako, Moxeou,
360poT € mapajiokcaneH - € caMo cBoja ciuka. Cute THe M
TaKBH CO ‘MYy3€aJlHOCT' oOOeJleKaHW HeluTa He Ce MpeaMeTH
KakBM WITO HHE CO HHMBHMTE BOOOHMYAEHHW HMHIA TH
obeniexxyBame, THE HE CE OHa LUTO ro KakyBa HUBHOTO HMe. Bo
peajHocTa M cropej CBOjaTa BHCTHMHCKA CYIWITHHA THe

was made unintentionally witty like the others. The third example is
the project Three Anticipations by Jovan Sumkovski, dating from
2005 and 2006. Basically, this work can be interpreted in a wider
context of meanings; however the author of this text has impression
that this work of art touches, in metaphoric way, the ellipse already
started in the period of wrapping up modemnity (formation and struc-
turing of institutions, value models, and viewpoints) vis-a-vis rele-
vant state of affairs in our country.

The project Three Anticipations consisted of three small-scale mod-
els accompanied by video presentations. They were: ‘PARA-
OLYMPIC GAMES - SKOPJE 2052’, from 2005,and ‘I’ TERPOL
SUMMIT — SKOPIJE 2021°, and ‘SKOPJE ART EXPO 2016, both
from 2006. The first object was accompanied by a video opinion
poll involving inhabitants of Skopje and showing what they thought
of such idea (the very title of this text was taken over from a state-
ment given by a an interviewee). The second object showed Todor
Pendarov, a long-time correspondent for Macedonian TV stations
from Ljubljana, informing in Slovenian language (presumably
Slovenian TV viewers) on the INTERPOL conference organized in
the reconstructed and adapted premises of former Skopje prison
facility Idrizovo, an event sponsored by the Republic of Slovenia.
The third object was accompanied by a photo of smiling students of
the Skopje Academy of Arts, with caption: ‘We shall be there as
well.

Stadium, correctional facility, and museum —they represent symbols
of public life in the city. It is assumed that these facilities, both as
objects and institutions, reflect real conditions of an environment. In
our case, these are empty stadiums without any major sports events,
prisons full of insignificant losers, and museum without genuine
projects and functions. These are also impossible projects motivated
by irony. They are outcome of negligence and ignorance of several
decades by a milieu that is not able to define in any way its own
town living and planning project. This is an outline ofa crisis of the
civil / city consciousness about our own goals.

The urban chaos is reflection of the crisis of institutions of society.
Where all of this originally started and because of that, nothing
could be doubted, ironized, or questioned, now is in chaos and with-
out any evident model to overcome this situation.

However, attitude of artists towards society is very different nowa-
days.

1. Jeda Dencgri, Grafika izmedju pl itog zanata i rehnologija (nejogranicenog

umnoZavanja, JEDAR VEK GRAFIKE — dela iz graficke zbirke Muzeja savremene umet-
nosti u Beogradu, Galerija Srspke akademije nauka i umetnosti, Beograd, 2003. p.{9.

2. An exception worth mentioning is several prewar paintings by Nikola Martinoski who
given the expressive tendency of the painter and his intention for social engagement pro-
duce realistically an opportunity for an oblique view of the world. Selected topics and
motifs, faces and bodies deformed in expressive manner, and the very plastic system used
by the painter to express himself (one should also mention his excellent drawings with the
recognizable ‘notched’ line) give hint of the possible dimension of presence of bitter humor
which is used to transmit own sensation about the world we live in. However. these ele-
ments disappeared from the postwar paintings of this artist as well. Perhaps. one could
speak.ina wider variance threshold, on the context of humor in works by Martinoski done
inearly 1950s, in his drawings and oils on canvas of the series Erotic Drawings: however.

this is basically just a minor reflection of impacts and peaks previously attained.

3. Masao Byk-ITaBnoBuk, YueisiHoctta u sy3ejckaitia eciited@iuka. In: TTaBao Byk
MasaosiK, Teopewinigoitio i sysejckaria ecitiettiika, Metacopym, Cronje, 1994.
pp. 84, 85.
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MOCOYYBAaT HAa ONpefesieH HeMY3ejCKH, BCYLIHOCT MpeaMy3ej-
CKM NMPEAMET, THE PEAJIHO CE CBOEBHHHU ‘CIIMKH® CO ‘CIIMUHOCT',
3HaKOBH, CHMOOJIH, a BIIPOYEM H ce 3J00MBaaT CO COOABETHO
3HaueHE NpeKy eHa 0coOeHa. nocebHa, BCYIIHOCT NPeKy eiHa
CBOEBH[HA ‘My3ejcKa cumbonnka’.”

[TacdpranucTHukaTa ckapa € JeJlyMHa yTexa M BEPOjaTHO €
HeKkakBO (Halwe?) HPOHHMCKO pa3pellyBake Ha Baka MOCTaBe-
HUTe mpauawa. Bo konky Bo Toa mMmano u 3pHO 3abaBa M
XyMOp, TOJIKY nogo6po 3a cute!

OBaa Mazna XpOHOJIOTHja Ha NpHUMEpPH He Ke Moxe aa Ouae
3aBpll€Ha CO MPOEKT KOj € HEBP3aHO pa3BecesieH Kako LITO
6ea npetxoaHuTe. TPEeTHOT MpUMEp € NPOEeKTOT Tput anitiuiu-
aayuu Ha Joan Wymkoscku ox 2005. u 2006. Bo ocHoBa aeno-
TO MOXKE [1a C€ TOJIKYBa BO HEKO]j WIMPOK CHEKTap Ha 3Ha'erma
HO BMEYAaTOK HAa aBTOPOT HAa OBOj TEKCT € [eKa BO HEro.
MeTacOpHYHO, Ce OMHpa ejuncaTta 3anouHaTa Of NepHOJOT
Ha 3a0KPY>KyBakbETO Ha MOJIEPHUTETOT ((hOPMHPaAKE U CTPYK-
TypHpawe Ha HHCTHTYLMH, BPEHOCHH MOJENH M CBETOrJEaH)
€O aKTYEJIHMUTE COCTOjOM Kaj Hac.

Tpu anrtuguitayiue ja COYMHYBaaT TPU MaKeTH NPOCJIEIEHH CO
Bujaeo npeseHTauuu. Toa ce: “PARA OLIMPIC GAMES - SKOP-
JE 2052 on 2005., “INTERPOL SUMMIT SKOPJE 2021* u
“SKOPJE ART EXPO 2016* u apata on 2006. ITpBuoT 06jeKkT e
npocJiefieH co BUeO aHkeTa Ha rparadu og Ckonje H HHBHOTO
M3jacHyBal€ WITO THE MHCJAT 3a BAaKBaTa Mfeja (HacJOBOT Ha
OBOj TEKCT € Mpe3eMeH Of1 H3jaBaTa Ha e[leH O] aHKETHPAHUTE),
BO BTOpHOT ro riegame Topop [lenpapos, ponroroaMiueH
M3BECTYBAy Ha €[lHa Ofl MAKEIOHCKHTE TEJIEBU3HCKH CTaHHULH
oa Jby6/maHa, Kako Ha CJIOBEHEUKHM ja3HMK I'M M3BECTYyBa (MpET-
nocTaByBaMe CJIOBEHEUKHUTE rparaHd) 3a CHMMO3HYMOT Ha
HHTepnon oap>kaH BO PEKOHCTPYMPAHHOT U MpPEHAMEHET
ckoncku 3atBop MpapusoBo, cnonsopupan oj Penybnuka
CrnoBeHHja, a TpeTHOT 00jeKT e npociefieH co hoTorpacuja o
HacMejanu ctyaentH o PJTY, Ckonje npeky KOH HMa TEKCT -
“U Hue Ke Guaeme Tamy’.

CTaaMoH, 3aTBOp, My3ej - Toa ce CHMOOJTH Ha JaBHUOT XXMBOT Ha
rpajoT. [lpeTnocTaBka € aeka BO HHUB, KAaKO OOjeKTH M KaKo
MHCTHTYLIMH, CE MPEKPLIYBAaT PealHUTEe COCTOJON Ha eHa cpe-
auHa. Bo HamoT ciyyaj Toa ce npa3Hu cTagHoHu 6e3 3HauajHH
HaTnpeBapyBarba, 3aTBOPH MOJIHH CO HEBAXXHH T'YOMTHHMUH.
My3en ©e3 BUCTHHCKM MPOeKTH M (pyHkuun. Toa ce u HeBO3-
MO>KHH NPOEKTH NOTTHKHATH Ofl HpOHHja. Tue ce pe3yaTaT Ha
HEKOja JIelleHHCKa HErpHka Ha Cpe/iIMHa KOja HHKAKO He MOXe
aa ro aeuHUpa COncTBEHHOT ypOaH npoekT. Toa e oupTyBabe
Ha KpM3aTa Ha rpafaHckaTa / rpajckara CBECT 3a CONCTBEHHTE
LeJH.

Yp6aHHOT Xaoc € M3pa3 HAa KpM3aTa Ha HMHCTHTYUHMHTE Ha
omwrectBoto. OHaMy Kafe WITO C& 3amoyHa M MOPaM 1ITO
HHLITO HEe MO3Kellle 1a ce I0BeJle BO COMHEBatbe. HDOHU3HPatbe
MJIH 3aMpallaHoCT € BO cocToj6a Ha Hepe/ u 6e3 BHIIMB Moje
3a HErOBO HAJAMHHYBaHE.

Ho. oBoj naT no3uuujata Ha YMETHMKOT KOH OMNWITECTBOTO €
cocema NMOMHAKBa.

1. Je3a Denegri, Grafika 1zmedu plemenitog zanaia i tehnologija (nejogranicenog wmnoza-
vamja, JEDAN VEK GAFIKE dcla iz graficke zbirke Muzeja savremene umetnosti u
Beogradu. Galerija Srpske akademije nauka i umetnosti, Beograd, 2003. cTp. 19

2. Mickily4OK 3a CMOMeHYyBatbe ce noeeKke npeasoexn aenaon Hukona MapTuHockn
KOW Ha GPAHOT Ha EKCMPECHBHATA NaNeTa Ha YMETHUKOT 1 HErOBHTE TEHIEHUNH 33
OMIITECTBEH AHIaXXMaH PEaNHO CO3[aBaaT MOXHOCT 33 €HO MCKOCEHO TJIeAame Ha
cBeTOT. M36paHnTe TeEMH M MOTHBH. EKCNPECHBHO Ne(hOPMHPAHH (DH3HOHOMIMN H
¢HUrypn. camMMOT NNACTHYEH CHCTEM HM3 KOj ce H3pa3yBa aBTOPOT (a He Tpeba Aa
6uaat 3a60paBeHH HATY M3BOHPEAHHTE UPTEXH CO MPENO3HAT/MHBATA “peuKkaHa’”
JIMHU}A) yNAaTyBaaT KOH MOXHATA AHMEH31]ja HA NPHCYTHOCTA HA FOPH/INBATA KOMH-
Ka npeKy koja TpeGa Aaa ce npeMece “yBCTBOTO 33 CBETOT BO KOj ce xubee. Ho. Bo
npenonoT nocne 1945. H Kaj OBOj aBTOp OBME MOMEHTM 3racHyBaaT. Bo Hekoja
HaTerHata BapHjaHTa MOXebH MOXe 1a ce 360pyBa 33 KOHTEKCTOT Ha XyMOPOT BO
nesnaTa Ha MapTHHOCKM O NpBaTa MOJIOBHHA Ha LIEECETTHTE roaHa Ha 20 BeK. BO
LPTEXHTE ¥ MAcJaTa O UNKJIYCOT Epeilicku ypifiexu, HO TOa BO OCHOBA € MaJ
pedrekc o Beke OCTBapeHHTe MPOGHBH OA MOPAHO.

3. MMaBao Byk-TlaBnoBuK. Y.meminocilia u sy3ejexadiia ecitteiuxa: Bo ITapao Byk-
ITaBnoBHK. Teopewinigoitio u sysejcxaitia eciuietuica, Metapopym. Cronje. 1994.

crp. 84. 85

Josan llymkoscku, Tpu antauuiiayui, 2006, MHcTanauuja (qeTasm)
Jovan Sumkovski, Three Anticipations, 2006, installation (detail)
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N3n0x0u Bo pokyc / Exhibitions in Focus

Cowa Abauuesa / Sonia Abadzieva
MaecTtpaiann ,ekcnepumenTH ,: Ponosyd Anacracos: , Endopmesncka jadoparopnja,

Myz3ej na rpan Ckomje. maj 2007

Bo aHemuyHaTa n3snoxk6GeHa NMHAMUKA HA HAIUMOT TJIaBeH rpajl, efHa O PeTKUTEe KBAJUTETHH TNOCTABKU € U3JoKOaTa
Engopmeacka nabopaitiopuja Ha PEHOMUPAHUOT MaKeNOHCKH caukap Popoby6 AnacTtacos. CiyuyBame LITO HUTY €/eH
WHTEeJIeKTyaJjell He cMee(le) 1a ro ogMuHe!

Bo wITo e roseMrHaTa M 3HaueHEeTO Ha HAajaKTMBHUOT M IEHEC €eH OJ] HaJpPEHOMHUPAHUTE CIMKAPCKHU [ejUu BO OBOj Mpoc-
Top?

Ha nouyeTokoT Ha cBojaTa kapuepa (ywre nped jga auniomupa Ha AJIY Bo benrpan), AHactacoB ce .3apa3yBa. €O
TakaHapeyeHWOT CHHAPOM Ha eH(opMesickaTa npakTHKa (ITO jac ke ro hopMysnupaM Kako ¢eHoMeH Ha 6ecopMHOTO,
uu 6ech)OpMHOCT), HUKHAT BO CBETOT No BToparta cBetcka BojHa, oduuujanu3upan Bo 1952., co foMUHaTHA MOCTAaBEHOCT
BO NeJeceTTUTE FOANHU.

[Tpen nojaBaTta Ha HedUrypaTUBHUOT roBOp Ha rpynata M yz pu Bo MakefoHuja, Bo benrpagckoTo TMKOBHO ONKPYKYBame,
AHacTacoB ce BKJy4YyBa BO, 32 BPEMETO, Ha)KELUKUTE YCTPEMH 3a PACKUHYBaH€ CO BOAEYKMTE U MACOJIOIIKH HACOUEHUTE
JIMKOBHM MapajurMu: BO XKejTa  xkesbaTa Ha JyrocjoBeHcKaTa aBaHrapja fa r'm pasrpaju JoJIroBjafeadykuTe MaTpULHM Ha
KOMMakTHaTa LBpcTa dopma, (otnouynatu ywre Bo 1951. co usnoxobara Ha [lerap Jly6apaa Bo benrpan). Mma pasnuka
Mely ocaMeHuTe peajM3aliy Kaj HEKOM MOBO3PacHHU Off HEro MakeJOHCKH CJIMKapu ¥ OCTBapyBawaTa Ha AHAcTacoOB BO
noMeHoT Ha GecchopmHaTa ecteTuka. [IpBuTe 6ea MHUMOEHTHU U KOJeOJIMBH, BTOPUTE MHTEHLMOHAJHH, cO miaTdopMma u
6ecnoroBopHa omnpefeseHocT. Tyka e HeroBaTa MMOHEpPCKa 3aciyra BO PELIMTENHOTO OTLENyBame Of BOCTAHOBEHaTa
JMKOBHA MaplUpyTa 1 BO CMEJIOCTa Jja ce CIPOTUCTABU HAa JOrMAaTCKUTE U NMAapTUCKUTE NMPEKTUBH, AYPH U [a ja XXPTBYBa /
Ia ja pa3MeHyBa comncTBeHaTa cioboja 3a ancoyyTHaTa y6eJeHOCT BO HOBHOT €CTETCKH Mupeas. Kako HUTY eleH Apyr Make-
JNOHCKH CJIMKap, AHacTacoB N1OGPOBOJIHO M CBECHO ce MOCTAaBYBa HAa KPTBEHUKOT HapeueH [0.au ook, M U3pKyBa
¢u3nUKKTE U eMOTHBHUTE Aerpafauuy (o MOLIHE BUCOKA LieHa Ha MHAMBUYaJIHATa NCUXKWYKa YucTOTa). LipTexkuTe-cianku
M3JI0XKeHH (3a KaJl Mo TOJKY Aoaro Bpeme) Bo MysejoT Ha rpaa Ckonje, ru ondakaaT nepuoute mpefj / 3a Bpeme
3aToueHUIITBOTO (1957-1965). paboTenu co Tyw U JesyMHO co 6aju, Temnepa uiM akBape.

Yc0BHO MOKeE [1a ce cMeTaarT 3a NpoTo-NojaBu Ha GechopMHOCTa: nepuunupawmeTo Ha JleoHapao na BuHuu Ha u3nynenuTe.
JeporupaHu SUAOBH KAaKO €CTeTCKH NMPHUBJIEUHM MM BUYJOBHAEHOCTA Ha nybsukaTa npej caukata Oaumiaga Ha Epgyap
Mase :.[1pBoTO pemek meno., kako wWTo 3abenexysa punosdodot Kopx baraj, .npea koewTo rnegaunte ro usryouie
COMNCTBEHHOT LieHTap .. Ho. TeKTOHCKHTE momMecTyBama BO YOBEYKaTa €THKa M MOpaJl npef, 3a Bpeme U no Bropara ceetc-
Ka BojHa, cepujaTta 3aaoxcHuuu (on 1943) na ppanuyckuot ciukap dotpue, uptexute Ha Bosic u Meitieopoaozuwiiie ...Ha
Kan Jubude - BUCTUHCKH ja OTKpPHBAaaT Marujata Ha MaTepujaTa MEMOpHpaHa oj ,CIUKHUTE. HAa YOBEUKHUTE OCTATOUU U
KaJjTa pacnocjaHa no 6ouiuTara, co3faBajku «Apyra ymeTHocT. (I'art autre). OTToraul, Kako JOMMHAHTEH CKa3 Ce HaMeT-
HyBa €CTeTHKaTa Ha OHa IUTO ja ryéu dopmara, gepunnpano kako informel, formless umn infiorme. MokTa Ha oBa iBHXewe
onpaBjaHo ro o63emMa 1 AHacTacoB, Kako PEMUHUCLEHLM ja, HO TIpefl C&. KaKo JIMKOBHO Bjepy]y, He UCKJY1yBajKH ja aHTHULH-
nayujaTta Ha CTPaOTHUTE NpPeXX MBYBaka HAa aBTOPOT Ha OCTPOBCKaTa rosirota. Bo oBaa cMuciia HEroBMOT NPHUAOHEC BO OBO)
INOMEH MMa HajrojieMa CyLITHHCKAa OMNpaBJaHOCT, HCKOPHAT AMPEKTHO Of HEroBOTO BHATPELIHO GMTHE, Of 4YyBCTBOTO.
COYYBCTBOTO M npeT4yBcTBOTO. OTTYKa CAMKameTO Ha OHa WWTO ja (M3)rybu(yso) ¢opMata € HEroBOTO BUCTHHCKO jac.
H3BopHo. ¥Y6eanuBo. MokHo. OHa wTo TeopujaTa Ha baTaj ro ¢opmynnpa Kako ,yHUBEP3yM KOj HE JIMYM Ha HULITO, TYKY
e camo 6e3copMHa Maca, yHMBEP3yM KaKo Majak UM UCTTYBKa, , 38 AHACTACOB € OTEJOTBOPYBaHke HA aBTEHTHYHOTO JINYHO
YYBCTBO Ha IUIYHKA - YOBEK HMCIUIYKaH, NMOHMXXeH W ob6echopMeH O HEeKOrallHHOT CHUCTEM BO Cera HemocToeykaTa
JyrocnaBuja. AKO 3ByKOT Ha OBME KOHCTALMM BY M3rJjefa MaTeTHUEH, COOUeTEe Ce CO HEeroBuTe 0be3snueHn / OTHOBEUeHH
aBTONOPTPETH Hab/byyBaHU O CKPLUEHOTO OrJjiejasle, HapTaH! Ha mapyeHua XapTHja . in situ Ha Octiiposoiu! Janu cnio-
TYBaWETO CO CIMKAPCKMOT TPEHJ| Ha YHUIUTYBame Ha (hopMaTa BO HEKOrallHOTO GesNrpafcko Bpeme Ha JbyOONUTCTBO 3a
HELLUTO [pYro, ro cjefesio HeroBOTO MPETYYBCTBO HA JIMYHA ApaMa U MCUXMYKa TpaymMa WM TOa € YUCTa KOMHUHUJEHUU)a,
HE MOXe Ja ce JJOKa’ke, HO MOKe a ce TOJKYBa caMO KakKo MpEeTNOCTaBKa M He € TOJKY GMTHO, KOJIKY IITO Tpeba fa ce
yKa>ke Ha aBTEHTMYHOCTA Ha JUCKYPCOT. HA OHTOJIOLIKATA U aKCHOJIOLIKAaTa PEJIEBAHTHOCT Ha OBHE [eJa.

Kako AHacracoB ja nmpoekTupa ¢opmata BO Hej3uHaTa OGecpopmHa BapujaHTa? [IpBUTE Yekopu BO oBaa onepauuja ce
cnydyBaaT Ha JIukoBHaTa akajemuja Bo benrpa. npu ckMUMpameToO Ha akToBUTEe. BefHall cakam fa KOHCTaTHpaM jekKa,
OBaa LUKOJICKA 33Ja4a TOj ja MHBepTHpa Bo concTBeH norjef. Ce BKIyuyBa BO THMOT Ha NMPUBP3EHUUMUTE KOU W pyLIAT
aKafieMCKHTe KOJJOBM BO MMe Ha HOBH JIMKOBHHM BHJyBama: MeTachopuTe, TemMaTa, reoMeTpujaTa, purypara - cé ce cBeyBa
WM Ha aHyJIMpame UM Ha UrHopupamwe. MopgonorujaTta craHyBa caMo MaTepujasi Ha KOJIITO MYy MpeTcTou aiaboka npe-
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paboTka. PacknHoT co ukoHorpadckoTo U co ¢opmara ce
COoCcpeloTOUyBa KOH: Nepuenuujata, MaTepujaTa, TEXHUKUTE,
clIMKapckaTa (peHOMEHOJIoTHja.

AHali3aTa Ha CMOMEHATHUTE UPTEXKH HE HacouyBa HajMaJKy
Ha YeTUpPU TOUKHU: Ha hopMuTe Ha o8echopmMyBaHeTO, MaTe-
PHOJIOTHjaTA, XOPHM3OHTAJIHATA NMPOEKUMja W EHTPONHjaTa.
CTBapHOCTa Ha roJIOTO TEJIO I Ha (aBTO)NOPTPETUTE U HUB-
HaTa TaKTHJIHA AOOJECT ja pa3rpagyBa CO XKECTOKH HHTep-
BEHLMHU Bp3 HabsbyayBaHHOT o6suK. TenaTta ce epoaupanu Uiu
AepOorupaHu, paHEeTH U MCTPABMAaTU3MPAHHU, NMPETBOPEHH BO
Tena-acaau, Bp3 KOM KakKo, CO E€HEpPruuHH MOTE3M Ha
YeTUETO HJIM MEepoTO, Aa AejCTBYBalO BPEMETO, OCTaBajKH
3HaUM M Tparu Ha M300JMUyBame, KOpPO3Hja, pacnarambe,
6JMCKO Ha KOHCTalujaTa Ha rojaeMHoT JleoHapao 3a paHeTa-
Ta CTPYKTYypa Ha SUAOBHUTE BpP3 KO CH MOUTpYyBalle METEOPO-
JOIIKMTE Kanpuuu. BnneTkanocta Bo rycrtata usbpaspaHa
MaTepHja Ha TejaTa M OKOJIMHATa, CO MOCTanK1Te Ha aedop-
MauMHuTe, 3rojleMyBamaTa M HarjacyBawaTa Ha OfACJIHU
€KCTPEMHUTETHU WJIM 30HH (3aAHULH, JOjJKH, MOJIOBH OpPraHH...)
OTKpHBa Uy/lHa, HA MecTa U MOpPHHYaBa €pOTCKa pa3apasHe-
TOCT, CEeKCyalJleH rpy U MCUXUUKO HecrnokojcTBo. Ce OTCIHKYBa
67uckocTa Ha »kenbaTa M epoTcKkaTa Hacjaja co epeMepHocTa
1 HeoHTonowKOTO. [lo3HaTHOT cyaup Mery OpraHckoTo H
HEOPraHCKOTO CO3/aBa JBOUCTBEHOCT co nobefa Ha BTOPOTO.
MaecTtpanHaTa u3pabOTEHOCT Ha LPTEXKOT (CO CAMKAapcKa
IPUXJIMBOCT) ja OTEJOTBOPYBAa HEMHHOBHATA CMJIOTEHOCT Ha
aBoOOojoT Mefy OHa IITO HAacTOjyBa fa MpexHuBee Kako ¢opma
M eHeprujaTa Ha YHHUUITYBawbeTO IITO My Ce€ CMPOTHUCTaBYBA.
Moxebu epneH uurtat o Posanmmup Kpayc moxe Toa pa ro
noob6jachu:,2Kenbata oBe He € BO (yHKUH]a Ha kenba 3a
¢dopmaTa, U co Toa Ha cybGaumMauujata (BEpTHKAJHOCT,
relTanT, MpaBuio): xkenbaTa € MOleIMpaHa BO CMHCJIa Ha TpaHcrpecuja npoTus popmaTa. Taa e cuna BoKeHa Bo faecy6-
numaygujaTta. He ce pabotu 3a y6aBuHaTa Ha cyGaumaunujaTa, TyKy 3a OecpopMHOCTa Ha nyJjicayujaTa Ha kendaTa..
+YHUBEP3YyMOT KOJ He JIMUM Ha HUILUTO, TYKY € caMo 6e3(popMHa Maca, yHHBEP3yM KaKo Najak WM UCIyBKa, Ha baraj. ce
MaHH(EeCTHpPa MHOTY NperjefHo BO LpTeXKUTe Ha AHacTacoB. MaTepujaTa Koja ce 3rycHyBa Bo (popMaTa 3a fa ja 06e3/11uu
1 obecopmu e Toj ,Oa3uueH MaTepujaau3aM, WM MAaTEPUOJIOTH]a KOja HaJMHOTY IO MJIEHH aBTOPOBOTO BHUMaHHe. Cu
MOUrpyBa Co Hea HaHeCyBajKU ja BO T'YCTH TEMHH IJIOXH, ja pa3BjeuyBa HU3, C€ yILITe, NPeNO3HAaTIMBUTE OUTYPH, ja pa3Boj-
HyBa, CO MEPOTO BpeKyBa BO €MMAEpPMaTa Ha XapTHjaTa MHOLUTBO Ha MpEUU3HH TEHKU JIMHUH, €JHOBPEMEHH Ha eHep-
IMUHUTE NMOTE3HW, KAaKO Taa -MaTepujaTa co epeKTUTe - Aa € eJMHCTBEHaTa Herosa Les. M He camo Kako na e, TYKy Taa M e
(yHAAMEHT Ha HEroBUTE CJIMKApCKU MCTpaxkyBamwa. .JlaBeweTo. Ha (UrypuTe BO TeMHaTa MaTepuja Ae(HHUTHBHO T'd
ofaasneuyBa ofl 3HaU€HETO U pafiiKaliHO 1 ocoboayBa of (e THILIMCTHYKATa CEMHOTHKA.

3a pedeTHinM3anmjaTa NpUaOHeCYBa U XopHu3oHTanu3auujata. Cnjaeckalu U MacakpHpaHH TeJlaTa ce cBeJlyBaaT Ha OHa LLTO
ro riefame oj nepcrnekTHBaTa Ha JeTOT, MpU3eMjeHH, H3eIHAUEHH CO XOpPU30HTaNaTa Ha 3eMjaTta. [Ipen Hac, HeKoraurHHoOT
3aKOH Ha CJIMKaTa Mpo30pell. ceé 3aMeHyBa CO TPHBH]AJIHOTO MOJIOXKEHO Ha MOYBATAa KaKO KaJj, HalmykaHa 3eMja, MIIyHKa.
YoBeukaTa BepTHKaja ja CYNCTUTYHpa CO XOpHU3OHTajlHaTa MpaBa JIMHHjA: TeJa HU3eJHAUEHH CO HEOPraHCKOTO.
KynmuHaumjaTta Ha BNeuaTOKOT ceé MOCTHIHYBa CO HEOAMHHJIMBOTO YYBCTBO Ha EHTPOMNUja.

TpoleweTo uan ryGemeTo Ha eHeprijaTa BO CEKOj CUCTEM, aHAJIOTHO U BO CJIMKAPCKUOT, ro BoBeayBa HepenoT. CBeCHOTO
cnabeewe Ha CHIMTE AHACTacoB ro BHeECYBa HM3 MpOLIECHTE Ha fAerpajauujaTa, TOHEHETO W pacnarameTo Ha Tena-
Ta/nej3a’K0T/KOXEPEHTHOCTA Ha TJIeTKaTa, HU3 HaTPYNyBamkeTO Ha MaTepUjaTa, HU3 HEOTIIOPHOCTA KOH €J1aCTUUHOCTA, BHe-
CyBajKH LLIYM BO UMTakETO Ha e1oTo. PaHeTuTe, XKpTBYBAaHU U MapruHalM3MpaHH CyLITECTBA CBElOYAT 3a U3racHaT >KUBOT.
On6uBHOCTa (abject) UM e cuiHaTa cTpaHa. 6uaejku HeybaBaTa ¢dopma (bad form) Boau Bo 6echOpMHOCT - IMraBOCT - COC-
Toj0a HUTY TEUHAa, HUTY KOMMNaKTHa.

Ha oBaa u3nox6a AHactacoB360pyBa 3a Hey6aBUTE HelllTa co HEMpHjaTHHU JU3rama Ha popmuTe, co He-popmu. Bo nopou-
HElIHUTe fAeNla 3a HenmpujaTHOTO ynoTpebyBa .MpHjaTeH, ja3uK. HO CylITHHaTa e HempomeHeTa. Ho, Tyka TpeGa na ce
npeHeOperde npefajeHocTa Ha TPEHAOT, a a Ce HarjlacH MoCBETEHOCTa Ha JIMYHOTO JOXHUBYBame. A Ha HCKPEHOCTa BO
yMeTHocTa Tpeba ja it ce BepyBa, npef ce. Taa goara of nnaGoOUMHUTE U € BACTUHCKUOT MPOOGKB BO CYIITHHATA U HA HBO-
TOT M Ha YMETHOCTA.



Popomy6 Anacracos, Tpancguzypuparse 9, 1958/60, uprex
Rodoljub Anastasov, Transfiguration 9, 1958/60, drawing

JleBo: Ponomy6 AnacTacos, [Ipomerna Ha 06 auxout 3, 1958/60, uprex

O N_.S

Left: Rodoljub Anastasov, Change of Shape 3, 1958/60, drawing
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Maja Yankyaoecka / Maja Cankulovska

ATanac bores / Atanas Botev
Mys3ej na rpag Cxonje, jyan 2005

- " Mako Aranac borteB pgocera ce noTBpaM Kako
Der Mensch ist eine ! : ; S S - aBTOP CO MHOTY pa3J/IHiHH HHTEPECH. H HAa Make-
Bricke uber den AOHCKaTa nyG/iHKa HajMHOTY i1 € MO3HAT Kako

Ambis zwischen = . - rpacHuap H CTPHM-UPTay. HEroBaTa MocjegHa
dem Tier und dem

Ubermensch

CaMOCTOjHAa H3710>k0a. aKo ce MOCIyXHME CO
TEPMHH O TeopHjaTa Ha peuenuujata. ro
npean3BHKa XOPH3OHTOT HA OUYeKyBae Ha My6-
mkata. 3a oBaa H37n0x6a aBTOpPOT ja A0o6H
Harpapara [exec 3a HajaobGap Miajg aBTOp BO
2006, a men on oBHe CAMKH 6€ea H3JIOXKEHH H Ha
MmeryHapogHHoT npoekT Continental Breakfast
Skopje: Memory (W)hole. LIuknycoT e cocTaBeH
oa 17 cnauku (cuTe M3pabOTEHH BO TEXHHKAaTa
MacJjio Ha MJAaTHO) MJIH NOTOYHO 16 LeHHH KoH
¢yHKUHOHNpaaT 3acebHo, a ce H3paboTeHH BO
nepuoa oa 2002 no 2005.

Bo cBojaTta HajHOBa M3nox6a AtaHac boreB
ycneBa, Ha €JeH palHOHaJieH W cemak MyXOBHT
HaulH, a TH HHKOPMOpHpa CBOHTE XETEPOreHH
‘MCKycTBa' BO eJla CO €AMHCTBEHA ‘MpHKa3Ha’.
Anekcanfap CTaHKOBCKH, aBTOP Ha TEKCTOT BO
KaTasoroT, roBOpH 3a ABaTa pa3JHIHH AHCKYP-
ca MPHCYTHH BO CIHKHTe Ha BoTeB npeky “MHH-
yUHO3Ha NE€CKPHIILHja Ha ABE HaBHAYM JHCjyHK-
THBHH Hapauwnn - Mictopujata n Mcropujata Ha
YMeTHOCTa™. MpH WITO “[BETE rOJeMH HapauuH
- Hcropujata Ha TMomutnukoro u McropujaTa
Ha €CTETCKOTO CTaHyBaaT HMAaHEHTHH™.
ABTOpPOT BO HCTO BpPEME HYIH €HO PELEHTHO
TOJIKYBab€ Ha yMETHHUKHTE [1€J1a, YMETHHUH U
ApYrH aBTOPH OA MHHATOTO. i HHBHHTE MOXHH
penauHi Co CeralHoOCTa, NoBeKe NMPeKy KOMEH-
Tap, HO H KPHTHKa H MapofHja Ha Mac-Meauy-
MHTE, YEecTO MaTH MNPETCTAaBEHO CO MHOTY
npoxnja. LlutatHocTa, 0qHOCHO pedpepeHTHOCTa
ce eflHa 07 OCHOBHHTE KapaKTEPHCTHKH 3aeHO
CO MOCTMOJEPHOTO 0XKHBYBAHE Ha XHMeppean-
HOTO, a >kenbaTa 3a CrojyBame Ha HECMOMBOTO
pesyaTHpa BO  HaApeanHH  KOMMO3HLHH.
IToBTOpHO Moarajki of TeopHjaTa Ha peuenuu-
jaTa. oqfHOCHO of MefyceGHaTa penayuja Ha “CBeToTo TpojcTBO’ aBTOp-AENO-Ny6HKa, BO C/Iy4ajoT Ha OBOj aBTOP TOKMY PELHITHEHOT Hrpa
MHOTY Ba)KHa YJIOra BO OLLEHYBalke€TO Ha HEFOBOTO AEJIO MPEKY NPHCYTHOCTA Ha OApPEefeHH HHTEPaKTHBHH eNleMeHTH. Bo “XHnHOTHYKHOT
cBeT” Ha boTeB eBHOEHTHH ce pa3nMuHH AHCKYPCH H pedeKCHH Ha MOoM-apToT, MOTOUHO MIAaKaTOT U CTPHIIOT, KaKO H CIMKAPCTBOTO Ha
Ban ['or 1 MoHapujaH.

KpyuijaneH MOMEHT BO fleslaTa Ofl OBOj LHMKIYC € CHMYyJauHjaTa. a 0coOeHO € HHTepecHa cCHMynauHjaTa Ha KoJjax, Koja CTOH HacpoTH
Y>KHBaHETO BO (KaKO LUTO BEJII aBTOPOT) “‘CaMHOT YHH Ha CJHKame’. BO CMHCJIa Ha MOCTHIHYBake MOronemMa aypa Ha yMe THHYKOTO [€JI0
(MM MOXKHO Hej3HMHO BpaKkame?). [oneMHTe HapauHH H rojeMHTE MajCTOpH Ol MOJIEpHAaTa ce MaHH(ECTHPaHH 3ae/HO CO NOCTMO/IepHaTa
MErakyaTypa M Hej3HHaTa €CTETHKa MpeKy ()parMeHTH KOH CTamyBaaT BO MefyCeOHH CJIOJKEHH HHTEPCIHKOBHH H HHTEPTEKCTYaJlHH
penaunn. CoBpeMeHaTa HKOHOrpacdHja H CENpHCYTHaTa XHNEPPEaNHOCT € H3rpajfieHa HHU3 “KOHuenTyanu3auja Ha MaHugecTHOTO™ a
TOKMY OBaa (pacLHHaLH]jaTa O 3HAKOBHOTO M aHra)KHPAHHOT KPHTHYKH MPHCTAMN MO3HUHOHHPAH HA rio6anHo M JOKAJHO paMHHLITE ce
€BHIEHTHH H NPETXOHO (BO HeroBaTa H3nox06a Bue(osu). Kynrypen uenrap Touka. Ckonje, 2003).

Cmknte Ha ATtaHac BoTeB Ha HHBO Ha pedepeHLHjaTHH CHCTEMH HYylaT KpHTHYHH HHTEPNPEeTaLHH Ha aKTyeJlHH NpobaemMu BO riobanHu
PaMKH, NPeKy KOHUENTYaTHO PEHHTEPNpPETHPamhe Ha MOJHTHUKH, COLHjaHi, (PHIIOCOBCKH H KYJTYPHH MOPAKH: @ CAMOTO MOCTMOMEPHO
LUHTHpaWe pe3yJITypa BO eHa JyLHAHa COBPeMEHa KPHTHYHOCT Ha CEralulHoCTa MpeTcTaBeHa BO Mac-MeAHYMHTE.

ArtaHnac bores, Taka 36opysatue 3apaiiiyciiipa, 2004, Macno Ha ninaTHO
Atanas Botev, Thus Spoke Zarathustra, 2004, oil on canvas



AHa Ppanzoscka / Ana Dpanzoscka
Makeooncko apiu éudeo, Aniuoaoeuja 1985-2005

Macedonian VideoArt, An Antology
MILI Mana cranuua, Cxonje, 2005

Bo MakenoHnja BUAEOTO 1 BHAEO apTOT ' HenexkaT CBOHTE NPBH MOjaBH BO cpeAHHaTa Ha 9-Ta AeUeHH]a. CO AOLHEHE Of OKOIy fABE
AeLeHHH BO OJHOC Ha CBETCKHTE NpHMEpH (noveTtouH) Bo oBoj Mexnym. IIpBuTe obuan ce ciyuyBaaT CO HHHUHjATHBA, BO PAMKH H CO
noaapiuka Ha MakefaoHcKaTa TeneBH3Hja (cekako 6arofapeHie Ha onpeMaTa Koja oBaa Kyka ja MMala Ha pacnosarawe). MCY-Ckonje.
Ofl CTPaHa Ha HEKOH MHAMBHAYH BKJIyYeHH Ha Pa3JHYHH HAUHHH BO HEj3HHOTO (YHKUHOHHpae HIIH KOH HMaJse MpHCTan Ao OBaa onpema.
BakBaTa cuTyaumja, rneaana Bo cnopeaba co “npBHTE KpIUTEBarwa” H er3ubHLHH BO PaMKHTE Ha OBOJ, TOTalll. HOB MEJIHYM BO CBETOT. C€
cocema ancypaHH, 6Hi€ejKH TaMOIUHHTE BHAEO aKTHBHOCTH Ceé NOBP3aHH CO €eH BHI “PEBOAT’ HJIH yAap Bp3 NOCTOEYKHTE HALMOHAJHH
TeNeBH3HCKH CTaHHLH, HUBHATA nporpama i ecTeTHka. Bo (popMipameTo Ha MakenoHcKaTa BHIEO apT cueHa MakenoHcKaTa TesleBH3Hja
1Ma JafIeHO TOJIEM NMPHAOHEC, a OBaa HHBOJIBHPAaHOCT Ha MTB e HHHUMpaHa NOA BiHjaHHE HA rOJieMaTa npe3eHTaulja Ha BHAEO apT Aea
on cBeTckH aBTOpH 1 aBTopH o1 CPPJ Bo My3ejoT Ha coBpemeHaTa ymeTHOCT Bo 1984 roanua, 3a koja MTB nana cBoja TexHuka, a u 6una
cdopmipaHa pefakuija koja Tpebana fa HanpaBH NOKYMeHTapel 3a oBOj HacTaH. Mcrara Taa penakumja nonouna (1985) ke ro npoayunpa
NpPBOTO MaKeAOHCKO | 5-MHHYTHO ekcnepHMeHTaJHO BHeo (“Buaeo ocnoboayBame’™), Ha JHKOBHHOT yMeTHHK Benko LiseTkos. [ToToa ke
cleayBaaT M aHMMHpaHH, NOKYMEHTApHH HJIH eKCriepHMeHTasHu Buaea Ha [paran A6jaunk. MiBan UyHnnxuH, Benuwcnas BojnaHoBcku.
Jby6uiia MiBaHOBCKH - 1yfe KOH HMaJle HCKYCTBO BO TEXHHUYKHOT AOMeH BO MakeqoHckaTa TeneBnsnja. [ToToa, u oapeaeHa rpyna JIMKOBHH
YMETHHUH Ke ce onpo6aaT BO 0BOj MeiHyM (6e3 npeTXOaHH MO3HaBawa H HCKycTBa) Kako Anekcanaap CtaHkoBcki H 3naTko TpajkoBckn
- XHHKH, 32 N0 ofipefieH BpEMEHCKH NepHOJ Ha cleHaTa Aa ce nojaBu H 2KaHeTta BaHrenn, Koja Ke ce 3n00He CO 3Haewe 3a TEXHHKATa H
TEXHONOrHjaTa BO MOHTa)kaTa. NpofyKuUHjaTa H noctnpoaykuujata. Taa e eqHa of npBHTE BHAEO YMETHHLH. KOja PEUHCH LIEJOCHO caMa Ke
r'i peanu3npa CBOMTe BHAEO Aea.

On cpennHaTa Ha 90-Te (a n conojaBata Ha COpOC LEHTApOT 3a COBPEMEHH YMETHOCTH) NPHCYCTBOTO HA OBOj MEAHYM Ke Ce HHTEH3HBHpa.
[oneM 6poj MakeMOHCKH YMETHHUH Ke HCKycaT LUTO 3HAauH BHAEO YMETHOCTA M 3a NPB NaT Ke 3aMovyHaT Aa rpajaT BH3yeJHa ecTeTHKa CO
NOMOLL Ha OBOj MeAHYyM. HEKOM YCMELIHO. HEKOH MOMAlKy YCMelIHO, HEKOM CO YyBCTBO. a APYrH MOpajH. ako CMeaM TakKa [la KaxkaM,
“na)kHaTa JIECHOTH]a™ 3a foarame 10 eaHo faeno. Mako kaj Hac, c€ ywTe, HeMa HHCTHTYUH]a - aKyNTET. HA KOja 3aHHTEPECHPAHHTE O1
Ao6uIie eayKalja 3a NpaBHIaTa H HAUHHHTE HA CO3JaBabe Ha BHAEO YMETHOCT, a J1a He 360pyBaMe 3a HOBHTE MYJITHME/HjaIHH NPaBLUH BO
YMETHOCTA. cenak rosem 6poj Ha MJaaH yMETHHUH Ce pelllaBaaT CBOETO 0Opa3oBaHie 1a ro ocopmaTt BO ApYrH 3emji. kaae obykata on
OBOj KapaKTep € JOCTanHa.

OBoj Kyc pa3BO€H NaT Ha BUAEO YMETHOCTA BO
MakenoHuja e “oncgateH” Bo Make®oHcko
apru 8uodeo, anitionozuja 1985- 2005 koe npet-
craByBa komniet o Ase OBJI L1[1-nwa Ha kon
ce cMecTeHH |2 BHAEO Aena, CeNneKTHpaHH Of
ctpaHa Ha EBrennja Teopocuescka, Bpabore-
Ha B0 MTB. koja 1 HHIMBHIYaJIHO NpUAOHENa
3a NPOMOBHPaH-€ Ha MaKeJOHCKHTE BHEO apT
nena Ha eBponckuTe ¢ectuBann. CraHyBa
300p 3a JHUEH mpHcTan Bo H300pOT. npep ce,
6HpejKH ce NOMECTEeHH ena. O KOH NoroJjieM
aen ce mpoayunpaud Bo MTB. a on npyra
cTpaHa H3060pOT e CBeJleH Ha 8 HMHIba (CeKaKo
KYJATHH BO JOMEHOT Ha OBOj MEAHYM), HO
M30CTaHyBaaT M roJsem Gpoj ApyrH ekcnep-
MEHTH HJIH YCMelHH peanH3auii. O NocTapH
HJIM OMJIaAH aBTOPH KOM CeKako OH Moxkene
na 6unat cTaBeHH BO OBaa aHToJorHja. Cenak.
HHHUMjaTHBaTa oA HauuoHnanHaTa ranepuja
Ha Makenonnja, kako u Ha EBrenuja
TeonocHeBcka ce BpeHH 3a NOYHT H CeKako
Tpeba aa npeTcTaByBaaT NOTTHK 3a APYrH
HHCTHTYUMH (4YHja JE€JHOCT € TNOTECHO
NOBp3aHa CO COBPEMEHATa YMETHOCT H COBpe-
MEHHTEe MeIHYyMH) a HanpaBaT ApPYrH oouau
3a noceondaTeH NpHKa3 Ha “HCTOPHCKHOT
creq Ha BHAEO aKTHBHOCTA BO MakeqoHHja.

HMpena IMackann, Ha oea eno, 2001-2002, B1uneo
Irena Paskali, On that Bottom, 2001-2002, video
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Buajana Ucujanun / Biljana Isijanin
Cras — II ¢pecTuBas Ha BUAEO, KYC, eKCIepUMeHTaeJH (puam u ¢ororpadmja

Attitude — II Video, Film and Photo Festival
K.1I. Marasa, buroua, nekemspu 2005, janyapu 2006

U3srnenot Ha oBOj HacTaH Gelle pe3ysnTaT Ha HAUMHOT Ha paboTa Ha opranusaTopot LICJY "EnemeHTH” Koj cekoralu ce o6uayBa aa npeam-
3BMKa CUTYal|H1 BO KOU He Ce NPeno3HaBa HeKakBa 0coOeHa CBEYEHOCT, TEHAEHUMO3HOCT WIIH TIpeHaraceHa »keba 3a npogecHoHaNHOCT.
Ho. cunHuTe TeMu Ha MoBeKeTO O AeslaTa HaMETHAaa OCOOEHO CHJIHO YYBCTBO NMPEAU3BMKAHO O Pa3/IMUHUTE CTAaBOBH U OJHOCOT KOH
CTBApHOCTa Ha cekoj o yMeTHuuuTte. OBOj HaCTaH HeMallle HaMepa Aa I'M MU3pa3d CaMO OHWE CTABOBH Ha YMETHHKOT KOM CO CBOjaTa
JKECTOKOCT Ce PYIIMTEHH M NMPETCTaBYBaaT Halaja BP3 MIMTABOTO OMUWITECTBO, TYKY U OHHE 1O MajIKy CKPUEHH, CYNTHIIHM CTABOBU KOM C€
pe3yaTaT Ha CKPOMHA U AeTCKAa HAaHBHOCT, a CO TOA rO MpeM3BUKaa HHTEPECOT Kaj rJIelauiTe CO CBOJOT MO MalkKy pasHOpPOAEH U3bop, neno
Ha HekonkyTe cenektopu: Cawa Jawuk, Anenka ['peropuk. Menentue INangunoBcku., Luca Kurci, Margarete Makovec, Bashak Shenova u
OpraHu3atopor. “EnemenTu”.

Hu3 neTte meHa npoekuuu co cBOjaTa KBAJTUTETHOCT CE€ U3[IBOMja HEKOU Ofl IeJlaTa Ha UTAJIHJaHCKUOT yMETHHK Massimo Franchi Bo unu aBe
feNa. KOMIjyTepCKH aHUMaLMH, 6ea NpeTCTaBeHN CIMKU KOM, TPOU3JIe3eHH OJ CBETOT, IO MEHYBAaT CBOJjOT OOJIMK M CTaHyBaaT CEHKHU 6e3
3Hauewe 3alUTO AoafaaT MpeKy TeJEeBU3UCKHOT MeauyM. Beke npeTcTaByBaHOTO neno Ha HankaHCKUTe MpocTOpu. “Putam” Ha Genrpap-
CKHOT yMeTHUK Bnagnmup HuKoMK coBplIeHO ce BKJIONH BO NpBaTa BEYep Ha OTBOPAHETO, MOpagH HEOOBP3aHOCTA [1a Ce CJIeAH KOHLEH-
TPHPAHO, a UCTO TaKa U MOpaal XapMOHM3alHjaTa Ha PUTYaJHOTO CO COBPEMEHaTa My3HKa KoOja A03BOJIyBa fia ce Urpa 6e3 ceMaHTHUKH
nocaeanuuu. [urutanu3upaHnoT puaM CHUMEH co HenpodecioHanHa 8MM KaMepa BO KOe BPEMETO Ha akuMjaTa (BO NOroJjem Aej CHUMaHa
BO TOAJIET) HE MOXKE 1a Ce NPOLEHH, € HHTHMHA MOCBETA Ha ABTOPOT Ha KyJITypaTa KOja ro reHepupa jasukoT Ofl CIMKHTE, € IeJIO Ha UTas-
njaHckuoT ymeTHHK Fulvio Rifuggio. PeurcH HCTHOT TOj cTaB ro u3pa3yBa MupHa ApcOBCKa KOja BO CBOETO J€JIO NMPeKy JHUKOT Ha feTe
13ry0eHo BO MpekaTa off MH(pOpMaL MK, TPAHCNIOPT U ABHXKEHE, Oapa HELITO WITO OM MOKEJIO 1a Ce 3a/IP>KK U MPU TOa Npoayu1pa 6ecMuc-
JIeHd BHKewa. bopbaTa nomery eceHUMeNnHOTO  OTCYTHOCTA, KOHTAKTOT M BU3MjaTa, TUILIMHATA W Mpa3HUHATAa, NPEJOMOT Nnomery cye-
TaTa Npeau3BUKaHa Off MIEHTUTETOT U HEMOCTOJaHOCTA Ha penpe3eHTauujaTa Oellle MpeTCTaBEHa BO TEXHUUKH MHOrY 100po u3paboTeHo-
TO A€NO Ha UTanujaHckuTe ymeTHuuM Luca Curci u Fabiana Roscioli.

CrnenHuTe neHOBM Oea MpUKaXkaHH AeslaTa Ha MaKeOHCKUOT aBTop Anekcanaap ['po3naHoBcky - Jujaiiopama Koja ce 6a3upa Ha BU3ye-
HUOT M COAP’KMHCKM KOHTPACT NoOMery WKOHWYHM 3HaUW MNperno3HaTJMBM 3a MHHAT MEpHON M MMIJEMEHTAlUMja Ha COBPEMEHH
noTpoluyBayuki 6peHoBu: Ha kbyjopuaneuor Alex Villar koj npukaka cUTyauu1 Kou npefnaraat eKCHOUITHOCT HaCMPOTH PUTHAIHA KOH-
Tpona. Ha Bawa [IumurpoBa (Makenonuja). Helene A (Punkt) on ABctpuja, Iloran-Ilaran (Makenonuja) u cepujaTa jy>KHOAMEPHKAHCKU
BHJea U KpaTKH (OUJIMOBH KO CTOjaT Ha UCTATa JIMHKja HA HCMEBakE HAa CBETOT BO KOj JOMHHUPAAT TEXHOJIOWKH F€HEPUPAHUTE CIIUKH U
3Byuu (Paulina del Paso Gordillo/Pedro Gonzales) i ¢popMaTOT Ha BUAEO MrpuUTE KOM c€ KOH(PPOHTHpaaT co xuOpuaAM3auujaTa nomery
TexXHonorujata u npasHuoT xuBoT (Jorge Alberto A lban Dobles). Bea npeTcTaBenn u fokyMeHTapHH (hUIMOBH O Tep(OPMAHCH M aKUMH Ha
yMeTHHUMTe Martin Zet, Bosse Sudenberg, Artists without walls, Alex Grant, a ¥ 1eJ1a Ha aBTOPH KOW COCEMA IMPEKTHO, 6€3 3a00MKONyBake
ro MPOHM3WPAAT CTABOT Ha €IMHKATa NPOU3JI€3EH Ofl HAMETHATUTE CUMOON Ha MOK M noauTuuka npunagHoct Jakup Feri (KocoBo), Erzen
Schkololli (KocoBo), Josan banos (Makepnonuja/I'epmannja), Songul Boyraz/Peter Hall (ABctpuja), Clement Zerbolla (Ppanuuja), Shejla
Kameric (buX). Gulsun Karamustafa (Typuuja). a 1 oHle HeKOJKY (PUIMOBH BO KOM He MOXKEllle 1a Ce NO4yBCTBYBA AUPEKTEH jaCeH CTaB,
TYKY CYNTHJIHM TIOPUBM M pa3MiClyBatba Ha YMETHHKOT KOj F'M M3pa3yBa CBOMTE BHATPELIHW MHCJIM M [AMjaJlOr WM ro MOCTaByBa
NpalakeTo 3a HEMOXHOCTA Ol KPLIEHETO Ha BOOOHYAEHNTE ONIITECTBEHH CTPYKTYPH.

[TpoekToT Ha paHckaTta rpyna N55 ce HafoBp3a Ha LEJMOT aMOMEHT Ha HAaCTAHOT CO CBOjaTa HEHAMETJMUBOCT- NpoekToT “"Cobu™ npeT-
cTaByBallle TOTEHUNjaHa MOXXHOCT Ha MOHYAEHUOT MPOCTOP (BTOPHOT KAaT) Aa MOCIYXH KaKO MECTO Kajie PEKY CEKOjAHEBHHU, HEHA JaBeHH
aKTUBHOCTH Ke ro HaCO4YM BHUMAHWETO KOH JIOTHUKaTa peJlauyja mnoMery JMYHOCTA U Hej3UHUTE NpaBa.

Bo usnox6aTa Ha ¢oTorpacun nak, co cBojaTa BNEUaTIMBOCT ce M3ABOMja aenaTta Ha Marcus Kaiser (Fepmanuja), Orit Ishay (M3paen).
Josan Banos, Banentun [Jumanosckn (Makenonuja), Osman Bozkurt (Typuuja), Bo kou nokpaj 6ecnpekopHaTa TeXHHUKa u3paboTka
1Mallle M jacHO W3pa3eHu Hacoku. ['eHepanHo, nenara Ha “Ciuag ” 2 ro umMaa GejleroT Ha MpOHHU]ja, YyBCTBO Ha HEMOK, NOHEKaNe U MNpeHa-
rJaceH’ CTPaBOBH, HO U PELINTEJIHOCT 3a CO3laBake Ha MOCAKYBaHW CUTYalUH U PeaslHOCTH KOM HaBeCTyBaaT Joarawe Ha HOBU pafiMKaHu
MPECBPTH.

®pany, Iypr. Jeuya, Bugeo
Franc Purg, Children, video




Bunajana Mcujanun / Biljana Isijanin

Mupha ApcoBcka: 3asedysauxa mobuanociu | Mirna Arsovska
Mara3sa, butouna, mapt 2006

“3aBeayBauka MOOGHJIHOCT” € HACJOBOT Ha MOcTaBkaTa Ha MupHa ApcoBcka koja Oewte noctaBeHa of 22. 2 no 5. 3 2006. Bo KyntypHuot
ueHTap “Maraza” Bo burona. Ha aBaTa kata of ranepuckuoT npocTtop 6ea M3JI0XKEHH HEKOJIKY 00JeKTH - TPYNLH Ha KOM aBTOpKaTa MM
Aafe CoCeM HOBO 3Hauewe €O MPHUKAuyBaEeTO Ha TPKajlua Bp3 HHUB, CO IUITO MCTHTE A0OMja MOTEHLUHMpaAHA ancypgHOCT Ha HHUBHATa
(pyHKUHMOHAJHOCT M Ha HUBHOTO MOCTOEHE BO MPOCTOPOT. HO MCTOBPEMEHO OBO3MOXYBajKH MYy Ha rJIeflayoT fJa M3Bjeue oj Taa
MOCTaBEHOCT CONCTBEHA MHCJIA, HAMETHATa Of] MPELM3HHOT U lecPMHUPAH CTAB HAa aBTOPKaTa. APCOBCKa ro MOoCTaBH J€JOTO KaKo e[leH BUJL
CYNCTHTYT 3a HeWTO WTO OM Tpebaso ga 6uae u co TakBaTa NOTEHLUMPaHa OECMHCIEHOCT M HEJIOTHUHOCT TOAa ejyBalle NOTTHKHYBAUKH.
npef ce, NopaaM CnojoT OHOCHO CyAHPOT KOj NOCeOHO ce uyBCTBYBallle Mel'y TOCTaBKaTa Ha TOPHUOT KaT (00JeKTH, LPTEXKH H CBETJIMHA)
W pOTHPAuYKH CHUMEHHOT BH/IEO 3aMMC Ha OJHHOT KaT Ha KOj Ce cJlylllaa 3BYLH Oj] UKpHIIeHe Ha TpKaJjla oJ MebeJl, HO KOH fleJlyBaa Kako
YKPUIEHE KOE ro MpeJu3BHKYBa 3€MjHHATa OCKa, 1aBajKH My Ha LEJIHOT aMOMEHT J03a Ha TPAHCLIEHJEHTAJIHOCT.

OunrnesiHo e aeka ApcoBcKa ro co3jiaja CBOETO [€J10 KaKo pe3yJTaT Ha 3roJieMeHa eHeprija Koja ce cJyuyBa MpH CyAMpPOT Ha [iBa CBETa-
3anajiHaTa M JaneKyucTouyHaTa Kyartypa. [Ipytoa ApcoBcka He ro HanpaBH TOj crioj (cyanp) GyueH M arpecHMBeH, TYKY CO HEBOOOHYAEHHOT
Croj Ha “‘3anmafHM” MaTepHjalu M “MCTOYHA” MEJMTATHBHOCT Taa Co3faje MPOMHCIEHA, €IHOCTaBHA NMOCTaBKa Kako CcybaMMaT BO KOj €
pEeUHCH HEBO3MOXKHO f1a Ce Mpeno3Hae Ofl Kaje A0ara HEroBHOT U3BOP.

Co ONONHUTENHHOT COUCTULHPAH CBETJOCEH OJIeCOK Ha HEOHCKHTE JaMOH BO KOM Ce Mperno3HaBallle HCTOUYHHOT 3eH, APCOBCKa ylluTe
noBeKe ro NOTEHUHPA NPeAU3BHKYBAUKAOT CyAHP HA HAaBHAYM JBE HECMOMBM HELITA M ro OocTaBH (MOTTHKHA) rIeJayoT Aa pa3MHCIyBa
KOHKPETHO M YMCTO - 3a CBETJIMHATA, 32 KPYXKHOTO JIBHXKEHE, 33 CMUCIATa (ancypAHOCTA) Ha MOCTOEHETO, 3a cebe.

Mupna ApcoBcka, 3agedysauka mobuanocta, 2006, uHcTanaumja (aetam)
Mima Arsovska, Seductive Mobility, 2006, installation (detail)
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Mapuka bousaposa / Marika Bocvarova

Artanac Aranacocku: flowkyuoanu ob.auyu / Atanas Atanasoski
Uudre amam, Ckomje, hespyapu 2006

ATaHac ATaHacOCKM BO HallaTa CpeJMHa ro TpeTHpaMe Kako efeH off (DEHOMEHUTE IUTO CBOMTE aKTYeNHH KOHLENUMCKH WAEH I'u pean-
u3Mpa Ha “nepudepujaTa’ Ha JMKOBHA CKOMNCKA CLE€HA, IUTO HE 3HAUM [€Ka He € YCMElIHO BKJONEeH U coxuBeaH co Hea. MckycTBara
NOKa)xyBaaT [€Ka TOKMYy BO CJMUHM CHUTyallid aBTOPMTE PEAOBHO CUTHAJM3MpaaT COCTOjOM, AYpU M OMdCKM Ha OMLITHTE TPEHZOBCKH
NpeoKynauuu, KoM W3BKpaaT Off NOLIMPOKO NpUGaTEHH CPeaMILTa HA CJIYUyBamaTa.

CBOJCTBEHO 3a HEro. 0cO6EHO 3a OBOJ MPOEKT, € HHCHCTUPAHETO Ha MJIACTHUYHO BU3yeJIeH KOHTHHYHTET. OCMHCIIEH KaKO NMOBUKYBake Ha
OJHOCOT Ha MOTHBOT KOJLITO € CeJEeKTHPAH, NapaJieJJHO U Ha HAUMHOT Ha KOJWITO BU3YeJHO ce npucaka BO HHTErpawujaTa Ha creuu-
(PUUHHOT THN HA MPOCTOPHUTE OAHOCH, CO TEHJEHLMja Aa O JOCTUTHE CTENEHOT Ha CBOEBU/IEH “PEBOJIT” NMPOU3JIE3EH O MOMEHTOT NOBP3aH
CO HapyllIyBatkbEeTO HAa XapMOHKjaTa Ha NPUPOAHHOT aMOMEHT. [IpUpOAHMOT aMOMEHT Ce MO0 jaByBa, BCYUIHOCT, KAKO HErOB TEMATCKH U360p.
a OJl HEro ru U3BJIEKYBA M MaTepHjaauTe (LenyJo3Ha Kalla. NaMyK W JIMCKYH) CO KOM 'M KOHCTPyMpa MaTeMaTHUKH OCMUCJIEHUTE (hOPMH.
MMajKH ja Npu TOa NPEeIBU U KOMNOHEHTATa Ha HUBHUOT peJIaTMBHO e(heMEPEH KapaKTep.

[Mpeky cnoMeHaTUTe KapaKTepUCTHKM BU3yesHaTa MeTacdopa ja MPOEKTHpPa Kako KOHUENT BO COBJAAyBawe Ha nNpocTopoT Ha YUudre
amaM. [TpocTopoT e Bo hyHKUMja Ha pa3peLlyBame Ha Npo6JieMi BO KOM € MPHOPUTETHO 3afp’KyBake Ha HEroBaTa aBTEHTUUHOCT U NMOKpaj
MMIJIEME HTHPAETO Ha HOBU KPEATHBHU OOJIMUM, HHTEPBEHLNH IITO BO apPXUTEKTOHCKA CMHCJIa He MocelyBaaT OYKBAJIHO BU3YyeJIeH BOK-
abynap KOjWITO AMPEKTHO Tpeba aa ce MAEeHTH(UKYBa CO CAaMHOT NpOLEC BO apTHKYJauMjaTa Ha NpocTopoT. Bo eaHn BakBU OKOJIHOCTH
COMNCTBEHaTa BU3yeJIHa KYJTypa cakallle a ja NpuKa)ke Kako CyO6JMMaT Ha NMOjaBHOCTH LUTO NMpUnaraaTt Ha cBeTOT Ha npupojara. Cenak
HaBeleHUTe aTPUOYTH AEJTYMHO Ce BOBJIEKYBAaT BO apTH(ULHETHUOT CBET Ha HETOBHOT YMETHHUKH HH.

[Ipu oBoj. 3a Hero. TpeT 06uA ga WHTepBeHWpa Bo YudTe amaM NMpeau3BUKOT € aMOMEHTANIHO a TM OCMUCIIM CBOMTE CKYJNTYypaHu
pelleHnja Kako - otk vitoanu oéjexicu. IlpeTxonHuTe aBa
HacTanu (rpynHu) ce clyuuja BO BPEMETO KOra aMaMoT ce
TpeTHpalle Kako ajJTepHaTHBEH PYMHHpaH MPOCTOp. Kora
MOXXEBME [1a rO NMOYyBCTBYBaMe IMOpeajHo nopajgu noo-
JMcKaTa penlauMja co (pyHKUMjaTa WITO ja WUMas Kako npo-
aH MCIAaMCKH CMOMEHHMK. ATAaHAcOCKM cera ce COOUH CO
rajiepucki nNpocTop W MOUIHE COPUCTHLMPAHO IO JOXKHBEA.
Eneranuujata Ha HeroBuTe CEH3UOWJHW CKYIITYpH CO
CTPYKTYPHH MHTEPBEHUMH BpP3 11OBPLUMHATA € pe3yJTaT Ha
KOPHCTEHETO Ha FeOMeTpUCKH (POPMU MHCTAJMPAHH KaKo
KOHYCHU-NUpaMHUAAIHH “(PUrypH” MOCTaBEHH AMPEKTHO Ha
NOAOT MJIM 3aKaueHH 3a suaosuTe. OBaa eneraHumja, eAHOC-
TaBHOCT M pefl BO apaH)XHpaweTO Ha AeslaTa € BO pejauuja
CO AOLHATa MOJIEPHA. MOTOMHO CO MCKYCTBaTa Ha MCTUTE
MHUHUMaJMCTHUKH CKYINTypu. benannaTa Ha o6jekTuTe MM
CBETJIOCHUTE e(PeKTH ce BO yJjora fia ja foJioBaT hakTypaTa
Ha NOBPIUMHATA. OAHOCHO 3HauewaTa OTKPHEHH NpeKy
KOH3UCTEHTHOCTAa Ha CKyJNTypajHaTa CTPyKTypa (koja ja
ofipeyBa M pyraTa cTpaHa Ha o0jeKTHBHOCTa Ha ¢popma-
Ta), AO/leKa JIMHEAPHUTE W KOJIOPUCTHUKUTE WHTEPBEHLHH
ce BO (pyHKLUMja Ha pa3OuWBalke Ha MOHOTOHOCTA Ha
MOHOXpOMHHUTE NpuMapHu opmu. BoeaHo. cnopen 3amuc-
JlaTa Ha YMETHUKOT, 3€JIEHHTE aKLEHTH ro NOTTHKHyBaaT
ceKkaBaweTO Ha “OnarofeTute Ha OCMaHIUCKOTO LAPCTBO”.
CumboanTe U NOTEHLMPAHATa 3HAKOBHOCT I10XKEJHO € fla ce
ybnaxar. co uen u3noxbara a ce JOXKMBEE KAKO UHTEHLHU-
ja Ha aBTOpOBaTa onpefenda fa ro eCTeTH3Hpa NPoCTOPOT.
a npu Toa fa Ceé MCTAKHe HEeroBaTa KOHUEHTPUPAHOCT Ha
HECEKOJAHEBHOTO OCBOjyBa€ Ha I10CaKyBaHaTa KOPECNo-
AEHUHMja CO HEro, O0cCOOEHO NpeKy [BHXKEHETO Ha
MOCETHTENOT KOj BCYLIHOCT HaBJeryBa BO Jl€CaKpalu-
pHU3MpaH NpPOCTOP. NMPOU3JIE3EH Ol CTPOrO PacliopefeHuTe
NJIACTUUHU pPENepH.

HajHoBuTe pasmuciyBawa I'i HanylwTaaT NOPaHELIHUTE
NPUHUUNHK 32 aMOMEHTAJIHU NOCTABKU BO KOU Gellle npoHaj-
AeHa “JMHMjaTa Ha MaKeJoOHCKaTa BapMjaHTa Ha apre
nosepa”. Ho. rnaBHO HHTeHUMjaTa Ha ATAHACOCKH € CBOUTE
WAed fa I'M HacouyBa KOH COBJafyBale€ Ha MUTCKH MpOC-
TOpH, Ouo fa ce pabOTH 3a €KCTEpPHUEPH WIIM EHTEpHEPH
(cBeTneukuTe HWHCTanauuu Ha Mapkosuitie Kkyau BO
[Mpunen, 1996: Yucpre Amam, Ckorje, 1996. 1997, 2006:
YMmeTHHukaTa ranepuja Bo burtona- Jenu wamuja, 1998:
TpemoBuTe Ha MCY, Ckonje, 1998).

AraHac Atanacocki. [Touk yitoanu 06 auyu, 2006. HHcTanaumja
Atanas Atanasoski, Forms under the Dome, 2006, installation




AHa Dpanzoscka / Ana Frangovska

Hpena [Mackann: Yp6an uejzanc / Irena Paskali
ML Mana Cranuua, Ckonje, heBpyapu 2006

3a pasnuka of JoceraliHHOT MyaTHMeaHjaneH onyc Ha [Tackann Bo KOj Taa HCTpaskyBallle pa3iHyHH cOCTOj6H (Mpo6IeMit) BO JTOKATHOTO
OMNIUTECTBEHO OUTHCYBake - TPETHPAJKH rO COUHO-NOINTHYKHOT AHCKYPC, NPH TOA KOPHCTEJKH IO CONCTBEHOTO TEJO KaKO MeAH.YM, MOTHB
HJIH TPAHCMHTEP Ha EMOLIMH H I0XKHBYBaHa. BO HE j3HHHOT NOCNENIeH NPOEKT YpOaH iiej3axc MpHUKakaH BO MyITHMeIH jallHHOT LeHTap Maaa
citanuta, Tlackanu ro MeHyBa H CBOJOT H3pas3eH ja3HK, BH3yenu3auujaTta Ha HjejaTta, a H TeMaTHKaTa.

Bo oBoj npoekT, cocTaBeH o BHAEO H XxojorpadckH M maHOpamcki coTtorpadui, yMeTHHYKATa perHcTpHpa ypOaHH ciydyBama H
COAPKHHH Ha efieH apyr rpaja - Kenn, 'epmannja. CtaHyBa 3060p 32 HCKycTBaTa Ha MOCTOjaHHOT NAaTHHK (KaKOB LUTO € H Taa). MeHyBamwa-
Ta Ha NpeTCTaBHTeE, Ha COCTOjOHTE. Ha HcKycTBaTa. Bo BiureoTo Meitipo [Mackanu ro pa3paboTyBa OHECYBabhETO Ha JIyF€TO BO OBa CEKOj-
JAHEBHO TPAHCMOPTHO CPEACTBO. CHUMAjKH ro HCTOTO 6e3 HajaBa H 3Haewe 3a Toa. CaMHOT eKpaH € MojelieH Ha NoBeKe Npo30pUH BO KOH
ce MpHKa)KyBa pa3/iHYeH Kajflap CO MaTHHLH BO METPOTO. “(aTeHn” BO pa3jMuHH [ejcTBHja H mo3uuMH. [IHHAMHKAaTa BO MEHYBAHETO H
NPHKaXKyBabEeTO Ha CLEEHHTE NPHIOHECYBA 0 NOKHBO COCPEIOTOYYBaE Ha CAMHOT NOCTYJAT.

doTorpagunTe, ce Npou3BOjJ Ha eIHO HOBO HCKYCTBO Ha [lackanu. a Toa e paboTa co 3a Hea HOB THN Ha poTorpadcki anapaTh (naHopam-
CKH H X0norpad)cki, KOH ce BIpOYeM CTapH MeJHyMH), HCKYCTBO CO KOC C€ CTEKHYBa 3a BPEME Ha HEj3HHHTE NMOCNeJHNIOMCKH CTYAHH Ha
Axadesmujartia 3a seouja yseitinocttuuctie Bo Kenn - 'epmannja. 3a pa3nika o foceraltHioT nproj Ha [lackann koH doTtorpadujaTa, Koja

WUpena IMackamu. Ypoan wejzanc, 2006, aurutanHa gotorpaduja / Irena Paskali, Urban Landscape, 2006, digital photo

BO HEj3MHHOT cilyuaj Gellle KOHLUENTYyallHa, HO ONHCHA, Cera ce CpekaBaMe CO elHa HOBa, CBeXKa HKOHorpadija, HECBOjCTBEHA 3a HCTOpH]ja-
Ta Ha MaKeJOHCKaTa HCcTopHja Ha ¢oTorpadujata Boonwuto. CaMHOT KapakTep Ha OBOj THN Ha ¢roTorpadun ykaskyBa Ha NpeHecyBame
(M1 3aMp3HYBak€e) Ha 61OOKD ¥ZOIli HA MHIMBH]yaTa KOja pErHCTPHPA, a He cTaHyBa 360D caMO 3a efleH acnekT HiM efiHa necnekTisa. [1pu
PErucTpHpameTO Ha KOHKPETHH ypOaHH MOTHBH (KaKO KellHCKaTa KaTejpala, MeTpoTo M Ap.) co (pHM3HYKH nomecTyBawa [lackamu ro
“H3MeHyBa”. IMCTOpP3Hpa, Ae)OpPMHpa HJIH CBECHO HapylllyBa peajHHOT H3rJejl Ha HeluTaTa, NpH TOa CO3aBajKH HHTEPeCHH eeKTH H
ancTpakTeH out-fit (11 HENpeno3HaTIMBOCT) Ha hoTOrpacHuTe, CO UyaHa ANa6OUHHA WM TPOAHMEH3HOHaNHOCT. KpajHHoT eekT e eHa
nonra peauua (n opmaToT Ha camuTe oTorpacuH € HeBOOOHYAEH, HAarlaCeHO XOPH30HTANEH) O XOPH3OHTaJHH MOHOTOHH JIHHHH,
NOBPEMEHO NPECEYEHH CO BEPTHKAIHH JIHHHH, OJPEJEHH - Ha MOMEHTH MPENO3HaTIHBH 06 jeKTH HIIH NaK cO YoBeuKa cuiyera-H. Baksuor
HaYMH Ha KOHUMMHPame Ha HJejaTa NpHOHECYBAa KOH OJIpelleHa PHTMHYHOCT W MPHUBIEYHOCT Ha ¢oTorpaduuTe, a XapMOHHUYHHOT H
136anaHCHpaH KOJIOPHT CaMo ja HaloNOJIHYBa OANIHYHATA €CTETCKA CHHXPOHH3ALHja.

JuHamikaTa, 6p3HHaTa, BpEMETO, HCKYCTBATa HAa MaTyBavyoT, a H yIITe MHOTY APYrH npallamwa (ako cakaTe H MpoGIEeMOT Ha “>KeHaTa-naT-
HHK” Kako wTo Ke Hasefe Pond 3axce umn nak “crpadew Bo “Tyf” cBer” - 3naTko TeomocHeBckH BO NPeAroBOpOT Ha KaTaloroT) ce
cofipXKaHi BO OBaa “‘mpolueTka’” no Ypbanuitie itejsaxu na Hpena INackanu. Koja € OANHYHO OCMHCIIEHA, TEXHHUKH nepgeKTHO pean-
M3HpaHa, a HyJH Il ECTETCKO 0XKHBYBakeE.
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Cora Abauuesa / Sonia Abadzieva

Oro duke, rpacgpukn / Otto Dix, prints
MLI Mana cranuua, Ckonje, mapt 2006

I'epmannja npeky uHcrutyuuutre HPA u [eiiie unciiniyiniorii. o CBeCT 3a NONHP HA TYFUTE CPEMHH NpPEKY HajeIMTHUTE NMPEeTCTaBHHLU
Ha Hej3WHaTa HalMja, MOKaXKyBa BUCTHHCKA CTPATErtja Ha MOYUTYBakEe CONCTBEHHTE JUKOBHU BPEAHOCTH, HE MOTLIEHYBAjKH T NOMajnTe
KYJTYPHH CPeHHH.

TakoB e ciyyajoT co eKCKJy3WBHaTa U3J0x0a Ha fen oA rpacuukioT onyc (86 6akpopesu u nutorpacuu. 1920 - 1924) Ha repMaHCcKHOT
caukap u rpacuuap Oto dukc (1891 - 1969), ronemMo umMe of CBETCKUTE JIMKOBHU €HLMKJIONEAUH. HKOHA HAa repMaHCKaTa MOJiepHa yMeT-
HOCT. IUpPeKTeH ydecHuk Bo IlpBaTa cBeTcka BOjHa, BOeH 3apobeHuK Bo Bropata. CkuuMpajku ru in situ XopopuTe Ha 6OjHUTE NOJHIbA U
MOBOEHUTE HEMpaBAM. CTAHyBa COLMjajJleH KPUTHYap W MOBMKYBauy Ha BO30OHOBA HAa €THUKUTE W MOpPAJHWUTE KOAEKCH BO NpejBOeHa
['epmanuja. HernpaH. uen3ypupaH U €eTHKETHPAaH KaKO MPUMafAHMK Ha YMETHOCTA IUTO HALMCTUTE ja AETEPMHHUPAaT Kako “H3onaleHa
ymeTHOCT”, OTO [IMKC € OHEBO3MO KYBaH Aia ' M3Jlara CBOMTeE AeJa.

Ha u3noxo6aTta Bo Ckonje 1OMUHUpAAT nejgeceTTe 6aKkpope3n off UUKIYcOoT Bojra (NeT nanku no AeceT npuMepouu), on 1924 roauna. I'n
paboTH cropef UpTeXUTe CKULUPAHH HAa (DPOHTOTOT, a AeJTYMHO CJIefiejKU TH NPeTCTABUTE CNAaceHH BO HErOBUTe ceKaBamwa. Kosky u ga e
OBaa XpecToMaTH]ja Ha BOEHM KaTaKJHW3MH MOTPECHA U MOBUCTUHUTA O BoeHUTe doTorpaduu U GUIMOBH, YMETHHUKOTO MajCTOPCTBO HU
fnoMara f1a ro U3ap>KMMe aTakoOT Ha MOpHHuYaBUTE rjaeTku. MefyToa, rpyb6aTa u ancypiHa CTBapHOCT. JOXXHBeaHa W BH/IEHa BO HeropaTa
MJIaIOCT. He HEé COOouyBa CO MKOHOrpaduja mpujaTHa 3a OKOTO. TYKYy HaNpOTHB, Taa € TPAHCLEHAUpaHa BO yuITe norpyba. nogMpekTHa u
Norpjia BApMjaHTa. Ha Hej3MHO JOMOJIHUTEHO HCKPHBYBAHhE, BHECYBathe HA XYMOPHCTHYHH U CAaTUPU'HHU €JIEMEHTH, 3a /1a ja NPUNUTOMH H
3a ]a M Jaje XyMaHUCTHUYKa KOHoTauuja (Boxce, Anitsepiien, I1ped 0zaedano). HeroBMOT JIMKOBEH JUCKYPC MOXeE Ja Cce ONnpefenu Kako
abject art. \BojHaTa e HewTO cTpalHO >XKMBOTHHCKO: IJaj, BOLIKH, KaJj, OHWe u3ayayBauku wymoBu. Cé e nouHakso.. Bojuata Geuwe
O/IBPAaTHA, HO cenak MOKHa paboTa.. Mopa fa ro BUAWTE YOBEKOT BO OBaa pa3yJiaBeHa cocTojba 3a ja Hay4yuTe HEelUTO 3a HEero,,. NUIyBa
camuot [ukc. Ognentun 6akpopesu 360pyBaaT NojacHO Of TEKCTOBUTE 3a Taa CUMOHO3a Ha YOBEKOT, BOLLIKUTE U KaJTa.

TexHukaTa Ha 6aKpope3OT ce coBnara coBpLIeHO co keabaTta Ha OTo [Iukc BepOAOCTOJHO Aa OArOBOPH Ha amOKaJUNTHUKUTE U OpyTan-
HHU cLieHH of ppoHTOBUTE. Ha u3n0:x6aTa ce npe3eHTUpaHu U NOpTpeTH (riaBHO JMTorpacuiu Bo 60ja). CLieH! O LUPKYCOT H JaBHUTE KYKH.
IMopTpeTuTe, co 3roneMeH edekT Ha chiaro-scuro 1 NOMeKH BO MocTankaTa (Kako BO HEFOBUTE MacJjia), HO He MOMAaJIKy eCKCIIPECHBHH BO
KapaKTepoT, Cé Ha PAMHHUILTE Ha MCHXOJIOWKU CTYAUU. ArZemaep, Jleonue, Jama co waika u itepoys, C800HUKa [HOAYAKITl C€ BUCTHHC-
KH MOPTPETHU peMeK-fiena. M Bo nopTpeTuTe W BO CLEHUTE Ofl rpajioT. LPTEXOT € cToN 6 Ha feN0To, 6e3 pa3jvka Ha MpUMeHeTaTa TeXHHU-
ka. Toj My nomara fa ja JeKoHCTpyupa npeTcTaBaTa M Aa co3jaje HeBooOHUaeHa KOMIMO3HIM]ja. HajueCTO CO AMjaroHajHU pelleHHja KOoH ja
anumupaat. Co cuMysauui Ha KOJIaXKHH IOCTanKM, CO OCTaTOUM MJM 3HALM Ha KyOu3aM, Aajau3aM Ui neTpusaM, [Iukc ru oHeobuuyBa
cueHuTe of peanHocra (Yauua, lIpodasau na kubpuiiiu). b usapHuTe BU3MK ce NpeTOYyBaaT BO (haHTAaCMaropuiHH NpOCTOpH co pacdp-
JIaHW eKCTPEMUTETH U npeceveHn urypu. Kora KOH BakBUTe KOHCTATalUH Ke Ce MPUKIyyaT U XyMOPUCTHUHUTE UM TPOTECKHUTE HHTEP-
BeHUMH (Youey o0 ciaipaciti, Youcitieo o0 ciipaciii) NoaefiHakBo Bo 6akpope3nuTe oj BOEHUTe OOMILITA. BO CLLEHHTE Of LHUPKYCOT U BO
JKEHHTE 3a 3a/I0BOJICTBA, CTAHYBa COBPIIEHO jaCHAa aBTOPOBaTa Te3a 3a 0Oe[UHyBamke Ha CBETOBUTE: aHUMAJHOTO CO YOBEUKOTO. €CXaTO-
JIOIIKOTO CO OHTOJIOWKOTO, NMPUNAAHULMTE Ha TPaHWYHUTE ccepH CO ApyruTe Jyre, CTBAPHOTO co MeTacusuuko. OHa wTO Teo-
peTH4apuTe, NPUJIMYHO HECOOTBETHO, FO AE€TEPMHUHHPAaT KaKo BepH3aM BO HErOBHOT ja3MK, Ce CMOjyBa CO €JIEMEHTH Ha Hajpeajn3aM.
€KCNpecHoHn3aM uau peannsam. IloBp3aHocTa co Huue 1 co HeroBOTO NO3HATO 6e€uiO HOBHIOPYBarse HA UCITIVIO, My OBO3MOXYBa 6e3
CTECHYBame fa ce CIYy>XXKH co uutati of fenarta Ha [lurep Bpojren. INMaono Yueno, Apuumbonpo, I'oja, Hera, Jlotpek. Jomue.
YCTOJM'UYBAJKU C€ HA TOj HA'IMH KaKO €fleH Of MPBUTE aHTULMMATOPH U NPEABECHULM HAa NOCT-MOAEPHU3MOT..

ANTPYU3MOT BO JIMKOBHUTE MOCTAMNKHU HAa OBOj aBTOP He T'M ClipeuyBa WAHMTE JECETULIM BOjHH. HO My 00e36eyBa OpeoJ Ha uoBeKobybel]
1 rosieM yMeTHHK, efleH Ofl KiyuHuTe akTepu Ha 20. Bek. HecoMHeHO 3HaeJ1. Aeka He MOXKe fla rO U3MEHH CBETOT CO CBOUTE [eJla MHCITHPH-
paHHu O YOBEKOBOTO G€3yMue, HO HErOBOTO MEpPO PacTPOEHO Of BOjHHTE. C& ylITe, CO aBTEHTHYEH FOBOP My ynaTyBa Ha 4YOBELUTBOTO
npeaynpeayBauki nopaku. 3HaueweTO Ha OBaa M3/10k0a MMa TeXHWHa M rojleMMHa WITO He JO03BOJyBa fa Oupme 3a60paBeHO i 3a0-
OuKOoJNIEHO.



AHna Dpanzoscka / Ana Frangovska
3umcku canon Ha [IJIYM / DLUM’s Winter Saloon

My3ej Ha coBpemeHaTa yMeTHOCT, Ckomje. mapt 2006

HajuoBata u3nox6a Ha [JTYM-oBHOT
3usmcku cason 6ewe KypHpaHa of
CTpaHa Ha repMaHCKHOT JIMKOBEH TeEO-
petnyap Pond Kunu Mekensu. Mako
CEJIEKTOPOT W H3noxkbaTta Gea noaro
HajaByBaHH KaKO €1eH BHJ “‘peHecaHca”
BO MAaKEJOHCKHOT YMETHHUKH ecHad.
cenak M oBa H3[aHHe Ha JUMCKUOL
caaoH He TpeTcTaByBalle YeKop
Hanpej. HUTY Mak M 3a{0BOJIM “‘aneTH-
THTE™ Ha cTpyyHaTa ¢ena. OgHOBO 3afg
cebe ocTaBH NPOCTOP 3a HHCHHYALUHH H
Pa3JIMyHII ClieHapHja 3a HCNPAaBHOCTA Ha
ofyKaTa. 3a KOHLENTOT. 3a Aejarta. 3a
onbHeHHTe (KOH OCTaHaa HENO3HATH,
Hemaiue CanoH Ha o1OHEHHTE)..

U nokpaj ¢akToT 3a nocToeme Ha eqHa
ugejHa onpegenda npu cenekyujata
(MakeJOHCKaTa TpafHLHja. HaLHOHAa-
HOTO). Cenak MocTaBKaTa He OcCTaBa
BMEYATOK Ha OOEJMHETOCT M LEeJOBH-
TocT. [loMHHHMpaaT Aena co KJjacHuHa
TexHoJsowKa o6paboTka. npex ce.
CJIMKH. rpaMKH. CKYJINTYPH, MO3aHLH.
a Man € 6pojoT Ha MOCOBPEMEHH MEHY-
MH Ha H3pa3yBale (CO HCKJIYyuYOK Ha
HEKOJKY 00jekTH - HHcTanauuu). Bo
nornex Ha COAP>XKHHCKHOT KapakTep
MOBTOPHO AHBEP3HTET: Ol PEANMCTHYHH. NPEKY ACOLHjaTHBHH, 10 arNCTPAKTHH HAHOMH, BO KOH, CO YECT Ha MCKJYYOLH, HEMa HEKOH HOBH
WHBEHTHBHH pElliEHH]a, TyKy I'1aBHO CTaHyBa 300p 3a napadpasiparme Wi npepaboTKa Ha BeKe MOLLUHE MO3HATH H deja vu pelleHHja KOH
il ce NMpHMUILYBAaT Ha MOJEPHATa BH3YEJIHA JIEKCHKA. ['oJieM eN O M3/10XKEHHTE EKCMOHATH ce BeKe BHAEHH H M3JIOXKYBaHH H HE 1ajgoa
“HOBa CJIHKA™ 332 aKTYEJHHTE COCTOjOH Ha MaKEeIOHCKATa JIMKOBHA CLEHa.

Mefy 3acTaneHnTe aBTOpH H [lefla caMO HEKOJIKY ro NpHBJeKoa BHUMaHHeTo. Tyka 61 ja cnomexana Mapua LiBeTaHoBcka MapTHHOBCKa.
Koja bellle 3acTaneHa co feJ 0 Hej3HHaTa Marucrepcka HHcrtanauuja “/ 2 345 6 7” Bo Koja paboTH CO AMXOTOMHHTE TBPIO-MEKO, LIPHO-
LPBEHO. BOJyMEH-Npa3HiHa. ATaHac boTeB co cBoHTE XHMEppeanHCTHUKH MJIaTHA rO TPeTHpa NPOOJIEeMOT Ha KOHLUENTYANIHOTO (MAejHO)
KOJIaXXHpawe, NMPoOJEMHTE HA COBPEMEHOTO OMIUTECTBO - MEAMYMH, MOMyJapHaTa KyJTypa H peKJaMOKpaTHja, MOJIMTHKA, Tepop.
MipocnaBa TpyjkaHOBHK cO Hej3HHaTa CBOJCTBEHa KOMOMHHpaHa TEXHHKA H aniHuHpawe Ha ¢goTorpadgiuja o HeJ3HHHOT JHK H TEJIO KOH
oTnocie ru o6paboTysa mpalllakaTa KOH Ce€ MHOTY JIMYHH H AeNyMHO ja “pasrosyBaaT’ Hej3HHaTa ncuxa. [To3HaBajku ro Hej3HHOTO
TBOPEIITBO OH peKJa. ieKa BO OBa [IeJIO Ce YyBCTBYBa Ousar ancHajaHc BO KPEaTHBHHOT TEMMEPAMEHT H HegopedeHocT. Bo dhororpaduja
ce u3pa3dyBa Metoau AHresnoB Koj pabOTH cO MOUMOT peKJjaMa H MaTeHT, NPHTOa BELUTO MrpajkH CH CO BHAOM3MEHYBaH€e Ha BOCTaHOBE-
HaTa €CTETHKA Ha MapKETHHIUKHTE KamnawH. Bo ¢parmeHTOoT on HHcTanaumjata Hul iicuxoaowkuide mawurHu 2u Oapase
cospuueHcitisatia 3a Hac. XKaknnHa [muropneBcka KovoBcka npeky 4-Te efeMeHTH (OBAE H3JI0XKEH €€H Of HHB - OTHOT) co3jJaBa npoc-
TopeH OGjeKT npeky Koj o6paboTyBa mpailawma 3a cocTojbaTa Ha AyXOT, Cemak, BH3YeJHO, ODjeKTOT OCTaBa BIEYATOK HAa TEXHHYKA
HECOBPILUEHOCT H MpeNHMEH3HOHHPAHA 1eKOPAaTHBHOCT. JoBHUAa MHjanKoBHK, YMETHHK aMaTep, Gellle MPeTCTaBeH CO A0 OA UHKIYCOT
Citty@eHu cekasarsa, KOe ce COCTOH Of MaHO 060EHO MOHOXPOMHO €O LpHa 60ja 1 6eJiH XMPYPLIKH PaKaBHLUH KOH Ce MOJIHAT H Nnpa3HaT co
BO3[yX H ce (PUKCHPAHH HA LIEMATCKH JHHEAPHO (XOPH3OHTAJIHO H BEPTHKAJHO) MOCTABEHH KPYXXHH HCMAaKHAaTHHH oA naHoTo. Co TakBoO-
TO BH3YEJIHO PELUIEHHE CO3/1aBa HHTEPECHO TPENEPEHE H ONTHUKO pa3JieBame Ha Taa BUOpaHTa Gey3aBa “njacTHYHA™ Maca Bp3 paMHa-
Ta NOBPILHHA HA MOJAJIOraTa, a HICTOBPEMEHO HY[IH €[lHa aHra)KHpaHa KOHLENTYyallHa ajay3Hja 3a 6e36pojHHTe MaKeJOHCKH palle KOH npocar
(on notpeba uan ox nakomoct). Bo HarpageHoTo co rpaH-npu aeno Ha Bene Tawoscku TpauciiapeHitiHo, aBTOPOT NPOAOJIXKYBA CO
HCTpaXkyBak€e Ha BU3YEJIHOTO MaMere Ha OUHHOT HepB. CTaHyBa 360p 3a MJIaTHO KOE € HCJIHKAHO cOo 06JaLH (BO CHBO H CHHO), a MpeJl HEro
€ MnocTaBeHa TPaHCMapeHTHa o ja Ha Koja ce H3BefeHH 6enn u cHHH npeaowki. Co HHBHOTO Melllake Ce MpeH3BHKYBa eJHO, KaKo IITO
Benn Pond Kunu MekeH3H. “nogGHBHO ABHXKEHE H ONTHYKA HpHTaUHja™.

Bo nen o npeoctaHaTHTe H3MOXEHH Aesa KapaKTEePHCTHYHA € CTHIICKA HEKOH3UCTEHTHOCT, aKafeMCKH TPEeTMaH H MpHCTan KOH 06paboT-
Ka Ha yoBeKoBaTta (purypa (Ho, 3a 3KaJjl CO OTCYCTBO Ha CEHC H 3HAEHE 33 HCTOTO: MPOMOPLHja, CKPAaTYBakE...), HEYCMEIHH EKCMEePHMEHTH-
pama Co OTCYCTBO Ha €CTETCKA IEMEH3H]a, PETPO paKypc BO 06paboTKa Ha nej3ax, Kako H MaTeTHYHOCT 6e3 naToc.

MeToan AHreno. "Tpuiinexc". 2006. murutaneH npHuT / Metodi Angelov, “7riplex”, 2006, digital print
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Ana ®Ppanzoscka / Ana Frangovska

Y.C. Ekcnipec, AHTO10rHja Ha aMepUKAHCKOTO BUneo /
US Express, An Antology of American video

ML Mana cranuua, Ckonje, anpun-maj 2006

Buneo apToT 1 BUIEOTO KakoO MeJMyM CBOMTE MOUETOLH. BO 60-Te rOAMHH HAa MHHATHOT BeK. ' uMa Bo CoeauHeTHTe AMEPHKAHCKH
Ap>KaBH, CO NOjaBaTa Ha NPBUTE BUEO PEKOPAEPH H CO KenbaTa Ha OfipefieHa rpyna. yYMETHUUH W HHIMBUIYH HE-YMETHHUKH €JyLUHpaHH
(Mako BO TOj nmepuoj BOOMILTO HE HM MMaJlo YCTAHOBH BO KOM OM MOKeNo fa ce nobue oGpa3oBaHHe off oBaa c¢pepa). na 3arnovHaT ga
€KCMEPHMEHTHPAAT CO MOXKHOCTHTE KOM OBOj MEMYM MOXKE f1a ' NoHyau. Toa e BpeMe BO KOe jaBHOCTA MMaJla MOXKHOCT Ja CJielH CaMO
HEKOJIKY TeJIEBH3UCKH KaHaH (4 pannoandy3Hu MpexH). F1aBHO CHUMAHU BO CTYAMO, 6€3 XKHBO apTHKYJIHpae H HHIHPEKTHO MPEHECY-
Bak€ Ha aKTYEJIHUTE CHTYalMH. CO HCKJIYUOK Ha (huIMcKaTa HHAYCTPHja KOja MMasna noMHakoB kapakTep. Co akTHBHOCTa Ha NMPBUTE BHAEO
YMETHHLH BCYLIHOCT 3anouHyBa u “reality TV, a 3HauUMTEJIHO NOBJMjaene H BP3 peKIaMUTE U KOMepLHjanHuTe Menuu. Toa e nepron Bo Koj
ce 6apane anTepHaTHBU BO OMIUTECTBOTO BO CHTe C(hepH. a TOKMY THE aJITEPHATHBH NMPBUTE BUIEO €KCNEPUMEHTATOPH Ke CaKaaT fa r'u
3abenexat co cBouTe KaMepH. Mefy npBuTe eHTy3ujacTu Tpeba aa ce cnomenaT Ham [lyn I1ajk, notoa rpynarta Videofreek (Bo koja ke
yuectByBaaT Ckun Bnambepr, Kypruc Petknud, Henen Keju, Ax Bynsopt u ap.). rpynaTta Raindance, Global Village, Llon I'oTdpu u yre
HEKOJIKY HHAMBHIYaJLH KOH Ouile akTHBHH M KOH ce OOMAyBaJle fa I'M MOKPHjaT CHTE MEIMYMHU U IHEBHU U HepnenHu. [IpBuTe Buaea Gune
JNOKYMEHTapHH, EKCIEPUMEHTAJIHH - aHJeprpayHa, Buneo nepgopMaHcH, BUiea KOH ja TpETHpale cOBpeMeHaTa KyJTypa MpeKky HaCTaHH U
PHTYasu, UrpH M paboTa. CyOKYIATYpH M MOEJHHLHM, KYNTypHa pa3aHyHOCT UTH. CO TEKOT Ha BPEMETO COCTOjOMTE Ke ce NPOMEHAT, BUIEOTO
Ke CTaHe OMallHa allaTKa, Ke ce€ OTBOPAT rojeM Opoj YHMBEP3UTETH HAa KOM K€ Ce eayuMpaaT MYJTHMEIMjaJHH YMETHHUHU. CO BeKe
BOCIMOCTaBEHH MpaBHIla HA Urpa. a pa3BoOjOT HAa TEXHOJIOrHjaTa Co NojaBaTa Ha AUrHTAHUTE KaMEPH. YHANpeyBamheTO Ha KOMIjyTepcKaTa
TEXHOJIOTHja, HHTEPHETOT K€ JOBeJaT 10 MPOMEHH BO €CTETHKATa Ha (DMHAIHHOT NMPOM3BOJ, HO M 0 MOCOBPIUEHH TEXHHUUKH peasH3alHu.
OTTyKa BO KOHTEKCT Ha CETO NOrope HaBEAEHO, Ofl FOJIEMO 3Haueke Oelle peannsauujata Ha usnoxobara Y.C. Exciipec BO MyATHMEH-
janHHOT LeHTap Mana cTaHuLa, KOja NpeTCTaByBa eeH BUA EHUHMKIIONEANjAa HJIH AHTOJIOTHja HA UCTOPHCKHOT Pa3BOjOT HA aMEPUKAHCKO-
TO BHJEO, KOja ce cocToeute oa 4 [IB[I-a, Ha kou no geuenun (7-ma, 8-Ma, 9-ta u panuot 21 Bek) 6ea cmecTenu 60-THHA BHEO NeNa. CelieK-
THpPaHH Ofl CTPAHa Ha €fIeH Ofl MPBUTE aKTHBUCTH (110 urpa Ha cayuajot) - Ckun Bnambepr. Bo oBoj u3bop Moxkea fma ce BHAAT aesia oA
HajpaHHTe IEHOBM Ha kY jOpLUKATa aHeprpayHj ClieHa, Na ce J0 HajpeleHTHHTE JeJla Ha MJIaii AMEPHKAHCKH MYJITUMEANjaIHH YMETHHLU.
MO2Kellle 1a C€ MPOCJIeH BapUETETOT HA TEMATCKHU H MPOBIEMCKH NMPUCTAMH. KAKO U HCTOPHCKHOT Pa3BOj BO TEXHOJOWKHOT NPUCTAN KOH
0BOj MEAUYM.

Hako He cTaHyBallie 360p 3a CTPYUueH MPUCTaN, 0 CTPaHa Ha YMETHHUKH TEOPETHUAp WY KypaTop, TYKY 3a MOLUHE HHAMBHYaJleH NpycTan
Ha efleH NMPEeTCTaBHHK HAa CAMHOT MEIHYM, UH) rJIaBeH KpUTepryM Gui cyGjeKTHBHHMOT npucTan (10MaaiMBOCT H Pa3GUPJIMBOCT) Kako M
M300p Ha flena BO KOM TOMHHHMPA MYITH-KYJITYPOJIOIIKHOT acnekT, Na OTTyKa MOXE Aa Ce OnpaBja OTCYCTBOTO Ha 3BYUHH aMEPHUKAHCKH
BH[IEO0 YMETHHIIY, CENAK OBaa Npe3eHTallHja MMa roJieMO 3HaueHme OMfejKH MIaJUTe MMaa MOXHOCT Ha €[JHO MECTO Ja BMAAT HEKOH fena
KOM MpeTCTaByBaaT napafiMrMa 3a BU€0 yMETHOCTA, a KOM C€ TElIKO NOCTANHH, a MOUCKYCHUTE Aa Cce MOTCETAT Ha HHB.

.
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Ham Llyn TTajk, "Bye, bye Kipling", 1986, BUa€o
Nam June Paik. "Bve, bye Kipling", 1986, video



Mapuxa bousaposa / Marika Bocvarova
Maprapura Kucennuka: Bo ceeiuaunaiua na ceeiuaunaiua, petTpocnekTusa /

Margarita Kiselicka: Retrospective Exhibition
YudTte amam. Ckonje, anpua 2006

Maprapura Kucesnnuka cBoeTo MeCTO BO TEKOBUTE Ha
HallaTa COBpeMeHa UCTOpHja Ha JMKOBHATA YMETHOCT
ro OCTBapH KaKO Y4eCHUK BO OHOj Kpyr Ha CKyJm-
TOpCKaTa MPaKTHKA, KOja FM CJEAW ancTpaKTHO-aco-
UMjaTUBHUTE TeHaeHUnu. Bo cpeaunara Ha 90-Te pewun
[a NpUMeHYBa [MOMHAKOB MPUCTAN BO BU3YEJHOTO
MOXXHBYBaHETO HAa CJMUHM (DOPMH pE3yJTaT Ha MHO-
BalLMUTE BO HAUMHOT HAa HUBHOTO KOMIOHHpake BO
KOe MHCHCTHpA Aa ce BHecaT CBETJIOCHU M JIMHEapHH
eJIeMEHTH OTCJIMKAHW Ha NuacTH4Ha ¢osauja Hiu
npeky ornenano. Ce onpefesny 3a UCTPaXKyBakwa LUTO
HOCAaT MO>KHHM [OMOJIHUTE/NHU 3Hauewa Ha Moc-
TOEUKUTE BeKe aHaxpoHW (hopMu BO npBo. Hej3uHure
MOYeTOUH Ce BO 3HAKOT HAa MUHUMH3UPAHU TpeTHpamba
CO CUMOOJIMUKH MPEAJIOWKH, CKYJINTYPAJHO OCMHUC-
JIeHW 06 jeKTH KOH I'J1aBHO er3ucTHpaaT Kako rpynaum-
ja. Ha KpajoT Kako aMOueHTasHa uenuHa. Tyka W ro
npoHaorame BpegHOCHMOT Koa Ha Kucennuka.
OcraHyBa (hakTOT fieka Hej3uHaTa ¢hopMa ce NoTnupa
Ha KJIACHUHOTO AyXOBHO HACJIEICTBO, KOE € CBOEBU/IEH
ofipa3 Ha NMOTMOAEPHUCTHUKHUTE chakama Ha MOHyme-
HUTE Pa3HOBUHH UCTOPULHU3MH.

[lpen rmerkata Ha OBME eJIEMEHTApHO CO3AafeHH
06JIMUM BO NpEno3HaTJMBM LUEMH, HO HAagBOp Of
BOOOMUAEHUTE AMMEH3UHW BO HUBHOTO (hOPMAJIHO
3Hauewe. Kaj Hea Ha [MOEJHOCTABEH HAUMH Ce
pa3soTKpHBa CMMCJAaTa Ha OOJMKYBAHHOT MpEAMET.
[TpoMenaTa Ha u3BJeueHnTe (POPMH OO MPUPOATA O
BU3yEJIEH acreKT Cc Ha HMBO HAa KOHCTaTauuja 3a
HUBHHOT u3rjeA. 3abesiexxaHaTa pyAMMEHTHPAHOCT He
€ BO pelalija co 3HAKOBHMOT CHCTEM KOH KOj Taa
TexHeewe. O6anuute co BooOMuUaeHa, AETYMHO
reoMeTpH3NpaHa CTPYKTYpa M MOjaBHOCT HeJBOCMHC-
JIEHO ja OTKpHBAaT JIOTHKATa Ha CKYJNTOpcKaTa npoc-
TOPHOCT. 3a TOa MHAMKALMH MOCTOjaT BO APAHXKMAHOT
Ha noctaBkata Bo Yudre amam. EnemenTuTe Ha
HEKOJIKYTe CKYJMTOPCKH MHCTaNauWu, ro pa3soTKpH-
BaaT TpyNMpameTO Ha OO0jeKTH KOM M3JeryBaaT Of
JIOrMKaTa Ha MHUMETHUKHUTE KONEKCH, HO Ce BO MOCTO-
jaHa penauMja co HMB TMOpajM MWHTEHUMjaTa fa ce
BOCMOCTaBH pell BO KOHEUHUOT BU3YyeJIeH BMEUaTOK. Maprapura Kitcenirtika. Bo ceeitiaunaitia na ceeitiaunaitia, 2000, nHcranauiija
JucnponopuuuTe Ha CKyJANTypajiHuTe 06jeKTH, npeT- Margarita Kiselicka, /n the Light of the Light. 2006, installation
nocraByBaM, ieKka ce caMO MaMKa, MOXXeOm U Hamepa,

[a ce ofpmaljeudMe O OHA LUTO HHU e MOHYAEHO - “‘pactpieHH” OPBEHH CHIYETH BO MPOCTOPOT BO KOjITO ce obuayBame Aa ja
foXHBeeMe AOMOJIHUTENHaTa KopeJaluja. To 6apa Hamop fa ce U3HajuaT ejeMeHTH (POKYCHpaHHW KaKO KOHEUHa rjeTKa U KOH
“(hMHO™ cMecTeHHTe AeTaJji BO MIIMTKUTE BAIaOHATHHA HA aMaMoT.

3a fa ru ocMUCIIM KpajHuTe epeKTH noTpebeH e Anjanor Ha HajManKy ABe hopMu. MHCHCTHpakeTO Ha HUBHATA KOpecnofeHunjaTa
€ Aa ce BOCMOCTaBH OJMCKOCT BO MOCAKyBaHAaTa BU3yeJslHa MKOHOrpadcka BreuaTIMBOCT. JIHKOBHOCTA BO OCBOjyBabeTO HA aMOUEH-
TOT Ha Und e amaM ja onmaneun o MOXKHOCTa OOjeKTHTE fla ja MoceayBaaT MPBOCTENEHOCTA Ha 3HAKOBHOCT. KOja Ce CNPOTHBC-
TaByBa Ha IOMMHATHaTa OeJMHA Ha rajepuckHoT amOueHT. HuKeweTo Ha 00jeKTHO OCMHCIIEHUTE ancTPaKTHH CTPYKTYPH, KAKO
cepuja Ha MOJENM CYKLECHBHO MOBP3aHW BO 3ae[HUuUKaTa “ciyuka” ja HapyllMja XOMoOreHocra Ha rieTkaTta. HueHata pekopa-
THUBHOCT, CO MO3WTHBHA HaMepa, Ke Oellie H3ABOEeHa aKO NMPOCTOPOT HE € ONTOBAPEH BO TOPHUTE CJIOEBH Ha MOCTOEUKUTE MJIACTHUHU
€JIEMEHTH.
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T'oue Haunescku: Iaiu; I1edeceiu uau uedecewu | Goce Nanevski
Hapopen my3ej Benec, anpur 2006 1 My3ej Ha coBpemeHaTa ymeTHOCT, Cxkomnje, jynu 2006

I'one HaHeBckH BO Kyc BpEMEHCKH
nepHoj peanusypaile ABa MPOEK-
TH, NPBHOT HaclnoBeH [larli BO
Hapoaunot my3ej Bo Benec u BToO-
pHoT [ledeceitt uau tiedeceili BO
My3ejoT Ha coBpemeHaTa yMeT-
HocT Bo CKonje, KOH ce CPOAHH H
npou3nerysaat efeH o apyr. M Bo
o6aTa NpoeKTH ja MEHyBa CBOjaTa
u3pasHa JIeKCHKa BO PaMKH Ha
CKyJNTypaTa. a BOBEAyBa M HOB
MeAMyM - BHMAEOTO. CO KO€ ja
HaJIONOJIHYBA CBOjaTa KOHLEMNLHJa.
HO M ja “JAMHaMH3Hpa” MpOCTOpHa-
Ta HHCTanauMja co 3BYyK H
ABHXKEYKH CJIIHKH-KaJpH.

JIoKOsKY BO 1OCEralHHOT Onyc Ha
HaHeBckH npefoMHHATHA €CTETH-
Ka Oewle MHHHUMANHCTHYKATA HIIH
OHaa Ha npHUMapHH ¢OpMH, cO
HarjaceHa reOMETPHYHOCT, a BO
KOj rnaBeH MaTepHjan 6ea MeTasHH
npog N, TEHeKHja M OTMagHH
METAaJIHH AEJIOBH. PeaNn3npaHi BO
TEXHHYKA CMICJIA CO 3aBapyBake H
3awTpadyBame (MPH TOA HAJYECTO
3aTBopajki ja ¢opmaTa H 3apody-
BajKH BO3JyX). BO HErOBHOT nocJe-
M€H LHKIYC CKYINTYpH - 0OjeKTH
TOj ja 3aapxXyBa cBojaTa (popmasHa
YHCTOTA, HO BHECYBAa MPOMEHA BO
nNpHMEHAaTa Ha MaTepHjanuTe, BO
“KOHCTPYHPAHETO™ Ha JEJ0TO. HO
H BO BOBEJyBal-€ Ha JieJyMHa “opraHcka” aumeHsHja Bo oOjekTHTe. O6jeKTHTE ce H3pabOTEHH Ol METAJHH KOHCTPYKUHH BO KOH ce
“BrpajieHH” HH3H Ol CTapH 6pOjyaHHLH (KOPHCTEHH HA OEH3MCKH MYMMH), KOH HE TH BHIOM3MEHYBA, TYKY I'H KOPHCTH Kako ready-made-H.
HO UM ja MeHyBa (pyHkunjaTa. Hekon o HHB ce cocTaBeHH H Ofl caMH peHLH KOM ce cJI000HO, He “"MaTeMaTHUKH, OpraHH3HpaHH H
nocTaBeHH BO npoctop. Beke cTanypa 360p 3a ocnoboayBame O BOJYMEHOT H 3a OTBOpawe Ha hopmaTa BO npocTopoT. Bo nen on o6jek-
THTe HaHeBCKH ro BoBeyBa H KHHETHYKHOT MOMEHT, MPH LUTO THE MOJ BJIHjaHHE HA MEXaHHUKH JOMHP TPenepaT, POTHPaaT, ja MEHyBaaT
Bi3ypaTa. KoJOpHTHaTa OrpaHHYeHOCT Ha OHHOMOT LPHO-GE€]0 CaMO ja HAJOMOJIHYyBa ECTETCKATa YMCTHHA HA UEJHOT MpPOEKT
(BKJIy4yBajKH ro TyKa H BHIEOTO). €OMETPH3MOT HE € HaNyLITEH, HO € HA HEKO] HAa4YHH “OMEKHAT", HaKO H BO HAjCIOOOAHHTE PELIEHH A
Ha 00jEKTHTE TOj € MPHCYTEH MPEKY MPABHJIHATA HAHHXKAHOCT M MYJTHIJNKAUK]JaTa HA NJAaCTHYHHUTE MaTpuuu (6pojuannuuTe). Cenak
ojipefieHa “OpraHoBHIHOCT " Ha OGIHLHTE NpoHaolaM BO camMaTa (popMa Ha OBHE TPKasla KOH HAaHHXKAaHH H MOCTaBEHH e[IHH 10 APYTH, CO3-
faBaaT oJpe/ieHa OPAHOBHIHOCT, a yIITE MOBEKE NOPAAH “3MHjOJHKHOT COCTAB Ofl JIEXXEPHO MOJIErHATH HH3H Ha MOJOT.

BpojuanuuuTe Kou ce coctojat ox uHpH H OGPOjKH, KAKO IOMHHAHTHH BH3YEJIHH €JIEMEHTH Of KOH € H3rPajieHo AEJOTO, HMAaT CBOja CHM-
601HKa H MOXeE J1a ce NPOTONIKYBaaT (T.€. Ce NPHMEHYBAAT) HAa Pa3JIMYHH HHBOA: NaT, BpeMe, Op3HHa, MPOCTOP, TEXHONOrH]a, HHOpMaLH-
ja, Koq, ja3sHK, peNaTHBHOCT, MPOCTOP - BPeMe, HMarHHapHOCT...

Buneoto, kako wto Beke HanoMeHaB, HaHeBcKH ro KOpHCTH 3a fa ro 1006jacHH CBOJOT CTaB. a O APYyra CTPaHa Co HerosaTa MpHMeHa
npaBH “napajioKcajHa 3aMeHa Ha MaTepHjaJHOCTa” Ha cBOHMTE 00jekTH. Ha aBeTe n3nox6u Gea npHKaXkaHH pasjHyHH BHJEa (CO KOpHC-
TEHhE Ha OJPEAEHH CEKBEHLH BO OOETE), HO OHA LITO € KAPaKTEPHCTHYHO 3a HHMB € 3aMp3HaTa - CTaTHYHa KaMmepa Koja perHcTpHupa
ABHXKEHE, IHHAMHKA, COOIHOC Ha 6aBHO M O6P30, a HAIEjaTa BUIEOTO KOH3UCTEHTHO N1a Tete 6€3 MO'ETOK H Kpaj, FO HarjacyBa MOMEHTOT Ha
BH3YEJIHA MOHOTOHOCT, KOja MaK OJl pyra CTpaHa € “HapylleHa” co ayaHo 3BYKOT, KOj C€ COCTOH OJ MPHPOJAHH LIYMOBH H O “arpecHBHa”
TPaHC My3HKa.

He npeTennipajkn KOH HApaTHBHOCT H anpHOpPHA “YHTIHBOCT” HAa 06 jeKTHTE, Na 1 BUIEOTO, HaHeBCKH ce MoTImipa Ha 4HCcTaTa BU3YesHa
AMMEH3Hja KOja 3a HEro, Kako 3a CKyJNTOp, HMa IOMHHAHTHO MecTO. BoBeayBajkn eaHa HOBA IMKOBHA ECTETHKA BO CBOMTE CKYJINTYPH H
MPOCTOPHH HHTEPBEHLHH, HAIONOJIHETH CO “NIPEAHOCTHTE™ HA BHAEO MEMMYMOT, TOj YIUTE €[IHALI O MOTBPAH H ONpaBja CBOETO MECTO Ha
PELEHTHATa MAaKEJOHCKA JIHKOBHA CLEHA.

Toue HaHeBckH, TTedeceiti wau itedeceiti, 2006. MHCTanaiHja (1eTams)
Goce Nanevski, Fifty e Fiftv, 2006, installation (detail)



Maja Yanxyaoscka / Maja Cankulovska

Uckpa Tumurposa, Historyofsexuality / Iskra Dimitrova
Press to Exit Project Space, Ckonje, maj 2006

EnHonHeBHUOT npoekT History-
ofasexuality Ha VMckpa [IumuTpoBa
npeTcTaByBa MHCTajlauMja, OQHOC-
HO “JIMKOBHA TPAHCKpHMUMja Ha
eqHa OepOepHHlla KakoO MpPOCTOP
Ha KOMYHHMKauujaTa”. OCTBapeHa
CO MOMOLI Ha HEKOJIKY KOMMOHEH-
TH, BO KOja OCHOBHOTO Mpalllake
KO€ ro HaMEeTHyBa aBTOpKaTa €
npallakeTo Ha KOMYHHMKaUHja.
bepGepuuuara, mnocTtaBeHa [0
NpoOCTOPOT  HAa  HEKorallHaTa
6epbepHuua “Llagpype” e pekoH-
CTPyKUHja Ha aBTEHTHYHOCTA
(cocTaBeHa o 6epbepcko cTonue
1 ApYrH MpeaMeTH Of MOCTOEUKH
6epOepHHLH) M MPHKA3HA 3a €leH
0cobeH MalllKH MpOCTOp BO KOj ce
ONIBHBaJIa KOMYHHKaLMjaTa H COLH-
janu3aumnjata. Kako KOHTpanyHKT
Ha 0BOj EeTHIUM3MpAH MallKK
PEKBU3MTAPHUYM, OHOCHO KpLUeHe
Ha NOCTOeUKHTE Tabya. € HaBJery-
Bale€TO HAa XEHCKUOT TOBOP BO
3a0paHeTHOT. €KCKJTYy3MBHO
MallK¥ NPOCTOP. M3Pa3eHO MpeKY
13 doTorpacpun. nocraBeHn Ha
SUAIOT OA  ranepujata. KoOu
packakyBaaT NPUKa3HH 3a YETHPH
BNakHa. Bo ciyuajoB, B1akKHOTO ro
npeTcTaByBa CUMOOJTHUYHOTO
MOBP3yBak€ HAa JaBHUOT MalUKH MpocTOp (6epOepHHLATa) M NPUBATHHOT JKEHCKM NPOCTOp (CTAaHOT Ha aBTOpkaTa)Hocuten Ha komy-
HUKauMjaTa (MOCTOjaHO NMPHUCYTHA OApPEeAHMLA BO TBOpewTBOTO Ha Mckpa IumuTpoBa) nmomely gBaTa mpocTopa BO Haf€HHOT clyuaj e
TOKMY BJIAKHOTO KO€ (PyHKUMOHHPA KAaKO CYNCTHTYT 3a OTCYTHHOT cy6jeKT: BOo poTorpadunTe € npukakaHa UpuTauMja of npHcycTBOTO
Ha BJIAKHO BO YHCTHOT JIMYEH MPOCTOP. a BO GepOepHHLaTa HeMa MPHCYCTBO Ha BJIaKHA (Taa caMaTa € HOCHTEN Ha COTNCTBEHOTO 3HaueHe):
AofieKa BO BaTa MPOCTOPH €BHAEHTHO € OTCYCTBOTO Ha cybjeKTOT. EneMeHT Koj ja koMmneTHpa MHCTalauMjaTa. NOBTOPHO Ha peaumja
NPHCYTHO-OTCYTHO, € KApaKTEPUCTHYHHOT 3BYK Ha OCTpewe Opuy (apanyxmaH Ha [amjan LIBeTkoB - IuMUTpOB).

doTorpadckHOT 3anuc 3a NPUCYCTBOTO Ha BJIaKHA BO JINUHHOT MPOCTOP Ha ABTOPKaTa € MHTHMHA MPHKa3Ha AOMOJIHETA CO CYNTHIIEH TEKCT
(eaBaj BUIIMB TeKCT Bp3 hoTorpacuuTe) KOj rOBOpH 3a OAHOCOT HAa aBTOPKATAa KOH HEKOTalIHUTE CONCTBEHHUM Ha BrakHaTa. OBa e Ha
HEKO] HauNH 1 apupMaLMja HAa CETUITHOTO/CEH3yaTHOTO U HOCH OMpefesieHa CeKcyaliHa CyreCTMBHOCT, a HapauMjaTa 3a ‘UCTOpHjaTa Ha Cek-
cyanHocTa' He € 6a3upaHa Ha CyreCTHBHA ApaMaTHKa. TYKy € H3pa3eHa Npeky CynTHJIHa CMHpeHa aTMocdepa BOO4IHBa BO poTorpaguure.
CekcyanHaTa eHMrMa Ha “menaHxonanunute npeameT” (cnopen C. CoHTar) e npeHeceHa MpeKy MOTCBECHHOT OfJHOC Ha rajewe M
MPHUBIEYHOCT KOH (hOTOrpacMpaHnoT 06JeKT (BIAKHOTO): caMaTa Cop»uHa Ha poTorpaduuTe, NOTOYHO oncecjaTa 3a portorpadupame
BJIAKHA € HA OJIPENIEH HAYHH Y>KUBAaH-€ BO TPHBHJAJIHOTO. OAOUBHOTO, BOAjEPUCTHUKH MM CKONO(UICKH HAaroH. Mako HaBiuayM BO MpB niaH
€ MoCTaBeH MPOGIEMOT Ha KOMYHHKAILMja M MPHKA3HAaTa 3a MOYETOKOT M KPajoT. OMHOCHO pafamkeTOo M CMPTTA HE Cé HAMETHYBA BeJHAlLl.
BJIaKHOTO-HaTPanHHK BO CTEPHJIHHOT NPOCTOP MMa OApefeHa epOTCKa CyreCTUBHOCT M pedepipa Ha NMCHXOaHANUTHUKH TONKYBaa: 641a-
KHOIllO Kako epoc (co npeTepaHo u3goskeHa danycougHa opma). Ha KOj Ce€ HaAOBP3yBa BAAKHOMIO KAKO MajquHciigo (ManoyvHa BpBLA).
1 Ha Kpa] 8AaKHOWIO KAKO [ttaHaittoc (MPTOB OCTaTOK/Tpar o TEJOTO. KacTpauja).

[Mpeky o6paboTyBame TEMH Ol COLHO-KYJNTYPONOLKH HHTEPEC, NPOEKTOT Historvofasexuality He HABpaKa Ha MOBEKECJOJHOCTA HA NMPOEK-
Tute Ha Mckpa JdumutpoBa. Hus cumynnpannoT npoctop Ha 6epOepHuia BO KOja ce OBUBAa HHTEP-KOMYHHMKAUMjaTa W COLMjann3anmjaTa.
aBTOpKaTa. PeKy ynaTyBake Ha CYyLITHHATa HA HOCHTEJNTE Ha 3HaY€Ha, yCrieBa MOBTOPHO Aa ja M3Pa3H 3aCErHaToOCTa Off HUBHUTE KOM-
MJIEKCHU Peslalii BO MOCTOEUYKUTE OMILTECTBEHN CTPYKTYPH.

Wckpa dumuTposa, Historyofasexuality. 2006. uHctanauuja
[skra Dimitrova, Historyofasexuality, 2006, istallation
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Corva Abauutesa / Sonia Abadzieva

baaroja Maunescku: JIo2uynu cauxu (06de u ceza) / Blagoja Manevski
OrBopeHo rpaguuko cTynuo, Mysej Ha rpajg Ckonje, maj 2006

TeopewTBoTo Ha bnaroja MaHeBcki € HOCNENHO HAa HEJOCAEAHOCTA KOH
KaHOHH3HPAHOTO cakamwe Ha cankara. [lenara on 1986. no pexec ru 3ao-
6GHMKOJIyBaaT HJIH TH pylIaT BOOOHYAEHHTE KOJOBH HAa KJJACHUHATA CIHKA H
Hej3MHaTa dH3NUKa Nokauuja. Bo koHTHHyHTET of nBe geueHun (1986-
2006) oBOj aBTOp fejcTBYBa BO PAMKHTE Ha OHA LUTO € OeNier Ha JIMKOBHa-
Ta yMETHOCT BO CBETOT BO MOCJEHHUTE HEKOJIKY AEeLleHHH: ,HOBHTE HHTEp-
BEHUHH BO MPOCTOPOT. Pa3JHYHHTE KOHCTPYKTH HA T[JIEAAHETO H
NpoLlIMpeHHTe NeHHHLHH HA YMETHOCTA .

Ywre BenHaw Tpeba fAa ce MMa Ha yM, Jeka MaHEeBCKHM ja 3aMeHyBa nos-
HaTaTa neHHHI]a HA CIMKATA (MAcJIo Ha MIATHO MOCTABEHO BP3 SHA). CO
MOUMOT Ha CJHKAaTa KaKo rpajexkeH MaTepHjall, HO cenak. ctapaTta foopa
CIHKa ro 3ana3yBa CBOJOT €HTHTET H IO MOYMTYBa JIHKOBHOTO Mpocefe.
ABTOPOT CaMO I'o H3MECTYBa HEJ3HHHOT MOAEPHHCTHYKH CTATYC (MIOM Ha
nHefecTan), BO TPAHCAHKOBHA MO3HLHja, MOOGJHCKA N[O HKOHOCTACOT.
OJIOLUTO O HKOHATA.

Bo oBaa cmucna, npoekToT JIoZuuHu cauku - 080e 1 ceza, NOCTaBEH BO
Orusopenoiiio Zpaghuiro cittyouo Ha MI'C. HajiMpeKTHO OTcTanyBa oOf
KOHBEHLIHOHAJIHHTE CIHKApPCKH NMPEMHCH. MOApa3bHpajKi ja MOBTOpHATa
ynorpe6a Ha HHTENHIE€HTHO KOHUHMHPAHHUTE «MOOMIIHH CIIHKH. MO3HATH
Ol HEroBOTO Aeno JIozZukHu cauKu - pa3autti coou, pazauHil Zaacosu
(moctaBeHo Bo MCY-Ckonje npeg 4eTHpH rOAHHH), HO OBOj MaT TOj I'H
OCMHCJIyBa BO HOBH JIHKOBHH MOWMH H COApXHHH. [len o ranepHckHoT
npocTop (Kako cTabuieH Hocau), UEeJOCHO € OOJI0XKEeH cOo 77 CIIMKH H €
npe-o6aHKyBaH BO HOBa rpanba co ,¢acafa. H .HHILA, Ha MPEHHOT A€
1 MaJl XOJHHK CO KpHBHHA Ha 4Hj Kpaj e noctaBeHo ornenano. ObnuHocra
Ha NPOCTOPOT Ce NpeTBOPa BO OH3apHa hopMalija, CoO MOXKHH acouHjalHH
Ha neluTepa, KpHITa, KaneJa, 3aCOJIHHILTE, aTelje, TaBHPHHT, yTpoba..
PasHonHuHeTO Ha MPOCTOpPHHTE KOH(HUrypaunn ROOHEHH CO HCTH
CIHKAPCKH MOAYJH Ce 3ryCHYBa BO AMjaJIEKTHUKH OCMHCIEHH BH3YEJIHH
NPOEKLHH CO HEBOOOHUaeHa packasKyBauka MOK, YCMepeHa KOH FOBOPOT
Ha HOBHTE MO3HLHH Ha CIHKaHHTe cerMeHTH. BakBaTa MOOGHIHA apXHTEK-
TOHHKA MO KOja HHTPHTaHTHO Ce JIU3ra NorjefoT noapa3tupa Apyr cHCTeM
Ha rijefawe, OMHOCHO 6apa OTKaxyBawe OJ LabJIOHH3HPAHOTO MOCMa-
Tpamwe. OKOTO MOXe [a CH [O3BOJIH JAE€TaJHO HCTPaXKyBake Ha CTPYKTY-
paTa, HauHHOT Ha u3BendaTa. KOJMYHHATA H KBAJIMTETOT Ha 60jaTa, HO He
MOXKe la 3acTaHe caMO Ha Toa HHBO. Bu3yenHaTa ceH3auuja co Koja cme
KOH(POHTHPaHH HaJOXyBa MPOIUHPEH MOrJe] WTO Ke ja JOJIOBH HAejaTa
Ha MHOLUTBOTO CJIHKH CTaBE€HH BO (PyHKUH]a HAa rpajiele HOB NpOCTOp. JIoZutHuilie cauki ro NOCTaByBaaT Habs/byAyBayoT BO MO3HUH]ja Aa
riefa BHUMAaTEJHO: H BO TOTAJIOT HAa HOBOCO3JaJIeHaTa apXHTEKTOHHKA H BO «JnabokaTa cleHa, (Bo ManaTa HHlIA Ha ,(acafaTa. Ha aeso-
TO H BO .XOAHHKOT, H BO FPYMHHOT Kajiap, OAHOCHO BO CONMCTBEHHOT JIMK BO OTJIEaNlOTO ONKPYXKEH CO CJIHKH),a MPHTOA Aa He ja 3abopasu
CTPYKTypaTa Ha camHTe ciaHkapcku monyin. IlocnennnBe, ncnonHeTH co 6pasmn 60ja Kako cBoeBHAeH Hapenjed, ro NOCTHIHYBaaT cTe-
MCHOT Ha MaKCHMaJlHa MJacTHYHA 3aCHTEHOCT KOja KyJIMHHHPa BO BH3yeJlHa MOHONHTHOCT. [IpamaTa Mefy GJIMCKHTE H falleyHHTe Norie-
IM ja npaBH BHCTHHCKaTa pa3sjika Mefy BPaMEHHOT, OTPaHHYEHHOT MPOCTOP OCOOEH 3a KJIAaCHYHO rlieflaHaTa CJIHKa H HEj3HHOTO HOBO
AHY3HO MO3HUHOHHPAE.

IpoexkToTJIozuunu cauru (060e€ i ceza) NOBUKYBA HA KOHTEMMNUIALMja H IOCErHyBambe Ha TPAHCHHAHBHAYanHaTa peanHocT. Kora egnHka-
Ta ja rybH HHAHBHAYyaJHaTa PeanHOCT H Ce MOBJEKYBa BO HEHHIHBHAYaJIEH CBET TOA € 3HaK Ha He3aJoBOJICTBO. MaHEBCKH caka Ha CBOj
HAuHH [ia ja OMJIOAM HCMOCTEHATA MOYBa HA XKHBOTOT, la My Brpajii HOBa €Heprija U CBEXKHHA HAa CEKOjaHeBHeTO. JINKOBHATa Maruja IITo
ja co3pmaBa BJIMjae Ha CETHJIaTa M Ha YYBCTBAaTa, FO KpeBa KBANHTETOT Ha YOBEKOBOTO OHTHCyBamwe. OTKaXyBaweTo Of Cy6jeKTHBHHOT
peaiuTeT BO HM€ Ha KOJIEKTHBHHOT O3HauyBa peajn3auHja Ha €[Ha aHTpOMoJiollka MucHja. TakTHKaTa Ha BaKBHOT MPEMHH NMpPEABHIYBa
MPBO, COOUYYBaHE Ha rNIEAa4YOT CO AENIOTO, a NOTOA CO CaMHOT cebe (CO CONCTBEHHOT JIHK BO OTJIEAANIOTO ONKPYXKEH CO CIHKH,, ) H CO HajA-
naboKoTO, HecBecHOTO jac. OBOj Npoliec Ha KOHTEMMalHja, Kako MeAHyM Ha MHCTHYHOCTA, yNaTyBa Ha pereHepanHja Ha yXOBHOTO H Ha
CMHpHUTYyaJH3auHja Ha NpocTopoT. , THBKaTa KOMyHHKaUH]a. co cebe TeCHO copaboTyBa CO MOKHaTa BH3YeJIHO- TAKTHJIHA KOMYHHKaLHja
CO CNHKHTE, HE MCKJyuyBajKH ri MefyceGHHTe AOMHPH Ha MOCETHTeNnHTe BO yTpobaTta Ha menoto. Ce co3naBa MOILHE BMEYaTIHBA H
HeoOH'Ha Bep3Hja Ha HHTEpakLHja.

ABTOPOT, CMETajKH Ha CE MOMHEPTHATa M MoanaTHyHa ny6yHMKa, ycnepa fa ja HaTepa Aa Bje3e BO CJIMKATa, a Ce CTOMH BO Hea, a CTaHe
€[IHO (KaKo MIOIOT BO YTEPYCOT). Ia HE MOXe f1a 3bera n of camara cebe - 1a ce NPeTBOPH BO IBOEH 3aJI0XKHHK. MaHeBcKH e 6e3MuIoceH
KOH cebe, TpoluejkH ce 6e3 Mepka. Kako eKBHBAJIEHT Ha HErOBaTa BJIOXEHA EHEPrija oueKyBa Ge3MepHO COYYECHHILTBO HA KOHCYMEHTHTE,
6apa KpTBa eHaKBa Ha concTBeHaTa. M Tyka cTaHyBa 360p 3a napTHepCTBO, 3a OpaTCKO CNofeNyBame MONEAHAKBO Ha HAMOPOT H Ha 3af10-
BosicTBOTO. KOHCTpyKLUMjaTa JIoZuuru cauku (080e u ceza) € NPOCTOP COSHAAH CO MaTepHjal O YMOT. CO LipBeHa M LpHa 60ja 1 aBTOpcKa
MOT, BO KOj MOX€E CHMYJITAHO Ja Ce CJyIIHE THIUMHATA, CONMCTBEHHOT MYJIC H KPHKOT Ha CJAHKApOT. AnejHpa Ha H3NeryBamwe of ero-cge-
paTa BO CTpaTeruuTe Ha GJHCKOCTa Mery JyfeTo, Ha KyATypaTa Ha AOMHPHTE H MOrJeanTe.

Bnaroja ManeBckh. JToZuuru caiku (080e u ceza), 2006,
HHCTanauija (aerasm)

Blagoja Manevski, Logical Paintings (here and now), 2006,
installation (detail)
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Cora Abauuesa / Sonia Abadzieva
Manudop Tpenuescku: Monoauiu | Dalibor Trencevski
Mysej Ha rpag Ckomje, Maj 2006

Bepuua Haymosa: Beckoneuen puiiam | Verica Naumova
MunaauHcku KyaTypeH uenrtap, Ckonje, maj 2006

AKO ce 3anpailame 30lITO He NpecTaHaBMe
€O JleLleHHH 1a ce BbyOyBaMe BO HEHAJAMHHa-
TiOT rexnj Ha Yapno Yannuu. onrosopot 61
MOXeNe [1a ro Hajaeme BO MEeTTe HACOKH, 3a
kou Hrano KanBuHO cMeTa neka Ke oupgart
npeHeceHn on 20 BO CNEHHOT BeK: Op3itHa-
wa, fipequ3nociua, eOHOCIlIa8HoCTa,
guoaugociia it mHoz yciuparocitia. Ha tue
NyHKTOBH ONCTOjyBa HallETO BHHMaHHe Kora
ce BO Mpalliakbe M HajrojeMHTe HMHHA Ha
MHHATHOT Bek. oA [Inian no Bopxon.
M3nBouB ABE MMMHbA HA MJAagH aBTOPH BO
YHj NOTEHLH]aJl O HACETHB OHA LITO € BP3HB-
Ha JIHHKja cOo cTojanuwTeTo Ha KanBHHO. ce
pa3bupa. co pa3aHyHH 00eM M KBAJHTET Kaj
ABajuaTa. 3a€AHHUKHTE eJeMEHTH Ha HHBHaA-
Ta OGJHCKOCT Ce COAp>KaHH. npej ce, BO
WMONH(OHHCKHOTT npuHuun,, (BaxTuw), BO
Mpe’kaTa Ha NPOHHKHYBawaTa Ha pa3JIMuHH
KOpNycH Ha 3Haewa. [TonaTamy, THe ce 0be-
AHHYBaaT HAa HHBO Ha OP3HOT pHTaM BO MHC-
JlaTa H U3pa3oT. Ha BHTAJIHOCTA HA KPeaTHB-
HaTa CHJla, arpecHBHOCTa Ha HaMmepaTa,
MOKTa Ha MMaruHauijata fAa ja BH3yasH-
3HpaaTKaj rj1efayoT I CKpHEHaTa CTpaHa. Ha
€IHOCTAaBHOCTA Ha MOpPAKaTa 3acOJHETa Mo Bepuua HaymoBa, Beck paen puitias, 2006, uHcTanaunja (neTasms)
noBpuUMHATA Ha BHAMMBOTO. Hanopute 3a Verica Naumova, Endless Rythime, 2006, installation (derail)
OoflpXXyBale Ha OaNaHCOT Mefy CTaTHUHHOT

CHCTEM M Pa3JBHXEHHOT Hepef., Mef'y .pelloT Ha BpeBaTa. H .self organizing system, (Hoam YomckH), ri Bp3yBaaT oBHe MaaaH TBOPLI BO
30HaTa Ha eflHa .MaTeMaTHKa KOja He MOXe [ja COHyBa., 6e3 eMOTHBHOTO. KpHCTanoT 1 naaMeHoT, BO Pa3JH4yHH JO3H Kaj CEKOj OAEIIHO,
UMPKYJIHPAaT HH3 HHBHHTE €HEPrHYHH JHKOBHH [ena, 3a Aa 'M COCTaBaT AyXOT H AyllaTa.

[MpoekToT Monoauiti Ha [JanuBop TpenueBckH (1982). Bo copaboTka co My3uukaTa rpyna White noise in a white room. Bo MI'C. npean3ssu-
Ka 45 MHHYTHO BHHMaHHE H HHTepecHpame Kaj nyOGanKaTa, CkaMeHeTa Ol aKyCTHUHATa 1 BU3yeJIHATa arpecHja, LUTO PETKO Ce CJIy4yBa Ha
TOJIKY IONT X€NeHHHT. PaunoHanHaTa npeun3HocT Ha OpPOjKHTE KOH NOTOA MJaMHYBaaT BO *HKOHa* (XpHcToc ?) npoeupaHH Ha BHAEO
OGHM (cO He cocema cOOABETHA Op3HMHA HA PHTMOT), MPOCJEAEHA CO MY3HYKH (3BYUHH) EKBHBAJIEHTH HAa JIHKOBHOTO MHCMO. Oelle MECTH-
MHYHO BO JHCXapMOHH]a CO HEMPEABHIIMBATA, PA3JieaHa eKCNI03Hja Ha 3BYKOT.

Bo Mownoauiti Monmwata Ha 3ByYHHTE, HyMEPHUKHTE/ CIHKOBHHTE (pOPMH BO MPOCTOPOT H BO nybsnkaTa (A0 60JKa BO OUMTE H YIIHTE),
nocBefioyn 3a Gp3HHAaTa HAa HMarMHauMjaTa, HTPOCTA H MOABHXKHOCTA HAa HACTAHOT. 10 €KCTEH3H]ja Ha TafieHHTe NMPOCTOPHH KOOPAMHATH H
eKcTa3a Ha ceTHnaTa. Bo MpOHHKHYBAamETO HA Pa3JIMYHHTE ja3HUYHH KOMOBH, AHIPEcHjaTa Ha MOCeOHHTE CBETJIOCHH edeKTH. HemoTpebHO
ro NoBpefH OHjalloroT Mefy My3HKaTa/3ByUHTE/LIyMOBHTE H BHMIEO CIHKATa. HO He ja HapyluM LeJHHaTa Ha oBaa BO30OymnnBa rpapnba.
anoJjorija Ha 6p3nHHaTa H pUTMOT. ., Bp3oTo pasmuciyBame cekorall He € nogo6po of NOOpO MPOMHCIEHOTO: HANPOTHB: HO NMpPeHecyBa
HEILTO OCOBEHO WITO ce Haofa TOKMY BO HerosaTa noaBH>XHOCT. (MTano KansnHo). TpeHueBckH ce nojaByBa Ha CLiEHaTa KakKo €fleH Of
HajBNevyaTAMBUTE yUueHHUH Ha npogecopoT bnaroja MaHeBckH.

beckoneunuomu puitiam Ha Bepuua Haymosa (1982), Hi ja Bpaka pajgocTa KOH KOJIOPUTHOCTA H HrpaTa. BeKe 3arnaMeTeHa Off BECeJHOT
«TPajl, Ha MYJTHKOJIODHH TErJHYKH. NpHKaXkaH Ha Cedaoitio Ouenane na maadu ymeiitnuyu 8o Ckonje (2005). Yynecnara ypbaHocT Ha
Hej3uHaTa MHcTanaunja Bo MKLL e m3rpameHa co cBexs H3iuBH Ha OOM Bp3 rE€OMETPHCKH Tena. .pacdpiaHi. BO raljepHjarta.
KombuHaTopHukaTa CTPyKTypa Ha CIHKAHHTE MOMYJIH OBO3MOXYBa HAaH3MEHHYHO HJIH CHMYJTAHO CJefeHhe Ha XHPOBHTE Mery MpPOMEH-
JIMBOTO / pa3fBikeHOTO (6ojaTa) H cTabHUIHOTO (reomeTpHjaTa). XeJOHH3MOT LUTO 3payd O OBAaa MHCTAjlaLUHja HE MOTTHKHYBA BHH-
MaTeJsHO [1a ja CleMMe HapauHtjaTa Ha H30OMJIHUTE AeTalji Ha CIHKAHHTE CerMEHTH KOH HHKOralll He C€ MOBTOpYBaaT BO HCTOTO. a I
NPHIHTOMYBAaT OCTPHTE PabOBH HA reoMeTPHCKHOT pell. borarata nmarnHauuja Ha HaymoBa 360pyBa 3a «CBETOT HIIH 3aJMBOT KOj HHKO-
rai He MO>Ke Ja ce 3aCHTH co pOPMH H CIHKH.. YMHOXYBakeTO H aKkyMmyjauHjaTa Ha 601 H ¢opmH co3aaBa LeHTap 6e3 nepudepHja 1
0o6paTHO. MPOCTOP LUTO caka fa u3bera, aa ce WHpPH. 61aejkn PYHKLHOHHPA COTJIACHO BH3YENHHOT 3aKOH Ha LeHTpH@yranHaTa eHepruja.
CwmeTtam neka HaymoBa Tpeba ma Hacoun MoBHHMaTEJNeH MOrJjeN Bp3 HIpaTa co HHTEH3HBHHTE H COYHO HachHKaHHuTe o6jekTi. OBaa Hrpa
He e JlecHa, Ho 6e3[pyro HaJlo>XXyBa NMOCTOjaHO HCTpaXkyBaH€ 3a 1a Ce Haje 3/JJaTHHOT LieHTap Ha HHCTajlauMjaTa.
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Maja Yanxyaoecka / Maja Cankulovska
®Ounun Oupanoscku: Jnayul Filip Fidanovski

Mys3ej Ha coBpemeHaTta ymetHocT, Ckonje, Maj-jynu 2006

M3noxobara 3nayu Ha MnagHoT Kepamuuap Punann PuaaHOBCKH € €HA Of PEeTKHTe
H310:k6H Ha coBpeMeHa Kepamika Kaj Hac. Bo oBaa Hacoka. BeaHalw e 3abenexxuTesHa
ofpefHHLIaTa KOja OBOj aBTOp ja oAGHpa 3a CBOja M ‘TIOMHAKBHOT® WHAHBHAYaJEH TPETMaH
Ha Kepamikarta. Bo genara Ha ®ugaHoBCKH KepaMHKaTa. HaKO HE T'H 3aHEMapyBa cocema
orpaHiuyyBamaTa Ha AMCLMMJIMHATA BO OJHOC Ha ¢hopmaTa M AeKopaTHBHATa (yHKUMH]a,
cenak ri HaAMHHYBa BO rojieMa Mepa, CTpeMe JKH KOH MOMHAKOB BHJ Ha MPETCTaByBatbe.
ABTOpPOT KpeHpa amMOHeHTaJjlHa MOCTaBKa BO KOja MOjAOBHHTE eJeMeHTH/(parMeHTH rpa-
part mMefycebGHa LleNMHA, acouMpajKi Ha OApeAeHH MpeTcTaBH KOH I'M cpeKkaBame BO ypda-
HOTO cekojaHeBHe. [loafajku of egHOCTaBHaTa €r3HCTEHUMJa Ha KBAaApaTOT-MJIOYKA BP3
KOja HHTEpBEHHPA, npef c€, co 60ja, TOj rpagH pa3aHyHH aMOHEHTH KOH Ce IBHXKAT Of Mpo-
3opun (/71pozopeti, My3sej Ha rpap Ckonje, 2002) no 6atba.
Bo usnoxobara 3nayu, PHAaHOBCKH NMPEKY CAMHOT HAcJOB o AeTEPMHHHPA OCHOBHHOT
nocTynaT H MPHHUMMOT MPEKY KOj ja goxkuByBa TBopOaTa. KoHTpacTHHTe GoH (UpBeHa 11
upHa) M ‘HaciankaHuTe’ (opMH (KBafpaT M Kpyr) HCTO Taka HyJaT LIMPOK OMNCEr Ha
HCUHTYBatba H  TOJKYyBawa
(6eckpajHO mBHXKEHE, KOH(JIHK-
TH. KMBOTEH LHKIYC. ULBET.
COHLE...) H TO MOTEHUHpAaT LEH-
TPaJHOTO MECTO KO€ 3HAUMTE ro UMaaT BO TBOPOHTE Ha OBOj aBTOp. a camara
CIHKapcKa HHTepBeHUMja ce H6a3upa Bp3 ancTpakTHH (pOpMH KoM pediekTHpaaT
7l ogpedeHH BIMjaHHM)a O JHpcKaTa ancTpakuuja. CumOonnuliara MHMIMAaH-
CTHYKA €HOCTABHOCT Ha MOAHHTE W SHAHH KEPaMHUKH MJIOYKH “H3pabOTeHH BO
cTaHAap/Ha ria3ypHa TexHHKa" flonipa 1 [0 yjoraTa Ha IH3ajHOT BO MaCOBHOTO
NpPOH3BOACTBO, JOJeKa HHTEpBEHLH]jaTa co 60ja Bp3 cekoja OffesHa MJIOUKa rH
AomnoJHyBa ‘Hcrnpa3HeTHTe’ ¢OpPMH H I'H H3[ABOjyBa OA yHH(HUHpAHOCTa Ha
MacoBHaTa ynorpeba.
N360poT Ha TemaTa Gara € NOBTOPHO CHMOOJIHYEH. YMETHHUKHOT TPETMaH Ha
KepaMHKaTa € [MOCTaBeH HAcnNpoTH (mapajielHO CO) Hej3HHaTa pasjHyHa
ynoTpeBHOCT BO HHAYCTPHCKOTO NPOM3BOACTBO. H3pa3€eHa MPeKy NPHCYCTBOTO Ha
cocema 00€3/IHYEHHTE JYKCY3HH KEPaMHUKH NPEAMETH 3a CEKOjIHEBHA ynoTpeba
- BO eflHa Dama (Kaja. MHjaJHHK, TOaJleTHa 1IKOJKa. ornegano). [leTre pasanuun
KOMMO3HUHH CE COCTABEHH OJ MO €JleH O HABEIEHNTE MPeJMETH HAJJOMOJIHETH CO
‘U3MEHETHTE  KepaMHUKH MJIOYKH, MOCTAaBEHH Ha NOJ H Ha SHJ KaKO YMETHHUKH
CIHKH. AMOMEHTAJIHO nocTaBeHaTa 6awba cO HEj3HHHUTE COCTABHH €JIEMEHTH ja
cyrepvpa ujejata 3a CenpHCyTHOCTa Ha YMETHHUKHOT H3pa3 AypH H BO HajHH-
THMHHTE MOMEHTH MOMHHATH BO ‘HajocameHaTa coba’.
HeBo3MoxHO € ga ce Hernpa MPHCYCTBOTO Ha OApPEAEHa HPOHH]ja BO LENHOT
npoekT 3Hatu Ha Punun PugaHOBCKH. HPOHH])A 3a KOja aBTOPOT HE pa3MHCIyBa
-] €KCMUIHUHTHO. M310KyBakeTo Ha CTEPHJIHO YHCTH HHOYCTPHCKO MpPOM3BEAEHH
€JIEeMEHTH Ha Oakba BO KOMMNO3HUHja CO YMETHHUKH apTedakTH BO OApeAeH
ranepHcKi/My3ejckH NMpOCTOp HAa HEKO) HAauHH MPEeTCTaByBa [AEKOHCTPYKLHja HA
- s MHTOT 3a My3ej. [lapanenarta Ha YHCTO KyNnaTHJIOTO CO YHCT H CTPOTrO HAMEHCKH
! onpefesieH My3€ejCKH MPOCTOp MOXKe Ja OHae HCUHTaHa H KaKo Hily3ija Ha CBOe-
3 BHAHA (QypH M OncueHa) AeMHCTHgHKALHja HA YMETHOCTA H HEj3HHHTE HHCTH-
TYLHH, Hy[l€]KH MOHAaTaMOLUHA MPOBOKalHja BO OCMHCJYBakeTO Ha JIHKOBHHOT
ja3HK 0of MOMHAKBH AMCKYPCH.

dunun PuganoBckH. Srayu, 2006, MHcTanaumja (aeTasn)
Filip Fidanovski, Signs. 2006. installation (details)




Mapuka bousaposa / Marika Bocvarova

Jopnan I'padynocku - ['padyn (1925 -1986) - Omaxk / Jordan Grabuloski - Grabul
Yudre amam, Ckonje. jyau 2006

Peanusauujata Ha OBOj MPOeKT OeLle CpoBeAeHa Ol THM Ha UCTOPUUYAPHU HA YMET-
HOCTa, KOJIWITO MOAOJr BPEMEHCKH Nepuoj paboTelle Ha HeroBaTa NMOArOTOBKA.
Toj rm cnepelle KOHBEHUMOHAIHUTE CHCTEMH BO enabopauujaTa ¥ NPHMEHH
BOOOMYAEHU NMPUCTANK BO NOCTABKaTa Ha U3n0xx06aTta. A, TOKMY TBOPELITBOTO Ha
Joppan I'pabyn e MHCMMPAaTHBHO, NPOBOUMPA KOHUHMMHpawe HAa aMOWEHTaJHU
rJIETKY KOM NMOCTOjaHO MOXKAT fla ce akTyenu3upaat. Cenak, BO 3HaUUTEJHO NOTEC-
Ha U dopMasnHa CMHCNIa HU ce nyacupaa AeUHHUUUTE, LWTO CEé CAMO CErMEHT Of
TeopHjaTa Ha MJacTUYHATa (POPMHU - €IHOCTABHU W aflanTHOUIIHH 32 CEKO] MPOCTOP.
CranyBa 360p 3a oMax - 20 rogMHM O HeroBaTa CMpT, CO LUTO BeJHaLl ce
NOCTAaBEHW Orpajii o NoaMOu LMO3HA Npe3eHTalM1ja HIIH LUUPOK OCBPT KOH OMYCOT
Ha ['pabyn. HauuonanHaTa ranepuja Ha MakeoHHja uMalle pecnekTabuieH
OIHOC KOH oBa ojbenexyBawe. AMOMLUUMUTE Oflea BO HAacoka ja ce myOiuKyBa
KaTanor BO KOj Ce BOCMNOCTaBEHM BHUCTHHCKHTE CTaHJapid, HO He Oea
UCMOYUTYBAHH BO OJHOC HA CEJEKTUPAHETO Ha PENPOAYKUHHUTE W HUBHUOT
KBaJlUTET BO TEXHHMYKA CMHCNa. 3aTOa Nak BOBEJOT M NMPEArOBOPOT I ondgaxkaar
CYLUTUHCKHMTE MOMEHTH, OUTHH BO [JOKMBYBAHETO HA HEFOBOTO [I€JO, TAKA LUTO
obpaKkaweTo Ha AMPEKTOPOT M HaJMUHA cTepeoTunuTe. Ha Hero ce HajoBp3yBa
TEKCTOT Ha KpUTH1apoT Bojan MBaHOB, 3a KOro TBOPELUTBOTO HA YMETHUKOT €
JIOBOJIHO ancoOJIBUPAHO, a BO OBaa NpPHUIMKA W3HECYBA €[IHO HHTEPECHO MHUCJIEHE
1eKa “..3aKOoHuile Ha uciiopujailia He ce HUWWLITIO flogeKke 00 oOuteH packa3 Ha
aeabaitia Ha ymeitinukoiil*. Criopea oBa MoXe Ja 3akyy'nMe geka ['pabyn cnoH-
TaHO Ce MPUKJYUH KOH HOBUTETUTE Ha CpeJHaTa BO Koja Tpeballe fa ce ogderte
MOJIEJIOT Ha COU. PeanquCTHYKaTa MHMCJIa Ha CO3JaBake HAa MOHYMEHTH, OCOOEHO
KOH KpajoT Ha NeIeCeTTUTE, @ BO TEKOT Ha LLUEECETTHTE yCrea caMo AEJNYMHO [1a r1
UrHopupa. 3ajflouHeTaTta CHHTe3a Ha YMETHOCTHTE MHCTHHKTHUBHO MY Ce Bpexa U
€aMo ro 10Befie 10 ancypAH1 CUTYaUu1u, KOra U r'd HanpaB1 CBOUTE NPBHU “TPEUIKu”.
Ha HMB noBTOpHO ce o6uayBaM fa ykaxkaM, a MOCTOM peasHa HHTEHUMja Ha HUBHO
MUrHOpUpak€e U Of1 CTPaHa Ha 1€/ OfI HALUUTE PENEBAHTHU UCTOPHYAPU HA YMET-
HocTta. Ce paboTu 3a MOKebOM HajuyBCTBUTENIHM MOMEHTH MOBP3aHH, Npej ce, co
cnoMeHukoT Makedonuym (1968-1974). MpenTudukaumjata co HCTOPUCKHUTE
pedepeHiM ' KOMNIMUMpaaT acMeKTUTe Ha BBUCTUHCKATar JIMKOBHA aHalu3a.
Kako fga ce o6pa3nokaT HEroBUTe KOHOTALMU CO YMETHOCTA, OM/IejKH peasHO ce BepyBa BO BPEAHOCTH KOU arpeCHBHO C€ UMIIEMEHTH-
paHu Kako KoHeuHu cTaBoBu. MiBaHOB cMeTa neka: “[oaematta Zpadda na Ciiomerukotii ha Haunden eo Kpyuteeo 00 komemopaitaigen
00 jeKiil Ha UCIoPUCKUOLL Kyl ce {Ipeodpa3ysa 60 CKYAiypa HA OCAMEHOLIO UCKYCYB8ate, 80 OPZOHCKA KOMOPQA, CKYALIRYpaaeH {ipoc-
{fop Ha u3meHeita caecill, 80 lipedselli Ha licuxodeaujaitia“. Ha oBa HagoBp3yBaM aen o KoHcTatHuunTe Ha Cowa Abaynesa. BO MOHO-
rpacujaTa on 1988 (MCY. Ckonje): “O0z2oeoporti Ha tipatuatsetiio daau Ciiomernurolit a M. u J. [pabya o Kpyueso e uxonokaaciiind
KOHWUEWPAH, 20 HyBClusysasm Kaxko apupmaitiueen. Toj, 6o cexoj cayuaj, lpugara@jru ja UKOHOKAA3MALHQ KAKO X€ZeaujaHcKa cmprd, ce
Oopu TPOITINS MUMESN, AAHCHU CAUKU - [PelicIuasl, HO Ce 3aciialiys8a 3a 3amMeHa Ha UpUPOOHQitia cliieapHOCITl cO 0yXO08Hallla, CO C8eLioll
Ha 8pedHoctliuiiile - oiipedeada Koja 2o 808e0ysa 80 chepuliie Ha (UPAHUITIE CLHOMEHILL, OHIE 3a KOU 80 BUCIIIUHCKA cMUCAQ HA 300 o,
B8PEMEHCKOIO WIpaHcyederttiupa 8o tpoctitopra cyuutiecitiserocit. Tyka ce BkionyBa Te3aTa Ha MIBaHOB [1eka NOCTOM “HacHJIHA HCTOPH-
ja”. Ho, panu TOKMy LUMpOKMOT ayAMTOPUYM € cnocoOeH BO e[Ha BaKBa 3aTEKHATOCT [la TM ceNekTHpa BpeaHocTHTe. Toj My BepyBa Ha
['pabyu. HO manu JOKpaj cMe pacuuCTHiIE eKa KOHEUYHO HallaTta cyabuHa e aa npucdaTume cuMOOIM KOM UrpaaaT Ha npBa Tonka (Mako BO
KaTasoroT HH € NMOHY/eHa eKCIUTMUMTHA LeMa - KOHUENT 3a TOJIKYBake, 11a BeUepHa CHUMKA Koja camo ja Jerpaaupa rietkara). Hajmanky
ce MHHUMPA NOCAKYBaHAaTa MOHYMEHTAHOCT KOJalUTO € CP>XKTa Ha €HO CKynInTopcko aeno. CMOPHUOT MOMEHT BO Ae(UHUPAHETO Ha
rojleMMHaTa Ha aBTOpPOT. CIOPE/l MEHE € LUTO BO HajrojeM Opoj ciyuyau € Bp3aHa 3a KpPYLIEBCKHOT CMOMEHHK. onwtonpudgaTeH 3Hak, co
HEMOK f1a ce onberHe.

OBOj 3aK/1y4OK KaKo UpeNeBaHTHU I'M CTaBa OJPEeAHULMTE BO KOU ce NpobieMaTH3upa CTENEHOT Ha BasKHOCTA Ha: LPTEXUTE U rpapuukuTe
oTHcouu Bp3aHu co rpynata Jewnec, unu Ha Akiow of 1957, noToa Ha ancTpakTHO KOHCTPYHpaHUTE MeTalHH CKYNTypu Kpeuerdo n
Cryautiypa 1 on 1961, Ha MuHuManucTuukute objekt oa 1968-1970: Ha ambuenTannute gena oa ocymuecettute (/Ipocitiopru beaesu,
KomyHukayuu...). Bo cute oBHe 110jaBHOCTH Ha HEroBMTE JleJla IO YyBCTBYBaMeE MPOLECOT KOj HE BOJAM KOH NMPOHAOfake Ha KOMMO3H-
LMCKAaTa KOMIJIEKCHOCT Ha NIaCTHUHATA Of] HErOBa CTPaHa pellaTUBHO npudaTeHa cMMOOIMYKA KOHUEHTPUPAHOCT Ha W3pa3oT. EMouunTe
ce 3aMEHETH CO MHTEeJIeKTyaJHaTa KOHTaMIIalMja, Hako ce YyBCTBYBA U MOXKHATA aroHWja KOja yueCTBYBa BO MEHYBAWETO HAa BUTAJHOC-
Ta Ha U3pa3oT, MOBP3aH CO KOHKPETHUTE NMEPUOAN BO CKY/INTypaTa Ha BTOpaTa nojoBuHa Ha 20. Bek.

HujaHcHpaHo NOEKCNINUNTHHOT METOAOOWKH OCMUCIIEH NPUCTaN NPH KOHUMNUPAETO HA OBaa Npe3eHTaluja Ke ro ojecHelle HaBJery-
Bal-€TO BO TBOPELUTBOTO HA €[l€H Of HALLUTE Haj3HAauajHH MOJEPHH CKYJINTOPH.

Jopnan I'pabynockn. Muciaunkia 2, 1970, 6oeno apso
Jordan Grabuloski, /nstinct 2, 1970, wood
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Maja Yaukynoscka / Maja Cankulovska
XpBaTckaTta Kosiekuuja B0 MyzejoT Ha coBpemeHaTa ymeTHOCT - Ckonje
Croatian Collection of the MoCA - Skopje

Myse] Ha coBpemeHaTa ymeTHOCT, CKkonje. jynu-aBryct 2006

Bo peunci HCBO3MOXHH YCIOBH 3a
HOpMaNHO (YHKUHOHHpakbe (Mpemn3-
BHKaHH Of JowaTta ¢u3iuka coctojba
Ha 3rpajaTta) H HEMoCTOEeHe Mepma-
HEHTHA H3Jl0X0eHa MocTaBka Ha fAena
ol cBojaTa KoJjekuuja. MysejoT Ha
COBpEMEHaTa YMETHOCT Haora HauHHH
Aa M HagMHHE OBHE COCTOjOH.
NpofoJKYBajKH ja ‘TpagHuHujata  Ha
TEMAaTCKH H3JI0XKOH. OAHOCHO H3NOXO0H
KOM MpeTcTaByBaaT aBTOPH W feNa of
3HauajHHTE KOJEKUHH Of OApeaeHH
3eMjH KOH Ce BO COICTBEHOCT Ha
My3sejoT. 3HaueweTO Ha OBOj BHA Ha
H310K6H HE Ce COCTOH CaMOo BO HCMOJ-
HyBalk€ Ha OCHOBHAaTa My3ejcKa
(yHKUHja HA UyBawe i H3J0XKYBame
mena. TyKy H Ha Npe3eHTHpawe Ha
OfIpEIeHH YMETHHUKH TOCTHIHYBaHa BO
oflpeAeH IepHOA/perHoH M co Toa
HCMOJIHYBak€ Ha eyKaTHBHATa MHCH]a.
Ha u3nox6aTta HacnoBeHa Xpaaricka-
ftia Koaexuuja 8o My3ejoiti Hu cospese-
Hattia vatetttHoctit - Crolije e IpeTcTaBeH
n36op on 3HauajHaTa 30Mpka Ha 224
noaapenH nena op 147 yMeTHHUH off
XpBaTcka KOH ja H3pa3uie CBojaTa coJ-
npapHoct co rparanute Ha Ckomje mo
KaTtacTpodanHioT 3emjoTpec ox 1963
romiHa. OBaa 36HpKa e npe3eHTHpaHa
npeky rojnema i;3noxba Ha koja ce
npeTctaBeHH 79 pa3nuund gena Ha 70
BPBHH YMETHHUH oA XpBaTcka H ro
oncakaat nepuonor oa 1932 no 1987
roanHa. OpravusawujaTa Ha nsnoxb6aTa
 u360poT ro HampaBH 3axapHHKa
Anekcocka batesa.

HMako KOHUENTOT Ha BaKOB BHI
H310xx6M Moxe nma ondaTH noBeKke
acrnekTH Ha rjefawe Ha LHPOKHOT
nepHO O OKOJY 55 rOAHHH. aKLLEHTOT NPBHYHO € CTAaBEH Ha e[leH HCTOPHCKH NMperjeq Ha 3HauajHHTe ocTBapyBawa no Bropara cBeTtcka
BOjHa. ogHOCHO Ha 50-TuTe H 60-THTE rOAMHI HAa MHHATHOT BEK H T'H MO3HLUHOHHPA HEKOH Ofl Haj3HAuajHHTE HAaCOKH BO JIOKAJHOTO
TBOPELLTBO BO NMOLIHPOK KOHTEKCT. Cenak. XxpoHonolkaTa feHHHPAHOCT € BO (DYHKLH]ja €AHHCTBEHO Ha MOJAOBHA KOHCTPYKILH]a BP3 KOja

Bopuc BykaH. Kattiedpa.au nexude 6o itipesaitia, 1985. cutoneuat

Boris Bucan, Catedral somevhere in the Grass. 1985, silkscreen

C€ rpaaH npeTrcraBaTa 3a €r3MCTHpPAwbETO HA CTHICKHTE €KCNpECHH H AHHAMHKATA Ha KYJATYPHHOT pa3Boj BO €[1Ha CpeaHHa no nepHoaH.
ﬂOMIlHaHTHHTe H3pa3HH CbOlel o1 KOH ce HBHBijBaaT noBeke I'lpOﬁJ'lCMCKH LEJTHHH H C€ NPETCTABEHH HEKOJIKY r€HEpAUHH TBOPUH. TPrHY-
BaaT O pa3JIHUHHTE JHKOBHH MpPEOKYynauHH KOH 3ano4HyBaaT BO 30-Ture FTOAHHH, H NOCTEMEHO CE ABHXKAT BO HACOKA Ha pa3BHBaWwE Ha

ancTpakTHaTa MHcia (reoMeTpHCKa H JHpCKa ancTpakuHja. eHopmel...) BO CAHKAPCTBOTO M ckyantypaTta. Ce pa3bupa. Hen3bexkHo 3a
NpeTCTaByBatbe € H 3HAYajHOTO HAHBHO CAHKAPCTBO. Mely CKyJNTypalHHTE OCTBapyBawa Ce H3ABOjyBa MOPTPETOT Ha THTO om A.
ABrycTHH'HK, @ ocobeHO 3HauajHa e ckyanTtypara Ha [I. [lamomwa. [IpeTcTaByBaweTO Ha AaA€HHOT NMEPHOM € KOMIUIETHPAHO CO iesla Of
BjaTenHata rpyna Exat 51 i Hej3uHHTE cieabeHHLH, CO IUITO Ce NOTBpAYyBa XpBaTCKaTa JHKOBHA CLIEHA KaKO €Ha Ofl HajBJIHjaTEeHHTE Ha
NPOCTOPOT Ha NopaellHa JyrocTasuja.

KBaHTHTETOT Ha NpeTCTaBEHHTE AeJla OAH BO NMPHIIOT HAa €IHO CeonaTHO Npe3eHTHPaE Ha CLIEHATA. a PEeNpe3eHTaTHBHHOT H360p Ha aena
Merl'y KOH ce H3[IBOjyBaaT 3HauajHH TBOpOH of aBTOpHTe kako: MiBan Koxaphk, AHTYH ABryctiHunk. Ockap XepmaH, Pepaunana Kynmep,
HBan enepanuk, Jywan [Jamowa. Kpero Xereayunk. Mo I'atun, Mupocnas lllyrej. Biucepka bapetuk. Benuecnas Puxrep u apyri. ri
NpeTCTaBYBaaT KJIYUHHTE NOCTHIHYBara H BJIHjaHH]a HAa OBHE JIHYHOCTH BP3 YMETHOCTA Ha perHoHOT BO 20 Bek.




Corva Abatuesa / Sonia Abadzieva

Nnujana [erpymescka: Con e ce / lliana Petrusevska
Canon Ha KyntypHo-uHdOpMaTHBEH LEHTAp, CKonje. centeMmBpu 2006

Mnanara Uanjana [MeTpywescka (1973) i1 e nosHara Ha nyGmnikara.
npena cé, Ofl HEej3HHNTE JIBE CAMOCTOJHH NMpeTcTaByBama Bo Ckonje.
Bo My3ejoTt Ha rpaa Ckonje (Kpyz: Pe-I1pooykiuja), OfHOCHO BO
¢oajeto Ha MHT (Koaaxc). Hej3nunata u3noxkda BO CajOHOT Ha
KyntypHo nndopmatueHioT uedtap Bo Ckomje HH ja OTKplBa
aBTopkaTta Bo nojeduHnpaHa Bep3nja. Cepmjata Ha QUTHTAJHI
NPHHTOBH Ha MPOSHPHA (hoJIja, COCPEAOTOUECHH BP3 CKEHNPAaHbE BHA-
TPEIIHOCTa Ha TPajioT W Ha YOBEKOT. CE€ Pe3yNTaT Ha rpadHukKiL.
doTtorpadckin M koMnjytepcki odpadoTkn. Bo HHB ru npenos-
HaBaMe MO3HATHTE JIMKOBHI MocTanki (hpoTax. KoJax, acamMoaax)
NPEHECEHH CO PELEHTHNOT ja3HK Ha HOBAaTa HHTEpPMe/ljaliHa Npak-
Tika. Tie 6e3apyro ro oTeNIOTBOPYBaaT CEH3NOMINTETOT Ha BpeMe-
TO Il YMEEHETO Ha aBTOPKATa CTApHTE JIHKOBHH TEXHHKH I HCKYCTBA
Aa ri npeHece Bo chepHTE HA AECHELIHNTE ECTETCKH O3HAYEHOCTIL.
JInruTanHuTe NPHHTOBH. HEHAMETJINBO MOCTABEHH BO MPOCTOPOT M
BHIIMATEJIHO OCBETJIEHH. TO HamylTaaT BOOOHYAEHOTO rajiepHCKO
apaHXipame Mo SHAOBHTE 1 OJaro NpeMiHyBaaT Ha CTpaHaTa Ha
HHCTanaumnTe.

MHOLWUTBOTO ypOaHH TIETKH MPOHHKHATH CO YOBEUKH CEHKM/ OTHCO-
L. CO3/1aBaaT BMNEYATOK Ha NEBEKECJOJHOCT M ja MOBHKYBAAT Maru-
jaTa Ha coHOT. McnpensieTeHnTe Hacaarn Ha pasHOBHAHI CJHKI O
cekojaHeBHeTO, [leTpyuieBcka BewToO rit TpaHcgeplipa BO BH3yesHa
necHoTija. HacnpoTi ouekyBaweTO. Aeka OpeMeTO Ha Baka HaTpy-
11aHHTE HCeOoUH Ke IO ONTOBApH HALHOT MOTJEeN. KpajHaTa CJKa Ha
NOBEKETO HEJ3IHI €KCMOHATH HI € MOHYJAEHa KaKO TPaHCMapeHTHa
eTepuyHa rietka. [lacTenHnTe w Mekn npeseBawa Ha TEJIECHNHTE
CEHKH H CHUIyETHTE Ha FPajoT A€jCTBYBAaT HAaCMPOTH MOCTOEUKATa
uni3ma Bo ypoannte amoneHT. OBaa nocranka € 0cobeHo 3HauajHa
KOra ce 1ma npejBHJ aBTOPOBOTO HACTOjyBake 3a MOCTHIHYBaHe
eeKT Ha OHHPHUHOCT 1 HEMATEepHjaJHOCT KOra ce BO Mpalliawe
AyllaTa Ha rpajioT. OAHOCHO AyllaTa Ha uoBekoT. Hacnporn oBue
KBaJINTETH HA MOBEKETO EKCMOHATIL. OCTaBEHH CE HEKOJIKY feJiaco
noHaraceH rpagsam 1t MOTBPAa KOMMO3MUMja. KOHIITO CO31aBaaT
HemoTpedeH LIyM BO OMIITHOT BMNEYAaTOK Ha HHcTanaumjaTta. The ja
Harpn3yBaat Je0JeyKaTa CTPYKTypa Ha M0jaBHTE. HA MEKHOT TPaHC-
cep. Ha TparnTe oA TeNenopTalHja Ha CTBAPHITE 1 HMarHHapHITE
npeaMeTH-TeNa-apXHTEKTYpa. OCOOEHI 3a NPETXOAHO pasriieyBaH-
nTe gena.

Wmnjawna [eTpywescka. 2006. anrntanHa ororpaduja
Ilijana Petrusevska, 2006. digital photo
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Coma Abauuesa / Sonia Abadzieva
Cgecno, eqHocraBHo - [TojaBara Ha Ky/lTypara Ha alTEePHATHBHHOT NPOU3BOJ,

repMaicku Au3ajH / German Design
Mysej Ha coBpemeHaTa ymeTHoCT, Cxonje, HoemBpu 2006

KoHuenture Ha cenektopure ®onkep Anbyc, Mapkyc bax n Monuka Ban Ha u3noxb6aTta Ha anTepHaTUBHMOT repMaHCKH IN3ajH Ce TeMe-
nat Bp3 M300poT Ha 122 ekcnoHaT o 35 npeTexHo Muaau aBTopH, ondakajku nepuon on 1983-1997 r. MHTENHreHTHO NOCTAaBEHH BO
M3JI0>KGEHHOT MPOCTOP THE HYU ja OTKPHBAAT HE OHAaa CKana i pacKollHa Bep3Hja Ha MHAYCTPHUCKHOT IM3ajH, KaKo IITO OM oueKyBase, TyKy
HeroBaTa aJTepHAaTHBA: CKPOMHMOT, €IHOCTaBeH M €BTHH Mebesn O HajueH. 3adpieH, 3abopaBeH WM PEUMKIMPAH MaTepHjal.
CylrecTBeHaTa MOK M €KCKJTY3UBHOCTA Ha W3JIOXKEHUTE AM3ajHEPCKH NPOEKTH CE apryMEHTHPA CO TOCETINBOCTA H MHOBATHBHHOT NMpHCTAnN
Ha aBTOPHUTE, MOTTHKHATH O €THUYKH, XyMaHHCTHYKH MOTHBH. AJJapMaHTHUTE W3BELUTAN 32 YHHIUTYBaH€ HA KHBOTHATA CPEMHHA, C& NMOA-
aboOKHOT pacuen Mef'y nonyJjauujaTa Koja € Ha paboT Ha onctojbaTa M OHaa KOja yMHpa Off NPEXPAHETOCT U H30OMIICTBO, MPETPynyBaHe-
TO Ha NJIAHETAaTa CO OTNAOLUMN, YHHIITYBAaHETO HA PECYPCHTE, CE CaMO AeJl Ofl MPEAN3BUUHTE KOM Ce Brpajnie BO CBECTA HA OBHE HOBH
KpeaTopH Ha ipyraTa MOXHOCT Ha Au3ajHoT. [lenarta HM yKaxkyBaaT, eKa He € IUTOCOT BO cKanata u 6JaropofHa pU3HYKOCT Ha NMpef-
MEeTHTE, TYKY BO HaUMHOT Ha apTHKYJHpame Ha MAejaTa M Hej3MHaTa ONTHMAaJHA NPHUMEHJIHBOCT BO KHBeeHeTO. M1 TOKMy OBaa Touka e
MECTO Ha AonHup Mely OBOj AN3ajH M JIMKOBHATA YMETHOCT MJIM MONMPELH3HO, TYKAa Ce KOHCTAaTHPAa 3acCTapeHOCTa Ha AMCTHHKLMHUTE Mefy
pa3NMYHUTE BHAOBH KPEAaTHBHOCTH U CE OTBOPA ITEPCNEKTHBATAa HA YMETHOCTA M cBEeTOT 6e3 rpaHnun. Bo ciyyajoB He e op mHTEpec namm
OBHME JM3ajHEPH MMasle HEKaKBH NpeApacyiu BO KaTeropusauujaTa Ha yMETHOCTHTE, Na, a peueme, cakasie fa OTBOpAT NOJIe Ha HaTnpe-
BapyBame CO (aHaXPOHHYHO NOBHCOKO NOCTABEHaTa Ha XMepapXUcKaTa BEPTHKaa) uicTa yMeTHocT. CaMHTe NpeAMeTH. KOM CO FepMaHc-
Ka NpeLU3HOCT ce 0O6eANHYBAaT BO €AMHCTBEH KOXEPEHTEH NpOCTOp (KaKO CBOEBMAHA MHCTAaNalMja), BO 3HA4YaEH Aesl HE NOBHKYBaaT Ha
cnopeabu co OHa LITO ro 3HaeMe KaKo OAPEAHHLH BO JHKOBHATa cgepa.

JlabopaTopujaTa Ha MJIaANTE F€PMAHCKH AM3ajHEPH, NPENOJIHETA CO HajAeHH MaTepHjamu, nosyhabpHKaTH HIM Pa3sHOBHAHM OTNAAOLM
(koM Kaj Hac HajuecTo 3aBplUyBAaaT Ha JENOHHUTE) CTaHyBa KaGMHET HAa YyleCHH TBOPOM: MHHMMAIMCTHUKH., KOMMNOHHOMIIHM, JIECHH 3a
PaKyBame, €proHOMcKH oOoMucaeHH, myunaHn. Co H30CTpeH Noriea KOH COUMO-KYJITYPHHTE M NOJHTHYKHTE NPOMEHHU, THE FO ONCepBUpaaT
CBETOT OJ IPYr aroJi, BrpajyBajku I' BO IIPOAYKTHTE 3a CEKOjAHEBHA ynoTpe6Ga OTBOPEHOTO CplE. CBEXKAaTa MYXOBHUTOCT. CMHUCJIATa 3a
¢pyHKuMOHaNHOCT, XenbaTa 3a TpaHcdep M CHOMEeyBawe Ha CBOETO 3af0JICTBO CO MOTEHUMjaTHUTE NOTpoulyBayn. BusyennaTa emHoc-
TABHOCT HAa OBHE NPEIMETH, NPETNOCTaByBa CJIOXKEH NMpOLEC, 3a Aa ce JOjAe MO Hea, a NoHekorall 6apa U CJIO0XeH NMpHCTan M MHUCJIOBEH
AHTra’KMaH Ofl CTpaHa Ha caMMTe KOHCYMeHTH. [la My ce 1afie eCTeTCKO Jile Ha OT(PJIEHHOT, YeCTO HENMPETCTABUTEJIEH U IPyd MaTepHjal.
Aa ce 3a0BoJIaT GapamaTa Ha COBPEMEHHLMTE. 1a CE OANANEUaT TOUHO TOJIKY Off NOCTOEUKHOT BKYC 3a [1a NPEAM3BHKAAT HHTEPECHPAHE,
a He CTpaB O/ HOBOTO i f1a ce yOenaT AeKa, TOKMY BO HHBEHTHBHATA M 3aBOJIJIMBA NOJaBHOCT Ha OaHanHaTa rpara e COfp KaH AeJs O HHAN-
BHIYaJHHOT NMPHAOHEC HA YOBELITBOTO - MOpPA fla Ce NpH3HAae NeKa € HABHCTHHA KOMIUIEKCEH 30Mp Ha eJleMeHTH 3a ycorjacyBawe. On
Apyra cTpaHa, e[HOCTaBHAaTa BH3YEJHOCT, HaKO NOOMEHAa Ha KOMIJMUMPAH Ha4yMH, ro pa3bynyBa KPeaTHBHOTO TKHBO Ha KOPHMCHMKOT.
[MoMmucnaTa, feKa cekoj MOXKe 1 caM Aa CO3Jafe HEIITO BO OBOj AyX, AelyBa HABUCTHHA MOTTHKHYBAUKH N 0OJIaropolyBaukH.

Bo cicremaTnsupameTo Ha pa3IMUHHTE I13aJHEPCKN HIEN K€ TOCOYaM Ha: HEOOUUYHHTE NPOU3BO/M, HA HHOBALMUTE, HA CHPOMALLIHHUTE (arte
povera) NPOAYKTH, HA MOOMJIHHOT Me0Oesl, Ha paAHKalHaTa MUHMMH3MPAHOCT, HA FOTCKUTE MMNIKMKauul. BusapHuTe pelieHuja Bo aenata
Ha ®enaman + lllynTxen (HagpeaaMCTHUYKH CTOMHLUM XoumO) AenyBaaT nogyHKUHOHAIHO of oHue Ha Culuaetiio ctityouotio (Potiteajattia
3a 00smop Ha tiotupoutysawoi, 1983, MHTEpecHa HO, Npel Cé, MPOHNYHO O3HAYEHA CTOJIMLA: HHBEHTHBHH 3MUJOJIMKH CBETHIIKH). a AKCel
ITymc HE 3acMejyBa co BeWITO ynoTpebenuTe Konaun Bo Macuukata Pydap (1986). Bonkep Ap6yc, Jan Akmrapar. Aunpea bpangonuun
1 AHeT JlaHr JTyHHMIHO ro KOPUCTAT APBOTO BO €JIEFAHTHUTE M NPAKTHUHH MOJIMLM, CTONYHHA MM MacH. [Ipak THYHOCTA M MHOBaTHBHOCTA
CO MHOTY AyX € peain3npaHa ocobeHo kaj rpynara [lenttiazon (bubavotiiexa. 1988), kaj rpynara [ unbanode (Tabula rasaw netcku mebe)
1 u3BOHpeaHaTa Last Minute maca Ha Xayke MypkeH - aena Ha kou 6e3 pesepBa Tpeba 1a UM ce 06pHe BHUMaHHe. CTONNLM, NOJNLH K
KOMOJIH Ge3 METaITHH eIeMEHTH - C& Ol IPBO - 360PYBAAT 3a TEXHMUKH HHOBALIHH KOM CE MOXEITHI 3a MHAYCTPHCKO Npou3BoacTso. ['pynaTa
wro u3paborysa Meben on xaptuja, Ceackaitia citioauya Ha Kycitigayz, Maj 68 na [lenitiazon wmm [llaitiysauxotiio 6upo (1995) Ha
dnopujan BopkeHxareH ri niacupaat HajaeHMTE NPeIMETH BO AYXOT HAa CHpoMaliHaTa yMeTHOCT. Cynep-MHHHMAIHCTHUYKH Ce KOHLen-
TnTe Ha XepmaH Bekep (Cutoaua 3a 0odsop, 1986; neskacra kayna, 1989), Augpeac bpanponuuu (Maaaiiia cecitipuuxa, Iloauya 3a
KHUZu/kopita) u KoncTanTuH ['pumny (MOJHLK, KJTYnH ), NOAATJIMBH 33 CNOPEAOH CO aHTIHCKHTE CKYJINTOPH-NPOMOTOPH Ha primary structures
Of LeeceTTHTe roguHu. 3a aa He O6u ro u3ryomne ugeHTHTeT 'epMaHunTe Ha N3n0Xx6aTa BKIyuyBaaT M FOTCKH O3HAYMTEH BO MeGENIOT:
Kokren (Xanke Munxayc) u Xanu Jlangec. Ekunata bap+ Knea co non-apTHCTHUKATa €CTETHKA JPAaCTHYHO Ce OfIBOjyBa OX LeJlaTa oBaa
anoJIornja Ha CBECHO €JHOCTABHOTO, KAKO 3aLUTHTEH 3HAK Ha H3J10>K6aTa i BOOMILUTO HA FEPMAHCKHOT NPaKTHUEH YM.

M3noxb6aTa, 6orata Ha €JHOCTABEH HAUUH U HHCNUPATHBHA HA CJIOKEH HA'1HH, UM CE€ HYIH KAaKO 3a0JDKHTEJIHA THTEPATYypa HA MaKENOH-
CKHTE CTONAHCTBEHHULH, HA I'IOCTOjHHTC H nomﬂuujanﬂure CONCTBEHHULU HA MalHu OU3HUCH. HA J'by6lrlT€JIHTe Ha ceKoraul HEWTO APYroTo BO
,IIH38jHOT M Ha XEIOHUCTHUTE OJ1 CEKAKOB BHU]I.



Banenitiuno Jqumuitiposcku / Valentino Dimitrovski

On andymor Ha pororpacun Ha Mapko IlnaeBcku / Marko Plavevski photographs
Mysej Ha rpap Ckonje, HoemBpu 2006

M3noxbara va dotorpacgun Ha Mapko I1naBeBcku BO
Mys3ejor Ha rpan Ckonje noHynn 59 OpHrHHAIHH LPHO-
6enn pororpacgun co popmat 6x9 cMm., HanpaBeHH Of
1957 no 1963 ropuHa. 3aegHo co HHBHUTE 66 C-NpHHT
3roJieMyBama, HanpaBeHu 2006 roauHa. BO NpHOJIHAKHO
ranepHcki H3nox6eH ¢opmaT 6JH30K A0 AHMEH3HHTE
Ha HeKkorauHata kay6cka ¢ororpacuja. 3ronemMeHnTe
penponyKLHH Ce HaMpaBeHH Of COYYBAHHTE HEraTHBH H
OJl OPHrHHAJHHTE UpPHO-6enn Konnu. M Tokmy BO ABOj-
HOCTa Ha H3JOXeHHTe (opMaTH, Ha HHAKy ,HCTH”
¢ororpagun, ce oTkpHBa BO30OyanHBaTa napagokcal-
HOCT Ha oBaa H3nox6a. MmeHo, aBTOpoT Mapko
[TnaBeBCKi He € aBTOP Ha 3roJieMeHHTe hOpMaTH. HAKO
THe HE[IBOCMHCJIEHO O TPaHCc(OPMHPAAT H IO H3IHIHY-
BaaT HErOBHOT ,,CKPOMEH™' HCKa3 BO 3HAyajHO BH3YEJIHO
CBENIOIUTBO H BO KOXepeHTeH hopmaneH doTorpadcku
KOHLIENT, CBOJCTBEH 3a BPEMETO KOra € MpakTHKYBaH.
Toj Hukoraiw He HanpaBuJ oTorpaguja co AUMEH3HH
ITO Ke NPeTNOCTaBaT JaBHO rajepHCKO H3JI0XKYBamwe. a
NPaKTHKYBaKETO HAa MEAHYMOT IO HEeryBajl Kako
BO30YAMHMBO XOOH M NOCBETEHAa Wrpa, ,.0ercTso”™ H
pacTepeTyBamwe Off Mpo3aHyHaTa eraucteHuuja. Tokmy
0Baa HeMpeTeHUHO3HOCT H HEOOBP3HOCT BO HrpaTa co
¢oTorpacpckHOT MeaHyM. peslakCHpaHO MpaKTHKyBaHa
BO CJIOOOIHOTO BpeMe. Ke KOHUHMHPa efleH crneuduyeH
arojl Ha COrjieflyBame H KapaKTepHCTHYHO BH3YEJHO-
COLHOJIOWIKO (POKYCHPaHE Ha rpalaHCKHOT aMOHEHT co
npenosHaTaiBaTa yp6aHa HKOHOrpacdHja oA BTOpaTa
noJjosnHa Ha 50-THTe romHHH A0 3emjoTpecoT oa 1963
roauna Bo Ckonje. Ho. ona rpafaHckoTo n yp6aHoTo BO
HeroBuTe oTtorpaduu ce HHPUATPHPA HCKIYYHBO
npeky NpH3MaTa Ha CeMejHOTO M MaaJICKOTO, laBajKH H
Ha  ¢ororpadckaTa  BH3yesnu3auHuja  H3pasHTO
HAMOCHHKpATHYKa, crneyHdHYHO HHAHBHAYyaJlH3HpaHa
HHTOHauuja. OBaa HHTOHAUMja BO MNpe3eHTHPaHHTE
doTorpacpui Ha H30kKOaTa HAMOJHO € OABOEHAa Of
(pHHrHpaHHTE ONIUTECTBEHH OYeKyBama BO peulernLHja-

Ta W BO NPORYKUKjaTa HA yMETHHKATA hoTOrpachija BO Mapko Inasesckw, Baado 1 6aba Lena, 1958, 146 ¢ororpacija

50-THTE roguHH Kaj Hac, a KOja ce cocToelle BO HCMO- . ,
b ! ! Marko Plavevski, Vlado and Grand'ma Cena, 1958, b/w photo
pavyBaw€ Ha er3ajJiTHpaHH BH3YEJIHH HApaTHBH BO CO3-

AaBaHETO HA HAEHTHTETOT Ha MJIAAOTO MaKeJOHCKO OMILTECTBO H HA HOBHOT YOBEK Ha Taa CLIEHa, BO KaHPOBCKA JOMHHAHTHOCT Ha MaKe-
JOHCKHOT Mej3a’k Kako creundgryuHa NoBHIleHa BU3yeaH3alija Ha HALMOHAIHHOT HAEHTHTET H Ha NOPTPETOT LITO ja MOHYMEHTANIH3HPA
HalMBHATa NPHKa3Ha 33 HOBHOT YOBEK BO YMeTHHYKaTa hoTorpacuja .

Ho, ako ,.ckpomHaTa™ ¢oTtorpadcka aBaHTypa Ha M. T1naBeBCKH HAMoOJIHO € OfBO€Ha OJ HKOHOrpadHjaTa Ha yMETHHYKATa
¢ororpaduja 1 ox kn1y6ckoTo poTorpadcko aejcTByBawe BO SO-THTE rOAMHM Kaj HAac, Taa He MOXKe f1a ja oaberHe popManHaTa CTHIH3AUH-
ja KapakTepHCTHYHA 3a LpHO-6eaTa yMeTHHUKa poTorpadija o Toa BpeMe: TEXHHUYKA KOPEKTHOCT Ha hoTorpadunTe, OAMEPEHO peat-
HCTHYKO KaJpHpaHe. MOBP3yBakhe Ha MIAHOBHTE BO KJIACHYHH KOMMO3HIUHOHH CXeMH, COHCTHUHPAHA rpafalija Ha TOHOBHTE BO CJIOXKEHH
1 6oraTH MAACTHYHH CTPYKTYpPH H KOXEPEHTHa H3balaHCHpAaHOCT HAa OpOjHHTE AeTanu BO LieNHHATa Ha riaetkata. OpHrHHANHUTE LPHO-
6em1 potorpacpun Ha H3nokHGaTa ru noceqyBaaT H ' OYHTYBAAT OBHe crelH(HYHH CBOJCTBA Ha poTorpadpckaTa cCTHAN3ALHN]A. HAKO CAMH
no cebe He Ke 6ea BO MOXKHOCT 1a O HCTaKHAT ()OPMaHHOT H MeTaOPHYHHOT NOTEHUH A LUTO ro NOCENyBaaT, ako He 6ea NpeMeT Ha
3HAYHTEJIHO 3roJieMyBame Ha ()OpPMaTHTE LUTO MPETNOCTaBYBAlle eHO HOBO HHTEPNPETAaTHBHO co3faBate. OBa HOBO HCUHTYBaHe Ha
¢oTorpadckara akTHBHOCT Ha Mapko [1naBeBckH ce peanu3upa co MPoeKTOT 3a u3noxkobara Bo 2006 romnHa, IWTO HMAalle e a onpe-
Aesu penieBaHTeH onyc of dororpadckuTe andyMH Ha aBTOPOT CO CBOJCTBA M BPEAHOCTH Of KOHILUTO MOKE Aa Ce OueKyBa 3HauajHa
¢ororpacbeka BH3yenn3auHja: Aa yTBPAH peaTHBHO 3a0KPYJKeHa BpPEMEHCKA PAMKa Ha 0BOj CEJIEKTHPAH OMyc H KOMMapaTHBHO COOYyBake
1 coobpa3yBame Ha OBaa ceJieKLHja co PeHOMEHOT Ha yMeTHHUYKaTa poTorpacduja H CO COLHO-KYJITYPHOTO MHITje BO NepHoaoT Ha S0-TuTe
1 NOYeTOKOT Ha 60-THTe roAHHH Kaj Hac.

Opranuszaropot Ha u3noxk6ara ,,On andymor Ha Mapko IlnaseBcku™, JIa3zo I1naBeBckH, BO H3BOjyBalkeTO. CENEKTHPAHETO H
BO 3roJIEMyBameTO Ha OPHIHHAJHHOT oTorpadcki 3amnuc, Ke M3BPLUH YCMELIHO MYHKTYyeNu3Hpakme Ha aBTEHTHUHHOT HCcKa3 Ha Mapko
ITnaBeBckn. Bo ekcTen3nBHHOT oTorpagpeckn onyc Ha Mapko InaBeBckH Toj Ke ce ¢okycHpa Ha oHa wto Ponan bapT ro nmenyBa kako
NYHKTYaJIHO paMHHLUTE BO 3HAYEHCKHUTE CJI0eBH Ha poTorpacgujaTa i Ke HHHLHpPA OHeoOHYyBake BO CJIEJOT Ha OYeKYBAHOTO LITO Ke OBO3-
MO>KH HOBO KOAMPaHe Ha 3HAUEHCKHTE CJIOEBH.
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Mupa I'akuna / Mira Gakina

Anekcanapa IlerpymeBcka: 13 km. 00 yeniuapows | Aleksandra Petrusevska
MLI, Mana ctannua, janyapu-cpespyapu 2007

... M ok paj 30pasuoiu pasy... wepopuciikuitie Haitaou Y11
80 thyjopr ce coeptuero yseilini4Ko 0eno...

BU3VeNHOITIO 0€.10 HA 08aa AKL(L]a € MOKeD

KA j20.1e. MU0 1epPOPMAHC KOJ BOOMUITIO HEKOZUIU € 1136e0eN.
Lasuen Xepcit

3HaueweTo Ha OBOj NPOEKT-H3noxkba Ha
Anekcanapa [leTpylieBcka € KOHLEHTpHPaHO
BP3 3a0KPY)XXYBateTO Ha €lleH LHKIYC, KOj €
3a4YHAaT M pa3BHBaH BO CTPHKTHO oOmnpejejieH
pok ona aBropkarta (ampua 2005 - pekemBpH
2006). IMpeky Hero Taa ce oGuayBa Aa ja Haj-
MHHE JIHYHATa TPayMa H KOHEYHO J1a ja OCTaBH
3aj cebe. HCTOBPEMEHO Ja Ce AHCTaHLUHpa Of
OHa LITO # ce CAy4yyBa H3MHHATHBE NET FOAHHH,
CO eJMHCTBEHa LeN fJa My NpHCTanH Kako
GeJiexkere Ha CEKO ja MOKHA HecpeKa: nonnasa.
3eMjOTPEC HTH.

3Haui, Hej3HHaTa KOHUENUHja e ITOo NoMajKy
OBOj oOnyc, OO [BAaHaeceT CHHMKH, JAa Tro
MHBOJIBUpPA BO aHraxupanute temiu. Cenak.
COMpP>KHHHTE KOHHLUHAHPpAaT CO HacTaHHUTE Ha
€7Ha KpH3a. KOja 3a MHOTYMHHA. C& ylITe. UMa
HHTEHUH]a Aa He ro JOXKHBee CBOJjOT CpeKeH
kpaj. CranyBa 360p 3a Kpusarta (“BOEH KOH-
¢aMKT™) BO c. ApauHHOBO, BO KOE Taa € H3pac-
HaTa. Kako ¢hakT 1 Tpeba ga ce noTeHuupa, 3a
1a ce NOYYBCTBYBAa peakuHjaTa Ha nybJaHKaTa
Ha NOHYAEHHTE TJEeTKH. KAaKO CEKBEHLUH Of ] 1 :
pa3pyLIEHHOT CBET Ha €leH MJAJEeLIKH XHBOT. — . = - > L
Bo Hej3HHHTE CAHKH ja pa3OTKpHBAME TEHMEH- AnekcaHpa [leTpyleBcka. o UHKIYCOT “/3 ku. 00 tenrfiapoiit”, Macio Ha niaTHo. 2005
uMjaTa 3a akTyenHpH3atbe Ha HAaCTaH Koj gocera Aleksandra Petrusevska, from the cycle /3 km. from the center”, oil on canvas, 2005

€ TpPeTHpaH Kako HHLUHJEHT, a He pelaBavyki BO

HEKOj KOHEUYEH HCTOPHCKH KOHTEKCT, 3a Hea Nak MOlUHe HHcnupaTHBeH. O THe NpHUYHHH OBHE Jena cA00OJHO MOXeE [1a ce AeKJapHpaaT
KaKO BHCTHHCKA. OAHOCHO AHPEKTHO BH3YEJIHO OCMHCJIEHA peakiija Ha ciydyBawbaTa Bo 2001. Toa Taa ro cnpoBefie npeKy HEKOJIKY BapH-
jaunn Bo (popma Ha GeNelKi Ha HCYE3HYBakbeTO Ha HEJ3HHHOT AOM. Y PHaTHHHTE I'M MPEeTBOPH BO MOTHB Ha CBOHTE CIIHKH, a XHneppean-
HCTHYKHOT NPHCTAN i € ONpaBJaHo Hajosar mpHUcTan BO MPEHECYBAabETO Ha PEANHHTE TIEeTKH BO norosiem copMar.
[TocT™MOEepHHCTHYKATA JIEKCHKA I NIOMOTHA BO CTPYKTYPHPAETO Ha ABOAHMEH3HOHAHH NPETCTaBH BO KOH € OJIECHETO NOHI PYBakbETO CO
pasnnyHu Meanymi. PotorpagckiTe NnpefsIoKH ce caMO CKHLH, Ol KOH ce TPrHyBa CoO HjejaTa 1a Ce COO'HMe CO (pparMeHTapHH BH3YpH,
KaJpH raBHO H3BJIEYEHH Of cocTojOaTa Ha Hej3MHaTa KyKa (cuiayaHu 3a kade, TynH BO Kaja, po3a HTH.). AKO ONCTOelle CaMO Ha
¢oTorpacckHOT OTHCOK Ke ro niycTpHpalle OyKBaJIHO 3aTEKHATHOT MOMEHT Koja Gellie H, C& yuITe, € BO (OyHKLHja Aa HE BOBJieUe AHpeK-
THO BO CHTyallHjaTa fla ro AOKHBEEME OHA LUTO HM Ce CJyuyBallle Ha rpyna cenanu - rpaiann Ha Ckonje. Taa ce pelun 3a coHCTHUHPAH
NpHCTan BO HCKa)XKyBake€TO Ha PEBOJITOT, MPOTECTOT KAKO CTaB KOJIITO MOXKE 1a ja NPOMEHH OBaa peasiHoCT.

[MpoponxkyBa naro nocetysa ApauHHOBO H NOHaTaMy ro poTorpacupa €HTepHEPOT . Ha Hej3HHATa KyKa. KOHUEHTPHPajKH ce Ha IeTaju.
YyscTBYyBa 1eKka ce HaaMHHYBa ce6Ge CH 1 IeKa NOYHYBa /1a ja cJiefiH LieslaTa CHTyauHja Ol APYr aroJ, Ha paMHOAYILEH Hab/byayBayu KOj camMo
3abenexxyBa (pparMEHTAapHH TJIETKH. KOMIITO BH3YenHO ce (pacCUMHAHTHH. HMMPECHBHH BO CBOjaTa AecTpykuuja. [lpukakysajku ro
AECTPYKTHBHOTO MOCaKyBa f1a ro NPETBOPH BO ECTETCKH 100OPO.

Bo nocnenHuBe gena ru MackMpa JHPEKTHHTE MOpaKH. BHECYBajKH OfpefeHa 3HAKOBHOCT. KOja € OffajieyeHa Of H3BOPHHOT MOTHB.
Crapite cHMOOJIH I'H 3aMeHyBa CO HOBH, MPHCTanyBajKH HM CO J03a Ha HPOHHja. Taka Hej3HHHTe KOJIOPHCTHUKH HHTEPBEHLUHH IO pa3Be-
ApyBaaT “CHBHOT  Mej3axk. HHTEH3UTETOT Ha OoHTe e BO (DyHKUH]a Ha rjefate Ha «noybaBaTa cCTpaHa Ha >KHBOTOT.. McnuiuyBaweTo Ha
OK Bp3 ocTaTtouuTe o KyKaTa. jaBaaT HOBa AHMEH3Hja BO HDOHH3HPAETO Ha 3aTeKHaTaTa cuTyauHja. Ho. nann oBoj YHH € BUCTHHCKHOT
€JIEMEHT HA HEJ3HHOTO CJIMKApCTBO Ha KO MOXKeOH TEHAEHLHO3HOTO eCTETH3HPAbEe Ha rieTKaTa Oelle JOBOJHO?




Tanac NMyaonckn - Tane, Bea nacaos, 1984, akpuank va naarno, 100x 100

Tanas Lulovski

- Tane, Untitled, 1984, acrylic on canvas

My3ej Ha coBpemeHaTta ymeTHOCT - Ckonje
Museum of Contemporary Art - Skopje, Republic of Macedonia
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Emunor/Epilogue

JIunjana Hepenkoscka: Ilpuxasna
JIunjana Hegenkoscka: Story

“MHOrymMHHa ce kanaT Jeka 300pOBHTE Ha MyJApELHUTE
ce caMO NPUKA3HU U JI€Ka BO CEKOJIHEBHUOT >KMBOT HE
MOXKaT fla ce ynoTpebaT, a HHE TO MMaMe caMo TOj
*kuBOT. Kora Mmyapenot Ke peue: “IIpeMHHH npeKy*, TOj
HE MMCIM JIeKa Tpeba Jla ce IpeMHUHE Ha pyraTa CTpaHa,
HITO U OM MOXEJO Jla C€ MIOCTUTHE aKO pE3yNTaTOT OM
OuJ BpPEJEH Ha MOMMHATHOT MNaT, TYKY MUCIIM Ha HEKOE
nereHpapHo [1peky, Ha HEMITO LITO HE ro Nno3HaBaMe(...)
CuTe THE NPUKa3HY BCYIIHOCT caKaaT Jla IO KaXkaT caMo
Toa fJeka HecaTnMBOTO € HecdaTIHBO-a Toa IO
3HaeMe. OHa CO WITO CEKOj JEH Ce MayhMe, € HEIITO
cocema gapyro. Ha Toa egen Ke kaxe: “3omrto ce
Oynute? Kora Ou ru cnymane TNpUKA3HUTE U OH
nocranysaje Clope[l HUB, U caMy OM CTaHase NMpUKa3Ha
U co Toa OU ce ocno00aHuIIE Ol CEKOJIHEBHUTE MaKH .
Bropuort: “Ce knafiaM feka 1 Toa € NpuKa3Ha“.
ITpBuoT: “ITobeaun*.

BropuoT: “Ho 3a »kan caMmo BO npHka3HaTa“.

[IpBuoT: “He, Bo cTBapHOCTa, BO NIpUKa3HaTa U3ryoun*.

(Franc Kafka)

MakefoHuja e 3eMja BO Koja nyfeTo umaaT noceOeH
OIHOC KOH MNpPHKa3HUTE, OCOOEHO KOH OHHE BO KOH
UTpUHATA € BUCTHHCKAa pobnect. Ce packaxysaaT
MPUKa3HHU CO HEBEPOJaTHA YMEIIHOCT U MTPHHA OHA IITO
BUEpa CME I'o UMalle, BeKke fieHec ja buje 3abopaBeHo U
u3ryOeHoO BO HeBepojaTHaTa 30MpKa Ha OO€3BpEJEHH,
paspefeHy, pa3nabaBeHU cemiTa.

EBe enHa o MHOryTE NpUKa3HU:

3a ¥TpUHATA ON HEINTO 13 CE HANPARY CELUTO

Ennam, npex MHory ropuHu, Bo ganeuHata 1998 ropu-
Ha, “My3ejoT Ha coBpeMeHaTa YMETHOCT Opra-
Hu3Mpauie-cBagdba Hapn cBapoute!”. “KyntypeH HacTaH
0e3 mnpecenaH”. ([IHeBHukK, Op.682) IlpocBeTeHaTa
MakKelOHCKa KYJTypHa jaBHOCT Toraul Oemle CKaHAa-
JM3MpaHa of “JecHOTHjaTa co Koja ce nedopMHpaar
HOPMHUTE Ha UMBMIIHM3ALUCKOTO KUBEEHE M OJHECY-
Bam€, BO NPUCNIOCOOYBAaHETO HA MOPANIOT Ha JHEBHO-
NOJMUTHUKUTE noTpebu”. (Popym, 6p.684) Cute pearu-
paa M OHME NMOBHKaHUTE U OHME HenoBukaHuTe. lloku-
paHH, pEBOJITUPAHH, 3TPO3€EHU “‘CUTE” rO OcyaHja “Hac-
TaHOT” ynoTpeOyBajKu KiacH(UKaUUU KaKo: “HHCTa-
nauuja Ha GecpaMHOcTa”, “NOYETOK Ha KYJTYpHa mpoc-
TUTYUMja”.

JleHec, MHOT'Y TOJJMHH TTOJIOLIHA, CO Tara ce ceKaBaMe Ha
OBHE MHHATH BpeMHiba. BpeMmuma kora nyreTo Moxea
Jla ce LIOKUpAaT, 1a pearupaat, BpeMHba KOra 3a BpeJl-

HOCTUTE BO KOHU Ce€ BepyBalle ce Juraile IjiacoT, He ce
Monyenie. JleHecka, MHOTY TOAMHHM MOJOLHA, HUKO]
NMOBEKE HE ce MpalllyBa 3a BPEHOCTUTE M CTAaHAApAUTE
Bp3 KOU ce TeMeNN (PyHKUHOHUPAKETO Ha KYyJNTYPHHUTE
MHCTUTYUMH: HCIpasHeTH, Oe3 kenba na ce pasbepe
LITO Ce ClydyBa, ce flaBaaT M JoOuBaaT caMoO MHGOpMa-
UMM O TUNOT: ‘“BeuepBa ce OTBOpa H3noxodarta ..” ,
“cBeyaHo Ke OHMIe NpPOMOBHMpaHa..” W HHUKO] He ce
NpalyBa HITO € TOA, KAKBH CE TOA YyJHU “BPENHOCTH” U
“coppxkuHK”? HacykaH Ha puIOT Ha cekaBamaTa (Kako
HeKoe “MHTCKO Ipyro Mecto), My3ejoT BeKe He “opra-
HU3Upa” cBaflOM, HO 3aToa ‘“‘opraHu3upa’™ 3abaBU H
’KYPKH OJl CEKaKOB BH]I, 3a JOMAIIIHU U CTPAHCKH NOTpe-
Ou, 3a cTapu U MJIaiu (MPU LITO Ce CHMHYBaaT Nporpam-
CKHTE M3J10>KOU M TIOCTAHOBKH 3a Jja MOXaT MIIaIuTE Ja
ro JNOXHUBeaT LEJUOT NPOCTOP BO HEroBaTa KyJITYpPHO-
HNEeCTPYKTHBHA OTBOPEHOCT), OpPraHU3Upa ‘“ceKoj-
OHEBHM OTBOpawa U 3aTBOpama Ha HU3JI0XKO0U co
IMHAMHKa Ha KOja MOXe Ja i napupa caMo Typ6o-¢onk
uHcTUTYUMjaTa. M ce pa3bupa, ceTo Toa € OOBUTKAHO CO
aTMocdepa Ha HE3aUHTEPECUPAHOCT, MOJIK.

A, MOJIKOT € TOJIKY 1e0eN1 U HeMpOOOEH 1ITO ypU MOXE
CIIOMEHHMUKH Jla c€ MPOEKTHpa U BU3yeNU3Hpa 1 Toa BO
HEIITO CJIMYHO Ha OHA IITO HU C€ CydyBa BO TpajioT:
KaKO CMIOMEHHYKa aBTOXHMIIHO3a CO KOja BO jJaBHHOT
NpOCTOp C€ BNHIIYBaaT TPAaBMATCKU, MATETHUHH U
KOMEMOPATHBHH PACIOJIOXKEHHU]A.

Ho, cenak Hemto HE KONKa, na npauryBame: Kajae noou-
BaMe, a Kaje rybouMe - BO CTBapHOCTa HJHU BO
NMpUKa3HUTE?*

*[Ipuka3HaBa e packaxaHa 2006. roguHa. Cera, npu
kpajoT Ha 2007. ronuHa, kora My3ejoT € Bo npouenypa
Ha NPOMEHH, Ce YMHM JeKa MNpalIakbeTO € H3JHIIHO.
MeryToa HelTo BO MefyBpeME ce CITyUH, HELITO HITO ja
npeau3BUKa HeoueKyBaHaTa cpefda Ha MysejoT co
caMHOT cebe, O cBOjaTa MOTHCHATA APYrOCT: KaKo LITO
“IIMCMOTO CeKOralll CTUCHyBa Ha CBOjaTa Uen™, Taka H
OHa ILITO € NMOTHCHATO CeKOorall ce Bpaka, a Toa LITO ce
BpaKka ce Bpaka KaKo HEIITO TPaBMaTCKO, KAaKO HEITO
OJl IITO MOTJEAOT Ce CBPTYBa , a 300poT 3amupa. Tyka
BEKE HEMa NPHUKAa3HH...



Jlea u Kare, Tparc xcypka, MCY, Ckonje, 2007
Lea and Kate, Trance partv, MoCA, Skop je, 2007

Kare u Jlea. Cpekra Hosa 2007, MCY . Ckonje, 2007
Kate and Lea, Happy New Year 2007, MoCA., Skop je, 2007
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MY3EHU U IT'AJIEPUHN

MY3EJ HATPAII CKOTIJE

Muro Xauu Bacunes-Jacmun, n.c. 93
Ten.(02)3114-742/3115-367

1000 Ckonje

HU-HALUMWOHAIJIHA T'AJIEPUJA HA MAKEJOHUWIJA
Kpyuwescka la. n.¢. 278

Ten.(02) 3133-102

¢akc:(02) 233-904

1000 Ckonje

MYJITUMEOUJAJIEH UEHTAP “MAJIA CTAHULLA™
Y. XKenesnuuka 18,

Ten: + 389(0)2 31 26-856:¢pakc: +389(0)2-3109-566

Ckonje 1000

YUPTE AMAM
Burnasapcka 66,Ten.3227-986/3233-763
1000 Ckonje

MY3EJ HA MAKEJJOHHJA
Kypuucka 66. n.c.74

Ten.(02) 3116-044
¢akc:(02)116-439

1000 Ckonje

KYJITYPHO MH®POPMATHUBEH LUIEHTAP
Moiua INujane 66, n.¢.589

ten.(02) 3230-206/3115-679

1000 Ckonje

MIIAOUHCKHW KYJITYPEH LUEHTAP
Kej dumurap Banaxos 66

Ten.(02) 3233-401/3115-225

1000 Ckonje

HU-MY3EJ HA COBPEMEHATA YMETHOCT - CKOIIJE

CamousioBa 66

Ten.(02) 3117-734 (35)
¢akc: (02) 389-91/11 01 23
1000 Ckornje

FAJIEPUJA KO-PA

Jlom na KynrypaTa Kovo Pauun
Bemko BrnaxoBuk 66

Ten.(02) 3233-739

1000 Ckonje

NMPUBATHU I'AJTEPUH

KA®E TAJIEPUJA CTOBU
Kej “13 HoemBpu™ 66. 'TLL
Ten.(02) 3233-972

1000 Ckomje

FAJIEPUJA AHUMA

Kej “13 HoemBpu™. anekc IV/2. TTLL
Ten.(02) 3233-149/3233-147

1000 Ckonje

FAJIEPUJA PA

HBo Jlona Pubap 94/2-4
Ten. (02) 5258-146

1000 Ckonje

TFAJIEPUJA OJIMBEP
AHkapcka 31

Ten.(02) 3074-300

1000 Ckonje

TAJIEPUJA CEJIEKT
Byn.IMapruzancku Onpeau 31
TPT. Llentap Bywakosel
Ten.(02) 3110-319

1000 Ckonje

FTAJIEPUJA ABAKYC
IO TL MaBpoBka

Byn. Foue denues
Ten.(02) 3236-278

1000 Ckonje

HALUMOHAIJIHA TAJIEPUJA XAPDA
I'TL Mpusemje

Ten.(02) 3236-640

1000 Ckonje

TAJIEPUJA MOHET
JlokoB 8

ten.(02) 3064-853

1000 Ckonje

FAJIEPUJA CAMYHUII
TU KanuwTey nok. 23
Bacun ["opros 66

Ten. (02) 3235-553

1000 Ckonje

FAJIEPMJA EJITPEKO
Makcum I'opku 6p. 17
Ten. (02) 3234-242

1000 Ckonje

AHTHUKBAPHHULA AMHWHTA
Kej 13 HoemBpu
1000 Ckonje



MUSEUMS AND GALLERIES

MUSEUM OF THE CITY

Mito Hadji Vasilev-Jasmin, p.f.93
tel.(02) 3114-742/3115-367

1000 Skopje

“ATIONAL GALLERY OF MACEDONIA
Krusevska la, p.f278

tel.(02) 3133-102

fax..(02) 233-904

1000 Skopje

MULTIMEDIA CENTER MALA STAXICA

Ul Zeleznicka 18,

Tel.: + 389(0)2 31 26-856;fax: +389(0)2-3109-566
Ckomje 1000

CIFTE AMAM
Bitpazarska bb; tel.(02)3227-986/3233-763
1000Skop je

MUSEUM OF MACEDONIA
Kurciska bb, p.f.278

tel.(02) 3116-044
faks:02/116-439

1000 Skopje

CULTURAL-INFORMATIVE
CEXTRE

Mosa Pijade bb, p.f.589
tel.(02) 3230-206/3115-679
1000 Skopje

YOUTH CULTURAL CENTRE
Kej Dimitar Vlahov bb

tel.(02) 3233-401/3115-225
1000 Skopje

N1-MUSEUM OF COSTEMPORARY
ART - SKOPJE

tel.(02) 3117-734 (35)

faks:(389-91) 11 01 23

1000 Skopje

GALLERY OF DLUM
Kej “13 Noemvri™ bb
tel.(02) 3211-533

1000 Skopje

GALLERY KO-RA

Dom na Kulturata Koco Racin
Veljko Viahovik bb

tel.(02) 3233-739

1000 Skopje

PRIVATE GALLERIES

KAFE GALLERY STOBI
Kej*“13 Noemvri” bb, GTC
tel.(02) 3233-972

1000 Skopje

GALLERY ANIMA

Kej 13 Moemvri”,aneks 1V/2,.GTC
tel.(02) 3233-149/3233-147

1000 Skopje

GALLERY RA

Ivo Lola Ribar 94/2-4
tel.(02) 5258-146
1000 Skopje

GALLERY OLIVER
Ankarska 31

tel.(02) 3074-300
1000 Skopje

GALLERY SELEKT
Bul.Partizanski Odredi 31
TRG.Centar Bunjakovec
tel.(02) 3110-319

1000 Skopje

GALLERY ABAKUS
DTC Mavrovka
Bul.Goce Delcev
tel.(02) 3236-278
1000 Skopje

NACIONAL GALLERY HARFA
GTC Prizemje

tel.(02) 3236-640

1000 Skop je

GALLERY MONET
Lokov 8

tel.(02) 3064-853
1000 Skopje

GALLERY SAMUIL
TC Kapistec lok.23
Vasil Gorgov bb
tel.(02) 3235-553
1000 Skopje

GALLERY EL GREKO
Maksim Gorki, 17
tel.(02) 3234-242

1000 Skopje

ANTIQUE AMINTA
Kej “13 Noemvri™

1000 Skopje
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MeuaTtereTo Ha 0BOj 6poj e peanu3aupaHo co MaTepuwjanHa nogpwka Ha MuHUCTEpCTBOTO 3a KynTypa Ha Penybnuka
Makepgonuja u Pro Helvetia, Ckonje

o,

e

et

Swiss Cultural Programme Macedania o

MIHHCTEPCTBO 3a KVATYpa

Ministry of Culture

Cnopep mucnerweto Ha MWHUCTEPCTBOTO 3a KyNTypa, CnmcanmneTo M01emMoTo CTak/o e Npon3sos 3a Koj ce niiaka nosnacreHa
[aHo4YHa cTanka.

FonemoTto ctakno 6p. 21/22, 2006/7. Cnucaxue 3a Bu3yenHu ymetHocTu. Maneryea asanatu roguwHo. Liena 100 geHapw.
W3pgaeay: Mysej Ha coBpemenaTta ymeTHocT u CkennouHT, Ckonje. Agpeca Ha pegakumjata: Camounnosa 66, n.cp. 482, ten.: 311 77
34, cbakc: 311 01 23, e-mail: info-msu@msuskopje.org.mk; web: www.msuskopje.org.mk; B lupekTtop: JosaH 'paaHoBcku. [ naeBeH
ypeanuk: Corba Abaymesa. Pegakuuja: Hexat Bekupu, Bnagumup Bopoesuk, flunjaHa Hepenkoscka, 3opan MeTposcky, Naso
Mnaeeecku 1 Maja Yankynoscka. floro: Bnagumvp Bopoesuk. INMevat: CkeHnounHT, Ckonje

Tupax: 1000.

The Large Glass No0.21/22, 2006/7, Art Magazine. Price: 100 denars or 5 US$. Publisher: Museum of Contemporary
Art/Skenpoint/Skopje, Republic of Macedonia. Address: Samoilova bb, Skopje 1000, POB.482, tel. (++) 389 2 — 311 77 34, fax: (++)
389 2 - 311 01 23, e-mail: info-msu@msuskopje.org.mk; web: www.msuskopje.org.mk. Director: Jovan Grdanovski. Editor in Chief:
Sonia Abadzieva. Editorial Board: Nehat Beqiri, Vladimir Boroevik, Liljana Nedelkovska, Zoran Petrovski, Lazo Plavevski and Maja
Cankuloska. Logo: Vladimir Boroevik. Printed by: Skenpoint, Skopje. 1000 copies.

JInkosHo obnukyBame: AnekcaHgpa bapakoscka
Lay-out: Aleksandra Barakovska

CuTe TekcToBW, OCBEH O3HadeHuTe, ce npeseneHn og fapko MNyTunos
English translation: Darko Putilov
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