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~He Moxe fa ce peve noseke of Toa wWTo ce rnega”
Topo

LCekoraw cym mucnena 3a ¢ghotorpaghujata kako Ha HeLTo 6e30-
6pa3Ho — Toa bele eqHo 04 HewTaTa LWTo HajMHOTY Mu ce fonag-
Haa kaj Hea u Kora ja HanpasuB NP8 Nart, ce Nno4yscTsyBaB MHOTY
HacTpaHo".

Hajana Apbyc

Ako Bo 1905. e oTBOpeHo aTenjeTo Ha choTorpacdute
JaHakn u MuntoH MaHaku Bo Butona, co wTo oTno4ysa
HUBHaTa UHTeH3nBHa hoTorpadcka (M punMcka AejHoCT)
Bo MakegoHuja, roguHasa ja ogbenexysame CTOroguiu-
HUHATa Ha HEj3NHNOT AnjaneKkTUYKKN gujarpam.

3a pasnuka og cnMkapcTBoTO, CKynnTyparta u rpadmkara,
MakegoHckaTa oTorpaduja e TBOpeYKn UCKa3 pevucu
BPEMEHCKM KOMNaTUOGWUNEeH Co CBETCKUOT pa3BUTOK Ha OBO]
TEXHUYKM NpoHajaoK Ha 19 Bek. Bo 0BOj KOHTEKCT, Hacnpo-
TV ‘60raTCTBOTO Ha BOjHU' Ha TepuTopujaTa Ha MakegoHuja
(1912, 1913, 1914, 1941) n HacnNpoTK NOCTOjaHUTE OKY-
nauwum og, Apyru Ap>xasn, Hawarta 3emMja e peyncu Bo
CUHXPOHWja CO CBETCKMUTE CKMy4dyBama Bo hoTorpadujarta.
Hej3anHnTe HajekcnoHnpaHu 1 HajnnogHu Teopun — 6pakarta
JaHakmn n MuntoH MaHakm ce reHepaymja Ha Jlacno
Moxornu Haf, Ayryct 3aHgep, MeH Pej, ['yna Bpacaw, LloH
Xaptcung, AHgpe Keprew, co3gasajku BO efeH nepuos
napanenHo Ha Kaptue Bpecon, Bonkep EsaHc, Andpes
Crurnuy v gp.

Jybunejunot, asaeceTTi, 6poj Ha [ 01emMOTO CTaKNo, ro
noceeTyBame Ha MPOAYKTUTE Ha Kamepara,Kako XUrineHa
Ha ONTUYKOTO" KOja, Kako WTO BepyBan NpBUOT HEj3UH Teo-
petuyap Jlazano Moxonun Hay, ,Ke ro ykuHe KOHeYHO TOj
Kanan Ha CrMkapckKn U UMarmHaTMBHU acoumjaummn KOULWTO
ronemMmMTe cnMKapu UHANBMAYanuCT My rm HameTHyBane
Ha HaweTo BuayBsare”. Kako caMocTojHa U cé noHarnaceHo
EeKCMNoHWpaHa NMMKOoBHa AncumnnuHa, potorpadumjata e
pacnHaTta Mefy ecTeTCKOTO U BUCTUHCKOTO ([OKYMEH-
TapHOTO), Mefy YMETHOCTa U HayKkaTa, kako nocebeH
AUCKypc Koj e ‘Bo cocTojba aa naxe’. Ha noyeTokoT
AedurHupaHa Kako gpyrocT BM3asn MOAEPHUCTUHKUTE
NMKOBHW NUCMa, BO NOCTMOAEPHUCTUYKOTO Bpeme, Taa ce
34pyXyBa Co CUTe MOXXHU BU3yenHu hopmmn Bo ocobeHa
MHTEepAUCUMNANHapHa kaTeropuja.

TpaekTopujaTa Ha MmakegoHcKaTa oTorpadmja cKuym-
paHa, og aBTOHOMHOCTa A0 UHTerpauyujata co gpyrute
obnacTu, e Tematcka ocka Ha 0Boj 6poj. [injanasoHOT Ha
Hej3UHWTE NOjaBHOCTW ro cnean pasBojHUOTANBEP3NTET, Of
AOKYMEHTapUCTUYKUTE, NPeKy UHTUMHUTE U life
oTorpacdum, A0 UHTep-TEKCTyanHUTe obMUCNyBaHa.
MpeTtcTasennTe oTorpacu, ce aBTopckn 06paboTysaHnm,
3aMeHyBajKu ja UICTOPUCKO- XPOHOSOLWKATa KOMMOHEHTA CO
TONKyBaka CoCpefoTo4eHN BP3 0gpeAeHn acnekT Bo

HWBHOTO TBOpewWTBo. pynHuTe hoTorpacmm Ha BpakaTa
MaHaku, cHumanu Ha 6ouwTara, ynuyuTe Unm Ha OTBOPEH
nNpOCTOp Ce aHTonornja Ha He-NO3UpaHn CLUEHWU, KOULWITO
,BPEMETO KOHEYHO ' f0BENO Ha paMHULLITE Ha ymMeTHocTa".
doTorpadmmnTe Ha nomanky nosHatute astopu Mupocnas
BerbaH, Xpucto flumkapocku, 3amp OwasBkoB ce aHan-
W3MpaHn of acnekT Ha no3npaHa , PpoHTanHa ekcnosuyuja
Ha mogenuTte. Bnaroja [lpHkoB, kako Kaptue bpecoH, ce
chokycupa Bp3 ,NpoHaorare. Ha CTpyKTypaTa Ha CBeToT —
Hacnagysare CO HYUCTO yxueare Bo hopmaTa’ u npeky
AONOBYBaHETO HA HEPBATYpUTE Ha KaMeHoT, APBOTO U
3emjaTa, kako wTo 6u pekna CysaH 3oHTar ,ro ocno6ogysa
CNMKapCTBOTO 3a HerosaTa ronema MogepHa Bokauuja —
ancTpakuyujaTa’. ,Mose4HocTa Ha MOMeHTOT" (PobepT
®dpaHK), ersucTeHynjanucTMYKoTo pacnonoXXeHne u
coTorpadoT - flaneur (ynuueH weTay Haopy»aH co Kam-
epa), Ce UHTPUraHTHUTE MOMEHTUN Kaj XKMBKO JaHeBCKHU.
MopTpeTute Ha ymeTHUymTe Ha Mapun lumecku ce Bo
BU3yenHa penauuja co kKabUHeTOT Ha UHTeNeKTyanuuTe Ha
lacnap ®enukc Hagap (boanep, Buktop Uro, XXepap ge
Hepsan, XXopx CaHg, Exen [lenakpoa). Oabupajku moa-
enu Mefy OHMe NMIMYHOCTK YKnja NcUxonoruja HajycnewHo ja
ponpen, [lumeckn cmeta, geka ,.NopTpeToT KOj Hajaobpo ro
npasamM e NOPTPeT Ha NUYHOCTa Koja Hajaobpo ja nos-
Hasam" (Hagap).

[ajaHa Apbyc csoespeMeHo ja gecuHunpalle cdoTorpaduja-
Ta Kako ,TajHa 3a TajHaTa, KONKy noseke B 36opysa,
TONKy Nnomanky 3HaeTe 3a Hea'. UBo BemmaHos Hé
BOBEKYBAa BO HEroBUOT WHTUMEH CBET, BOBEAYyBajKM ja Taj-
HaTa Ha NUYHOCTUTE BO TajHOCTa Ha NPOCTOPUTE, BO KOW
6e3MnnocHo ce Tonu BpemeTo. MenaHxonuyHocTa Ha
rneTk1Te CTONEeHW BO CamMpakoT ja HarnacyeaaT eHeprujaTa
Ha 3arago4Hocta. PobepT JaHKynockKHu ce cnyxwm co
emnupujata Ha hoTorpadpCKMoT Meanym 3a Aa rm pacqneHun
obnuuMTe 1 anoctepuopu ga ru 06eguHn BO HOBO 4UHCT-
BO Koe M gonupa cchepute Ha MHTepMeaunjanHocTa,
M3BpLUYBAjKWN HA TOj HAYNH 3HAYUTENHO KpeaTUBHO
npowwupysame Ha oTorpadckara gucUnnnuHa.

W Ha kpajoT, egHa coTo-cnyyka — geyara Ha AnekcaHaap
KoHpeB - 60)xeM paMHOAYLWHN KOH arpecujata Ha kamepa-
Ta, CPEKHM WITO He Herodysaar.

3ano3HaBarbeTo Ha Hawarta u ocobeHo Ha cBeTcKaTa Kyn-
TypHa jaBHOCT CO NOBEKEe WM NOMasnky no3HaTuTe
KpeaTopu Ha doTorpadckuoT anckypc Bo Makegonuja e
noTepga nNyc Ha MakegOHCKUOT YMETHUYKN UAEHTUTET.
HewTo WTO 0gamMHa cMe cu ro gornxxene Ha Hac camuTe, HO
1 Ha gpyruTe Kou cakaaT Aa Hé 3ano3Haar.

Coma Abaymesa



“You can't say more than what you see”
Thoreau

“l have always thought of photography as something impudent — it
was one of those things | have liked about it and when [ took it for the
first time, I felt very strange”

Diane Arbus

Taking in consideration the fact that way back in 1905 pho-
tographers Janaki and Milton Manaki opened their photo stu-
dio in the town of Bitola (then the second largest city in
Macedonia) thus starting their intensive photography (and
movie) activity in Macedonia, this year we are able to mark
the 100" anniversary of its dialectic diagram.

Contrary to painting, sculpture, and graphics, Macedonian
photography represents an artistic expression that is, in time
context, compatible with global development of this technical
innovation of the 19" century. In this regard, in spite of ‘rich-
ness of wars'’ in the territory of Macedonia (1912; 1913;
1914; 1941) and in spite of constant invasions by other
states, our country has almost preserved the synchronicity
with global tendencies in the field of photography. The most
exposed and most productive photographic artists — Brothers
Janaki and Milton Manaki, actually make the same genera-
tion together with such greats as: Lazlo Moholy Nagy;
August Sander; Man Ray; Gyula Brassai; John Hartfield;
André Kertesz. Brothers Manaki at one time were active
simultaneously with: Cartier Bresson; Walker Evans; Alfred
Stieglitz, etc.

The jubilee, 20" issue of the art magazine The Large Glass
is dedicated to products of the photo camera “as hygiene of
the optic”, which, according to the first photography theoreti-
cian Lazlo Moholy Nagy, “would finally terminate that model
of painting and imaginative associations” which great individ-
ualist painters imposed on our view. Being independent, and
increasingly exposed art discipline, photography is split
between aesthetics and truth (documentary); between art
and science; as a separate discourse that is ‘able to deliver
lies'. In the very beginning, photography was defined as
something else vis-a-vis modern visual art forms; yet in post-
modernistic period, photography has joined all other viable
visual forms in a separate interdisciplinary category.

The trajectory of Macedonian photography, traced since its
very autonomy up to its integration with other disciplines,
represents the thematic context of this issue. The diapason
of its occurrence follows the development diversity, i.e., from
the documentary photography, through the intimacy and life
photography, all the way to the inter-textual elaborations.
Photographers represented in this issue are analyzed as
individual authors, thus avoiding the historical-chronological
component with interpretation concentrating on certain
aspects in their production. Group photographs produced by
Brothers Manaki, taken on many war fronts, streets, or out-
side in the open, represent an anthology of authentic, real-
life scenes, “that time has finally made equal to art”.
Photographs taken by somewhat less known Macedonian
authors like: Miroslav Beljan, Hristo Dimkaroski and Zafir
Osavkov have been analyzed in context of posed, frontal
exposition of the various models. Blagoja Drnkov, like

Editorial

Cartier Bresson, focuses on “finding the structure of the
world — finding pleasure in the pure enjoyment of the form”,
and through capture of ‘nervous system’ of the stone, the
tree and the earth, as Susan Sontag would put it, Drnkov
“emancipates painting for the sake of its great modern voca-
tion — the abstraction”. “Humanity of the moment” (Robert
Frank), existentialist mood, and the fl,neur photographer (a
person who strolls about idly, as along the boulevards,
‘armed’ with camera), are the intriguing moments with Zivko
Janevski. The portraits of artists produced by Marin
Dimeski bear visual relation with the cabinet of intellectuals
by Gaspard Felix Nadar (Baudelaire; Victor Hugo; Gerard de
Nerval; Georges Sand; Eugene Delacroix). By selecting
models out of those persons the psychology of which he was
able to most successfully touch, Dimeski considers that “the
portrait | make best is the portrait of the person | know best”
(Nadar).

Diane Arbus defined photography as “secret of the secret”
the more it tells you, the less you know about it”. Ilvo
Veljanov takes us into his mystical world, by introducing the
secret of the persons into the secrecy of the spaces, where
time is melted in merciless manner. The melancholy of the
views melted within the dusk underline the energy of the
mystery. Robert Jankuloski makes use of the experience of
the photographic medium to analyze the forms and to join
them a posteriori in a new union reaching the spheres of
intermediacy. Thus, he is able to make a significant creative
expansion of the photography discipline.

Finally, there is a photo event — the children of Alaksandar
Kondev - seemingly disinterested in ‘the aggression’ of the
camera, happy not complaining.

Informing our and especially the international culture com-
munity about more or less known artists of the photographic
discourse in Macedonia is another yet recognition for the
Macedonian artistic identity. This is something that we owed
to ourselves and to others as well, to those who want to
know us better.

Sonia Abadzieva

Translated by Darko Putilov
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Janaku u MunroH Manaku, JaHakn n Munton Maraku nokpaj peknamHoTo naHo Ha bpoackarta KoMnaHuja 3a nNpeso3 Ha naTHUYM BO AMepuka, 1906
(vHB. 6poj. 6135)
Janaki and Miiton Manaki, Janaki and Milton Manaki beside the advertising board of the shipping company transporting travelers to America, 1906
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bpakata Janaku u Munton Manaku*
The Brothers Janaki and Milton Manaki*

Coma Abaynesa

doTorpaccka xpectomaTuja Ha npouecH,
NpPOCTOpM, JINYHOCTH

(3a rpynHute d¢ortorpachmm Ha Bpakata MaHaku
1904-1963)

Joaeka crurHasme go ocnog,
aHrenute narem Ke He nsegea”
MuntoH MaHaku

,BO oBaa Hawa cpeguHa 6eLue BUCTUHCKA 1y [OCT
fa ce ¢pororpaghmpa rosno yoseyko teno. Og camara
nomucna Ha Toa nyreTo ce 3rpo3ysaa. Jac 6es 3anH-
TepecupaH 3a ybaBumHaTa Ha 4YOBEYKOTO Teso, na
3aroa cu PeKoB, ako He cym cnocobeH ga n3pabotam
MepMepeH akT KakowTo Toa ro npasene peguya
renujannn CKynnTopu, 30WWTO Toraw pfga He ro
¢ororpagpupam. U1 Taka ro CHUMMB NPBUOT MaLLKW
aKT Bo Typcko. CHumMmnB mMax, bugejkn cute obugm ga
¢oTorpagpmpam XXeHcku akT ocTaHaa 6e3 ycnex“!
OBoj uckas Ha MunToH MaHaku ro oTkpuea MeHTanu-
TeToT Ha nyfeTo Bo butona Bo noyeTokoT Ha 20. Bek,
yMeTHU4YKaTa WMHKNUMHauuja Ha aBTOPOT W HeroBaTa
jacHa cBecHOCT 3a goafareTo Ha HOBOTO BpemMe nog-
roTBEHO Aa ja u3BplMW pa3MeHaTa Ha TpaguuuoHan-
HOTO (CNMKApCTBOTO) CO HOBUTE TexHonoruu (¢oTo-
rpachvjaTta). bes pasnuka Ha npegpacyavte, butona
BO OBOj Nepvos € AvHaMWYeH U pa3HOBUAEH Kyn-
TypeH ambueHT. lNpBaTta noronema u MogepHoO onpe-
MeHa neuyaTHuua Ha bankaHoT ce oTBOpa TOKMY BO
oBoj rpag, Bo 1909 roguHa. ®yHKUMOHUPAHETO Ha
TeaTapoT, aMaTepckuTe rpynu, yMeTHUYKUTE CeKLuu,
XOPCKWUTE aKTUBHOCTWU UNn hunMCcKUTe npoekuyun e
CVMHXPOHO Ha NWKOBHWTE cnyyyBara. TpaguyuoHan-
HOTO U3paboTyBare Ha UKOHWU He ro UCKNy4YyBa CO3-
[aBarbeTo Ha CNUKKU BO MacneHa TexHuka, 6aaupaHo,
npeg Ce, Ha KNacu4HUTEe >XKaHpoBW (nOpTpeTw,
nejsa>ku, MpTBX Npupoau u BeayTu).

MmMa v npuuvHa 3owTo Mnagute MaHaku, KopucTejku
ro NOBONMHUOT KYNTYPEH KOHTEKCT, ce onpegenyeaar

E M E

Sonia Abadzieva

Photographic Chrestomathy of Processes,
Spaces, and Persons

(On the group photographs made by the Brothers
Manaki: 1904-1963)

“Until we reached God,
the angels would have eaten us on the way”.
Milton Manaki

“In this environment of ours... it was then really a crazy
thing to take picture of a nude human figure. People
became disgusted just by the very notion of this. | was
interested in the beauty of the human body. So, | told
my self if | am not able to carve out a marble nude as
many ingenious sculptors had done it before, then why
not take a photo of such nude human figure in stead?
And so | made the first male nude photo in those times
of the Ottoman Empire. | took a picture of a man,
because all my previous efforts to produce a female
nude photo had actually failed.” This statement made
by Milton Manaki reveals the mentality of the inhabi-
tants of the city of Bitola at the very beginning of the
20" century, the artistic inclination of the photographer,
and even his clear awareness of the time to come, thus
being ready to replace the traditional technique (paint-
ing) with new technologies (photography). Regardless
of the prejudices, Bitola during this period was a
dynamic and diverse milieu. The first major and mod-
ern printing house in the Balkans was opened in 1909,
right in Bitola. The functioning of the local theater, the
amateur groups, the art clubs, the choir activities and
the movie shows were synchronous with the local art
events. The traditional making of icons did not exclude
making of paintings in oil, based mostly on the classi-
cal genres (portrait, landscape, still life, and veduta).?
There was also a reason why then the young Brothers
Manaki, using the favorable cultural context, committed
themselves to something diametrically opposite, which
was to open the prospects towards new challenges.



3a HewWwTOo AujameTpanHo Apyro, WwTo ru oTBopa nep-
NeKTUBUTE KOH HOBM Npe an3suuyn. Co3HaHWeTo, geka
MOXaT ga ja uckopucTaT TexHonorujata Ha ¢poTo-
rpacdmjaTa 3a NnpakTU4HK Lenu, 3a ga cu ja ocurypaat
eraucTeHyujaTa, 04 egHa ctpaHa v ga ja otenotesopar
yMeTHU4KaTa cTpacT, 04 Apyra cTpaHa, ce OCHOBHUTE
MOTUBM 3a HMBHaTa nojanHa oA44afeHOCT Ha HOBUOT
Me auym.

DoKyCcOT ro opueHTMpaaT KOH AnabuHCKo npoy-
yyBarbe U COBMafyBare Ha 3aHaeToT® : TeXHMKaTa Ha
ClvKare U TEeXHUYKO- TEXHOJoWKaTa nocTanka npu
uspaboTyBare Ha hoTorpachuuTe’. NpepgageHocTa u
rpyboBTa KOH hoTorpadhujata 6apane 3HauvuTeHU
maTepujaniu Bnoxysara, Ho U UCKYH4UTE MTHU NCUXO-
duanukn Hanopu: ,PaboreBme rof KpajHO TeLKn
ycnoBu. Toa bewe Taka n Kora ru pa3susaBme U Kora
m konupasme oTorpagumute. AKO HEKOj Herarus
n3nesewe ,10TBPA", 3@ EKCOHMpare Ha crukara
b6poesme n go 150. N Taka gopexa 4oBek gobuelse
egHa ororpagumja, Tpebawe pa nagHe Bo 6eco3-
HaHune “.

TBopewTBOTO Ha bBpakata MaHaku cogpxwu noe-
OVHEYHW NMOpTpeTU M rpynHu cdoTorpadum, CHAMaHW
BO HMBHOTO aTenje WM Ha oTBOpeHo. NpeameT Ha
0BOj TEKCT ce 3aefHuykuTe poTorpadum kKou ce
odHecyBaaT Ha WMPOK Awnjana3oH npodecun u Hac-
TaHu: cemejcTBa (Kpancku, rparaHcku umm paboT-
HUYKK), cobupwn, MaHudpecTayuu, napagu, U3nNeTw,
npocnasn wnu rpynu Ha BOjHULUW, PaKOBOAWUTENW,
avnnomaTtu, npodecopu, nyfe OKycupaHu OKony
HUBHWUTE Npodhecum (3emjogenuu, TProBum, UHTENEKTY-
anuw, yYeHuuu, nekapw, CnopTUCTH, XyMaHuTapum),
MCTOPUCKN CryyyBarba OCOOEHO 3a Bpeme Ha cuTe
MO>XHU BOjHU Ha bankaHoT. EKkCcTeHanjaTa Ha HUBHUTE
MHTEpecupara € CBecHa Hamepa 3a usberHyBarbe
cTanuuuTe Ha CTepeoTunuTe, OrpaHudeHocTa Ha
BOCTaHoBeHUTE WabnoHn u Koaosu. BHumaTtenHo ru
uzbvpaaTt nokauujata 3a KamepaTa, arofioT Ha CHu-
Marbe, ynoraTta v KoniMuuHaTa Ha OCBeT/lyBareTO, KOM-
nosvumjaTa Ha KagapoT, 3a ga pobujaT noronema
AnaboyvHa OAHOCHO wuny3uja Ha NPOCTOPOT uMm
BrneYyaT/MBoCT Ha huanoHomumTe. OBa BeKe ekcnim-
UMTHO 360pyBa 3a HMBHATa WHBOJMIBUPAHOCT BO yMeT-
Hu4kaTa npobnemaTuka, 3a xenbaTta ga ce NnocTurHe
edekToT u nepdekuymjaTa, KapakTepucTuyHM 3a
CMMKapCcTBOTO®, 3a HUBHOTO HACTOjyBarbe Aa Hanpasat
YMETHOCT CO Apyrv CpeacTBa, 04HOCHO Aa HajaaT cooa-
BeTHa 3aMeHa 3a K/acu4HOTO CnvkKapcTeBo. Toa ce
[0KaXKyBa U CO BHUMAHUETO KOE My ro nocBeTyBaaT Ha
BHaTPEWHWNOT ambueHT KagewTo ce nopTpeTupaat
cemejcTBata WM nyfeTto 04 NOBUCOKWUTE CNOEBM
(aunnomaTun, KoMaHgaHTW, npetcedaTenu, MUHWUCTPW,
nonuTUY4apu, BESMKOAOCTOJHULM U cn.). 3a crvkarbe BO
eHTepuep KopucTaT puBaHga 14, co HacnMkaHu nej3ax
CO anekcaHgpuCcKo APBO Of nesBaTa CTPaHa, aHTUYKU

The knowledge that they could now use the technolo-
gy of the photography for practical purposes in order to
earn their living, on one hand, and to embody their pas-
sion for art, on the other, represented the basic moti-
vation for unselfish dedication to the new medium.
They had placed the focus on in-depth study and mas-
tering the profession® : the technique of taking pictures
and the technological procedure in processing the pho-
tos.* Their dedication and zeal for photography
required significant financial investment and also hard
psychological and physical efforts: “We worked under
very unfavorable conditions. It was so both when we
developed and when we copied the photos. In case
some negative came out ‘more rigid’, then we had to
count up to 150 to expose the picture. And so, until we
obtained the definite photo, we were almost about to
faint”.?

The opus of Brothers Manaki contains individual por-
traits and group photos, taken in their photo studio or
outside, in the open. The subject of this essay are the
group photos that relate to a wide range of professions
and events: various families (royal, bourgeoisie, or
workers’ families), then different events, meetings,
parades, picnics, celebrations, or even photo opportu-
nities involving military officers, leaders, diplomats,
professors, various people focused on their own pro-
fessions (farmers, shopkeepers, intellectuals, stu-
dents. doctors, sportsmen, humanitarian workers,
etc.), historical events especially during the many wars
taking place in the Balkans. The extension of their
interest was a deliberate intention to avoid the pitfalls
of the stereotypes, i.e., the limitations of the estab-
lished patterns and codes. They carefully chose the
location for the very camera, the angle of shooting, the
role and the quantity of the light, the composition of the
very frame, in order to obtain better depth perception,
i.e., illusion of the space or better impression of the
very facial features. This now explicitly speaks of their
involvement in the questions of art, of their desire to
gain effect and perfection, which are characteristic of
painting,® of their attempts to make art by using other
means; in other words, to find proper replacement for
the classical painting. This is further proven by the
attention they gave to the inner ambiance where pic-
tures of families or of people belonging to the upper
classes were taken (diplomats, military commanders,
presidents, ministers, politicians, high dignitaries, etc.)
To take pictures in the interior, they used the rivanda
14, with painted landscape of Alexandria tree on the
left side, antique-like pillars on the right side, iron fence
in the foreground, and impressive construction in the
background. The praps (tree branches, chairs, roots,
staged as still life déécor) further upgrade the setting;
some of them function as signs or status symbols (top
hat, cane, stylish furniture, ornaments, tapestry, tools



JaHnaku n MuntoH Maxaku, Majka co narnapgHeTun aeua so butona, 1916 (vHB.6poj 946)
Janaki and Milton Manaki, A mother with her starved children in Bitola, 1916

JaHaku u Munrod MaHaku, Tpyna cupoMaluHu aeua co 4neHosute Ha Oa60poT 3a 3rpwxysarbe npu EBpejckaTta 3aepHuua Bo butoa, 19087
(vHB.6pOj 2176) / Janaki and Milton Manaki, A group of poor children with the welfare Committee members of the Jewish community in Bitola, 19087
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cTon6oBu, o4 AecHaTa, BO NPeAHNOT Aen xenesHa
orpaja, a BO 3afHMOT NnaH BneyaTnwmea rpagbéa.
PekBunantnte (rpaHku, CTOoNuyW, KOPEHW, nocTaB.y-
BaHM Kako MpTBa npupoga) ro HagononHyesaaT
ONKPY>XXyBareTO, a HEKOW 0f HUB (YHKLUWOHUpaaT
Kako 3Hauw unu ctaTycHu cumbonm (uunuHaap, 6ac-
TYy™m, cTvnckn meben, ykpacw, Tanucepun, anatn 3a
pa6oTa). TpaHcnapeHTuTe, naponuTte U cupmuTe
NOEKCNNWUMTHO ja packaxyBaaT npukasHata BO
cdoTorpachumTe (JaHakm u MuntoH MaHaku nokpaj
peknamMHOTO naHo Ha bpogckarta komnaxuja 3a npe-
BO3 Ha natHuym Bo Amepuka, 1906). KomnoauuymjaTta
HajYecTo e CUMeTpUYHa CO WCTaKHyBare Ha LEH-
TpanHo noctaBeHaTa urypa, a rnaBuTe, HaMecTeHN
Han3MeHn4Ho BO aHdpac nnu npogpun (banot ogpxaH
BO POMAaHCKMOT KOH3ynaT Bo butona no nosopj
ogbenexyBaweTo Ha A[PXaBHWOT MNPa3HUK Ha
Pomanuja, 1904), ja anummpaaT npeTcTtaBaTta. Bo
nogpeayBareTo Ha nyfeTto nupammganHata Kowm-
nosuvyuja cosgasa BneyaTok Ha anabouuHa. Mosute
ro cnegaTt BOCTAHOBEHWOT BO TOj Nepuog CUCTEM Ha
BKOYaHETOCT U CEepuo3HOCT, CMEeTajkM geka Toa e
Ha4yMH OOCTOMHCTBEHO Aa Ce pearvpa Ha HOBMOT
TEXHUYKM M3yM. 3Ha4ajHa KOMNOHEHTa BO NOPTpPeTH-
pareTo npeTcTaByBa yCpeAoTOYeHOCTa BP3 CBET/M-
HaTa. 3aKkny4okoT Aeka Taa Tpeba aa éuae, npeg ce,
npupogHa ro 3acunysa e 4HOBPEMEHO peanncTUYKNOT
acnekT, MHCUCTUPA Ha BEPOAOCTOjHOCTA.

MoHar naceHo gucTaHuyvpare of No3HaTUTE KOA0BMU U
0f cTaTU4HOCTa Ha choTorpachumTe CHUMaHK BO aTen-
jeTo unu BO Apyr eHTepuep, ce eBUAEHTHU BO rpyn-
H1Te doTorpacdum peanvavpaHMm Ha OTBOpeHo. Bo
HVB oncepBayuvjata uMa apyra AumeH3uja, nepcnek-
TvBaTa ce MeHyBa o/ nTuyja Ao xabja, nornefoT HU3
06jeKTUBOT NOTTMKHYBA €4EeH MOWHAKOB KpeaTuBEH
pednekc, WTo ce ogpa3yBa U HA €CTETCKUOT KBa-
nMTeT Ha genoTo. lNMpumapHaTa MOTMBMPAHOCT 0f4
OOKYMEHTapHNOT KapakKTep Ha HacTaHOT Kako Aa ce
WHBEPTMPA BO CEKYHOAPHOCT, CTaHyBajKu LiaHca 3a
nocnobogHn norneau U nHTepnpeTayun Ha maTepu-
janoT. Taka Ha npumep, Ha cdoTorpadmjaTa JaHaku u
MuntoH MaHakn nokpaj pPeknaMHOTO naHo Ha
bpogckara komnawuja 3a npeBO3 Ha NaTHAUW BO
Amepuka (1906), bpakata cTaHyBaaT [Aekopauuja
(aHTMYKKM cTON60BM NOCTaBEHW Ha nepudepujata Ha
KaAapoT) 3a UeHTpanHoTo MecTo aa buae ocnobopae-
HO 3a MAHOTO BO KOE € WHBECTUPaH HUBHWUOT WHTE-
rpaneH yCcTpem KOH WaHWHaTa, KOH OTBOPEHUTE KOH-
TaKTW co cBeTOT. AEeHTUYHA NOCTaBEHOCT NPUMEHY-
BaaT U BO genoTto [lpogaBayn Ha numoHaga npeg
KMHOTO MaHaku : KonuykaTa Koja npogasa NUMOHa-
[a e rnaBHMOT akTep, Taa ynaTyBa Ha HELTO HOBO BO
cnyyyBarbaTa, a nyfeTo ce cTaTUCTh UNu rona AeKo-
payuvja. doTorpacdumTe Ha rpynute nyfe co Benocu-
negw, MoOTopy wunn aBTOMOOWUNW, M eKCnoHwWpaaT

for work). The banners, the slogans, and the written
signs or markings tell more explicitly the very story in
the various photos (Janaki and Milton Manaki before
the Billboard Advertising the Ship Company for
Transport of Passengers to the USA, 1906). The com-
position very often is symmetrical by emphasizing the
figure placed in the foreground, while the heads,
placed alternately in the front or the side view of the
face (The Ball Organized at the Romanian Consulate
in Bitola Celebrating the National Day of Romania,
1904), animate the notion. By juxtaposing the people
on the photo, the pyramidal composition creates the
depth perception. The postures of the photographed
people follow the then established system of ‘wax-
museum’ stiffness and seriousness, thinking that it was
the proper, dignified manner to respond to the new
technical innovation. An important component in mak-
ing the portraits is focusing on the light. The conclusion
that light should be, above all, natural strengthens the
realistic-like aspect, thus insisting on authenticity.

A major distancing from the then established codes
and from the stillness prevailing on the photos shot
inside the studio or in other interior, are evident on the
group photos made in the open. The observation has
another context within them; the ‘bird’s-eye view’ is
changed to the ‘frog's-eye view’; the glance through the
camera initiates a more diverse, yet creative reflex,
having also impact on the aesthetic quality of the work.
The primary motivation in the documentary character
of the event seems to be inverted into secondary, thus
giving chance to more liberal views and interpretation
of the material. For example, on the picture entitled
Janaki and Milton Manaki before the Billboard
Advertising the Ship Company for Transport of
Passengers to the USA (1906), the Brothers become
decoration (antique-like pillars placed in the periphery
of the frame), so that the central point is vacated for the
billboard which vests their integral striving to the future,
to the open contacts with the world. Identical layout is
applied in their photo called Lemonade Sellers in front
of the Cinema ‘Manaki’. the lemonade-cart assumes
the lead role; it signifies something new in the events,
with the photographed people being merely incidental
or even bare decoration. The photographs showing
groups of people with their bikes, motorbikes, or cars,
expose these technical novelties to the very fore-
ground, thus expressing the fascination with the futur-
istically marked vision of reality. in this manner, these
two photographers did change the then usual percep-
tion established for group photography. Placing the
photographed persons in subordinate position inverts
the axiological side of the events photographed (The
Serbian Army General Makes Review of the Cavalry
after Capturing Bitola in 1912; The Arrival of the
Bulgarian Commander Stojcev with the Bulgarian



Janakn u Munron Manakn, OpbopoT 3a uarpagba Ha OduyepckuoT Aom Bo butona cHumen npes rpagunuwrero, 1909 (uHB.6poj 293)
Janaki and Milton Manaki, The council who proposed the building of the Army’s house in Bitola, 1909
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Janakm u MuntoH Manaku, TepmaHcka Komwuua npeg, kacapHute Bo Butona, 1916 (uHB.6poj 560)
Janaki and Mifton Manaki, The German calvary in front of the barracks in Bitola, 1916
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0BME TEXHUYKWU HOBMUTETU BO MPBMOT NNaH, u3pasy-
Bajkm ja dacuyuHauymjata of  PYTYPUCTUYKHK
O3Ha4veHarta Bu3Wja Ha CTBApPHOCTA W Ha TOj Ha4vWH ja
MeHyBaaT BoobuyaeHaTa nepuenyuja ocobeHa 3a
rpynHuTe dotorpacuu. MoctasysaretTo Ha nopTpe-
TupaHuTe BO NogpegeHa nosvuywja ja uHBepTupa
akcuonowkaTa cTpaHa Ha CHAMeHaTa npobnemaTtuka.
(CeHepanoT Ha cpnckara BOjcKa BPLWM CMOTPa Ha
KOomaHuyaTta no 3aB3emMarero Ha butona so 1912 r.;
Hoarawero Ha 6yrapckuor komaHgaHT CToj4eB no
3asemareTo Ha butona co byrapckara Bojcka BO
1915 r; NiTarmjaHckn BOJjHULYM CO 3anfieHeTUoT rep-
maHcku Ton, 1916; Fpyna eBpejcku MOTOLUKIINCTYU Of
W3paen Bo noceta Ha butona, cHumenn npepg 3rpa-
para Ha xorenotr ConyH 19087).

Bo ogaenHn cdoTtorpadum BHUMAHWETO Ce Haco4dysa
KOH packolwHaTta rpagcka obnexka n ambueHToT ykpa-
CeH CO eNeMEeHTU Ha AOMaLHO OMKPY>XyBahe: Tanu-
cepun 1 gpyrn sugnu gekopauwv (Conpyrara Ha Xak
Mesgpaxu co npujatenkn Bo cBevyeHa obnexka cHumMa-
HM BO cBojoT gom, 1904), cyrepupajku ja, Ha ToOj Ha-
YWH, He hM3norHoMaTckaTa 03HA4YeHOCT Ha gamuTe,
TYKY HUBHUOT €CTETCKU EKBUBANEHT, AYXOT, BKYCOT U
CTUNOT Ha BpemeTo. Ha doTtorpadmjaTta JaHaky u
MuntoH Marakun co majcTopute wWTO rpagar oTo-
arenje Bo burona (1904), napanenHo ce coonwTy-
BaaT OBa peneBaHTHW nogaTouw: xuepapxujata Ha
nopTpeTupaHnTe O03HayeHa Npeky pasnuvkaTta BO HUB-
HaTa obneka W PeKBU3NTUTE KakKO HUBEH KOHTEKCT:
BO NpBMOT nnaH e copmupaHa cBoeBugHa MpTBa
npvpoga og npegmeTu co rpyba cTpykTypa (KaHTu co
6oja n gpyr anaT) noctaBeHa npeg Majctopute u
gpyra, eneraHtHa mMpTea npupoga noctaseHa npep
Bpakata MaHnakn, obneyeHun BO rpafaHcka obneka.
BHumaTenHaTa oncepsauuja rM NOTTUKHyBana HWB-
HUTe BooOpasyBaka W WHBEHTUBHOCTWM U MPWU CHU-
MakbeTO Ha NPOTOKONapHUTE CUTyauuu Ha CTpOro
nogpegeHn BOjHULW, 3anoBeHULM UNN HA PerncTpu-
parbe Ha WUCTOPUCKUTE CcnyyyBarwaTa Ha ynuyute
(napagwn, gemoHcTpauuu, MaHudecTaymm, akTUBHOC-
TV 04 pa3nuyeH BUg, NpeYeKyBame U ucnpakame Ha
CTpaHcKkun cnyx6u u ocsojyBaunm Ha MakegoHuja).
Kagpute og osue coTtorpacum (OgbopoT 3a usrpag-
6a Ha Oguuyepcknotr gom Bo burtona, 1909; Make-
L[OHCKN PEeBOslyYNOHEPU OCYLEHN Ha NPOroOHCTBO BO
Mana Asuja, cHumann Ha XKene3nndykara ctaHnya Bo
Burona, 1904; pykara nponaraHgHa MaHugecTaym-
ja 3a Bpeme Ha mnapgo-typckara pesosnyuymja, 1908;
byrapcka spxosuctudka yera, 19127, fJoarawero Ha
Bojgogara [lythuk Bo butona Ha 6 gekemspn 1912;
byrapcka BoeHa eguHuya Ha butonckara xe-
ne3nnyka cranmya, 1943; NepmaHcka BoeHa egHuya
ce Bpaka of repMaHckute rpobuwra Bo butona |
1941), ynaTyBaat Ha cmucna 3a passBuxysarbe Ha
npetcTagaTa, WTO NOTMYHO TFO uUMa CBOETO

Army, after Taking Bitola in 1915; Italian Soldiers with
the Captured German Cannon, 1916; A Group of
Jewish Motorbike Riders from Israel Visiting Bitola,
Photographed before the Building of the Hotel
‘Thessalonica’, 19087?).

In some photographs, the attention is aimed at the
ostentatious town clothing and the milieu decorated
with elements of the local, homemade surrounding:
tapestry and other wall decorations (The Wife of
Jacques Mezdrahi with Her Woman Friends, Formally
Dressed, Photographed in Her House, 1904). The
photo thus suggests, not so much the very physiog-
nomic designation of the women, but their aesthetic
equivalent, the spirit and the taste and the style of that
particular time period. The photo called Janaki and
Milton Manaki Together with the Workers Building the
Photo Studio in Bitola (1904) speaks of two relevant
pieces of information: the social hierarchy of the pho-
tographed persons marked by the very difference in
their clothing, and the props as their context: in the
foreground, a kind of a still life is formed of objects hav-
ing rough structure (cans with dye and other tools)
placed before the workers, and, another type of still
nature placed in front of Brothers Manaki, dressed in
middle-class clothes. The careful observation stimulat-
ed their imagination and inventiveness even when pho-
tographing such strict protocol situations as marching
soldiers or generals or when registering historic events
in the streets (parades, demonstrations, festivities,
activities of all kinds, arrival and departure of foreign
missions and foreign conquerors of Macedonia). The
snapshots of these photos (The Committee for
Construction of the Army Building in Bitola, 1909;
Macedonian Revolutionaries Sentenced to Exile in
Asia Minor, Photographed at the Bitola Railway
Station, 1904; Greek Propaganda Festivity during the
Young Turk Revolution, 1908; Bulgarian Vrhovist
Company, 19127?; Serbian Army General Putnik
Arriving in Bitola, 6 December 1912; Bulgarian Army
Unit at the Bitola Railway Station, 1943; German Army
Unit Returning from the German Military Cemetery in
Bitola, 1941) indicate the sense for animation of the
presentation, which had its logical continuation or pen-
dant in the cinematographic work of the Brothers
Manaki. Being a well-known altruist, Milton Manaki
(also member of the Red Cross and close associate of
Mr. Forbes, the then US representative of this organi-
zation in Macedonia) has also reregistered the human-
itarian activities in his city of Bitola, focusing on the chil-
dren, the situation affecting the poor and the wretched
(the famous striking and psychologically toned photo
Mother with Starving Children in Bitola, 1916), and the
orphans (the unusual, simple, yet inventive and sophis-
ticated scene of a charitable gesture in the photo
Group of Poor Children with Members of the
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JaHakun n Munton MaHaku, JaHaku u Munton MaHakun Ha uanet Bo ceno bapewanu, 1925 (uHB. 6poj 1515)
Janaki and Milton Manaki, Janaki and Milton Manaki on vacation in the village of Bresani, 1925

JaHaku u Munton MaHaku, ITanujaHckn BOjHUUM CO 3anneHeTuoT repmarcku ton, 1916 (uHBe.6poj 1246)
Janaki and Milton Manaki , Italian soldiers with a seized German cannon, 1916
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JaHaky u MunToH Maraky, Tpyna BRawHku - (palapoTyi BO HApOAHa HOCMja, CHUMEHU BO aTen- JaHakn n MuntoH MaHaku, [ise xeHn BO rpaacka obneka, 1904 (wHs.6poj 28)

jeTto MaHaku Bo Butona, 19087 (uHB.6poj 406) / Janaki i Milton Manaki, A group of Vlach Women Janaki and Milton Manaki, Two Women, 1904

— frasharotes in their national costumes, photographed in the studio Manaki in Bitola, 19087



NPOAOIMKEeHNe NN NaH4aH BO HUBHATa KuHemaTorpad-
cka gejHocT. Kako nosHaTt antpyuct, MuntoH Manaku
(4neH Ha LipBeHnoT KpcT 1 copaboTHUK Ha rocnoavHOT
dopbc - npeTCTaBHUK HA oOBaa opraHv3auuja og
Amepuka Bo MakegoHuja) rv 6enexu n xymaHutapHuTe
aKTUBHOCTU BO BuTona, KoHUeHTpupaHu Ha Jdeuara,
cocToj6aTa Ha cupoMalHuTe (no3HaTtatata NoTpecHa,
NCUXONOLWKK TOHWUpaHa choTorpadmja Majka co usrnag-
HeTn pgeya Bo Butona, 1916) u Ha cupauvmwaTta
(HeobuyHaTa, egHOCTaBHA, UHBEHTUBHA U cohmcTUlm-
paHa cueHa Ha 6naropogeH rect Bo dhoTorpadumjata
pyna cupomaiuHmn geya co 4neHosutre Ha Og6opoT 3a
arpuxyBame npu EBpejckara 3aepgHuya Bo butona,
1908 - 19187). OpgpepgeHa cnoboga, NEXEpHOCT U
pa3MeTnMBOCT Ha (haHTasujaTa ce jacHO cyrepupann BO
[etckara urpa co cranosu og, 1898. n Bo Yyernnyure
o4 3emjogenckoro yunnuwte Bo butona cagat gpsja
Ha pugot Ha Kpusa Bogenunya oa 1907.

pynHuTe choTorpachum ceegodaT He camo 3a nyreTo,
HUBHUTE Npodecun, ak TMBHOCTU, MUCUW, HALUMOHANHA
npunagHocT, Ncuxonowka wnu uanydka cocTojoa,
TYKY W 332 HUBHOTO 3Hayere Kako none 3a ucTpaxy-
Barbe Ha (PEeHOMEHONOWKUTE U ecTeTCKuTe npawa-
Ha: noyupame Ha cneynduyHOTO BpeMe BO NPOCTOpU
UCTpa)KyBaHW CUHXPOHO KaKo er3oTuyeH 6ekrpayHa u
Kako aHanu3a Ha npocTopHaTa eKCTeH3uja, 04HOCHO
3ronemMyBareTO Ha unysujaTta Ha npeTcTasaTta npeky
COOTBETHOTO TONKYyBare Ha AUMEH3UUTEe Ha npoc-
TOPOT (TEeMenNHo MUcnMTyBare Ha NPOCTOPHUTE napa-
METPU W uUrpa CO HeroBuTe nNOCUBUNMTETU NpeKy
HarnaceHn XOpW3OHTaNu WNW Tparawa Mno eyKnu-
[0BUOT KO BO KOMNO3uuujaTa).

OrpomHarta ¢oTo npogykuuja Ha bpakaTta MaHaku
(18.513 HeraTueu u 17.854 no3uTtuen) e komnaTubun-
HA CO HUBHOTO JbybONUTCTBO, CO MNOCTOjaHUTE
3anoxo6a un xenba 3a eKCcnepuMeHTUpame u Wupeme
Ha KpYroT Ha MNepuunuMpaHoTO OMNKpyXXyBare U CO
HWBHATa NojanHa NPUBP3EeHOCT U byboB KOH HOBUOT
meaguym’. ®akToT WTO cebe cu ce cmetane 3a
HEeKaKOoB BUJ YMETHULM — CNIKApW HO He COo 60U, TyKy
CO HOBa TexXHUKa — e ronem ,BUHOBHUK" 32 HUBHWOT
KpeaTuBeH norneg Hu3 06jekTusoT.

Uako npeute nHopmaymm 3a gororpacgmjara B0 MakegoHuja
(1855) ce nosp3ysaar co Xaum Kocte Kpcree og Benec , koj
ce nornuiyBan kako 3yrpag v ¢ororpagy”, ywre so 1855 r.,
16 rogunn no otk pueare Ha ¢horor pachujara, nopagu obemor,
3HaYeHETO 1 AujanasoHoT Ha HTepecupare, bpakara JaHaku
MaHakn (1878-1954) n MuntoH MaHakn (1882-1964) ce
cmeTaar 3a nuoHepu Ha MakegoHckara cpororpaghuja, KuHe-
marorpagmja U KuHonpukaxysadka [ejHoCT. 3HaqyereTo Ha
HUBHUTE aKTUBHOCTU Ce pefieBaHTHWU 3a uenuot 6bankaHcku
npoctop, ocobeHo go Bropara cseercka sojHa. [ejcteysaar
3aegHo cé go 1941. kora JaHaku gechmHUTUBHO ce npecenysa

T H E M E

Humanitarian Committee of the Jewish Community in
Bitola, 1908-19187). Some degree of freedom, leisure
and use of imagination are clearly stressed in the photo
called Children Playing with Sticks (1898) and in the
one called Students of the Agricultural School in Bitola
Planting Trees on the Hill of Kriva Vodenica (1907).
Group photos are evidence not only of people, their
professions, activities, missions, ethnic affiliation, psy-
chological or physical situation, but also of their signif-
icance as research field for the phenomenological and
aesthetic issues: locating the concrete time period in
spaces explored synchronously as exotic background
and as analysis of the space extension, i.e., the
increase of the illusion of perception by appropriate
interpretation of the spatial dimensions (fundamental
examination of the spatial parameters and paying with
its possibilities through underlined horizontals or
searching for the Euclidean code in the composition).
The large photographic production made by Brothers
Manaki (18,513 negatives and 17,854 prints) is com-
patible with their curiosity, with their permanent com-
mitment and desire to make experiments and widen
the circle of the perceived surrounding, and with their
loyal dedication and love for the new medium.” The
very fact, that they considered themselves some kind
of artists or painters but not by using colors, rather
using a new technique, is much ‘to blame’ for their cre-
ative view through the camera lens.

Translated by Darko Putilov

Despite the very fact that the first information on photography
in Macedonia (1855) is linked with the appearance of Kosta
Hadzi Krstev of the town of Veles, ,who used to undersign
himself as an ‘icon painter and photographer™ in 1855, 16
years after the invention of the photography in the world, nev-
ertheless due to the extension, significance and the very
scope of interest shown, the Brothers Janaki Manaki (1878-
1954) and Milton Manaki (1882-1964) are considered the pio-
neers and even the very founders of the Macedonian photog-
raphy, cinematography and movie-showing activity. The sig-
nificance of their activities is relevant for the entire Balkan
region, especially until WW Il. They worked together until
1941 when Janaki definitively moved to Greece. Their pro-
duction represents a compact whole, which is not subjected to
and is impossible to differentiate. The elder brother finished a
Romanian lyceum. He was talented in drawing, and later he
taught even calligraphy in the local high school. His younger
brother Milton, having more mettlesome spirit, was more
inclined to the artistic and practical side in life and in the pro-
fession. The combination of the artisan mastery, the episte-
mological legacy and the ability to document the different time
periods, as found in the younger brother, and the aesthetic
sensibility, present in the elder brother, mark the dimension of
compactness / coherency of their photography. The Brothers
Manaki opened their first photo studio in 1898. In 1905 after
Janaki had bought their first movie camera (,Cinema 300“, or
a.k.a. ,Bioscope 300%), the brothers were active in their photo
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BO [pyuja. HUBHOTO TBOPELUTBO NpPeTcTaByBa KOMMAKTHA
yenuHa, HEMOLMNOXHa M HEBO3MOXHA 3a AvcbepeHyujaymu.
lMocrapuor 6par 3aspLumnn PomarHcka rumHasuja Bo burona.
bun HagapeH co cmucna 3a yprare, a nogoyHa npegasan v
kanurpaguja Bo rumnasuvja. lNomannot 6par MunToH, norem-
nepamMeHTeH o [gyx, 6Un HaKMoOHET KOH YMETHWUYKOTO M NpaK-
TWYHaTa cTpaHa BO XKMBOTOT u npoghecujatra. ObeguHyBareTo
Ha 3aHaeTCKOTO MajcTOPCTBO, EenMCTeMOSOLLKUOT barax u
cmMucnara 3a [OKyMeHTUparbe Ha BpeMukara Kaj egHuoT u
eCTETCKUOT CeH3NOUNUTET Kaj APyruoT, ja 03HadyBaaTt QUMEH-
3ujara Ha KOMNaKTHOCT/KOXePEHTHOCT Ha HWBHara ¢hoTorpa-
umja. MNpBoTo ghororpaghcko arerje ro orBopuie BoO JaHHa BO
1898., a og 1905., kora JaHakn Bo JIOHAOH ja KynyBa npsara
kamepa (,KuHema 300" nnun nonynapHo ,buockon 300), gej-
cTByBaar Bo ¢hoTo-aresjero Bo burona, Hajpa3s1eH KyniTypeH,
MONIMTUYKKU, [UNITIOMaTCKU U CTONaHCKW L{eHTap BO TOrawiHa
Makepgonuja. Og 1916. go 1919. JaHaku 6un genoprTupaH BO
lnosgnMe o[ kora pgarupa HerosuoT MA0BANBCKU NePUOA.
lNocTojaHo ja cnepgene TexHudkata nurepartypa 3a @hoTo-
rpachujata BO CBETOT, Cy)ejku ce co ocyM jasuyu. Winjag-
HUYuTe 3a4yBanHn (hoTorpachum og cute hasu Ha HUBHara pa-
60Ta ce egHoBpeMeHO 1) gparoyeHo CBefoLTBO 3a Hajgpa-
MaruyHWTEe cnydyBarara Ha reo-nonuTuykara kapra Ha
bankaHoT (gBeTe bankaHcku BOjHU, Mnagorypckara pesony-
yuja, lNpeara n Bropara ceeTrcka BojHa - HenpoyeHnusa ¢hoTo
U UMCKa [OKyMEHTaluja 3a CUTE MOXXHU OKynayuu 1 genbu
Ha Makepgonuja; 2) 6orar KynTypeH W yMETHUYKU Tpe3op.
HusHara reybonuTHa kamepa ce gBuxena Bo CuTe croesu Ha
XWBOTOT, PErucTpupajkn noeguHeYH nopTpeTu u rpynHr
npeTcTasu Ha cuTe CroeBu HaceneHne u Ha cute npPopunn Ha
0oCBOjyBayYn 0f PAa3fNYHU  HALUMOHANHW  NPOBUHUEHLNN
(cenanu, rparaHu, NOAUTUYaPKU, QUNAOMAaTU, BOJHULM, 60pLM,
3apobeHuLu, Kpanesu, cynTaHu, NPogphecopu, JOKTOPH).
bpakara MaHakn umane v cTaryc Ha [BOPCKU ¢hoTorpaghm BO
benrpag, bykypewrt wn WictraHbyn. Ha ronemara c¢bororpaghcka
n3noxb6a o bykypewt (1906) gobusaar nocebHu nnaxketu, 3nar-
eH n cpebpeH mMegan. PaboTejkn napanenHo, BO KOHTEKCT / KOH-
TaKT CO CBETCKMOT byM BO ¢hoTorpaghmjara 1 ¢huiMoT, oTBOPEHO
ro JeMOHCTpUparne CBOJOT BOCXUT KOH TEXHWUYKO-TEXHOIMOLLKUOT
nporpec, hacymHmpann of npobuBOT Ha HOBUTE WU3YMH, CO
OTBOPEH YCTPEM KOH UgHWHaTa. Vi octasune Ha MakegoHuja, Ha
bankaHckuTe 3eMju M Ha CBETOT KanuTaneH [OKYMEeHTapeH u
YMETHU4KN byHAYC Ha ¢hotorpachmm u chunmosmn (Hag 18.000
¢pororpacpum u 1500 metpu chunmMcka neHTa), peanu3vpaqH BO
onacHu BoeHu U Typ by neHTHU Bpemutba. [Npeara ¢oro u cunmc-
Ka kamepa Ha barnkaHoT, 0TBOPareTo Ha NMPBOTO KUHO CO (hnM-
CKuUTE NpOoeKyun 6une aprymeHT 3a Bne3 Ha butona u Ha
Makegoruja BO CBETCKUTE KYNTYPHN U HayYHW TPEH 4OBU.

Pepaxymnjara um m3pasysa 651arogapHocT Ha ApxuBOT Ha
Penybnuka MakegoHunja - Oggenexnve butona u Ha
My3ejoT- 3aBogoT Bo burona, 3a nomowTa okos1y n36opor
U cKeHMpameTo Ha ¢oTorpagumre o Bpakara MaHakw.
Curte ¢potorpagum ce o4 PoHA[OT hoTor paghmum Ha Bpakara
MaHaku Bo cnomHatoTo OggenexHme

studio in Bitola, the most developed cultural, political, diplo-
matic, and economic center in then Macedonia. Janaki
Manaki was deported to the Bulgarian town of Plovdiv in the
1916-1919 period; this period is also known as his ‘Plovdiv
period’. Both brothers constantly followed and read the latest
technical literature about photography in the world, making
use of eight different languages. The thousands photos pre-
served in all stages of their work are at the same time: 1) pre-
cious evidence of the most dramatic events on the geopoliti-
cal map of the Balkans (the First and the Second Balkan
Wars; the Young Turk Revolution; WW | and WW Il - valuable
photo and movie documentation about all possible occupa-
tions and partitions of Macedonia); and 2) rich cultural and art
treasure. Their ‘curios’ camera moved through all segments of
life, registering individual portraits and group snapshots of all
layers of the population and of all profiles of conquerors, hav-
ing different ethnic background (farmers, townspeople, politi-
cians, diplomats, soldiers, fighters, kings, sultans, professors,
doctors...).

The Brothers Manaki also had been granted the status of
official court photographers in Belgrade, Bucharest, and
Istanbul. At the great photographic exhibition in Bucharest
(1906), they were awarded special plaques, together with
gold and silver medals. Working simultaneously, in context /
contact with the then global boom of the photography and
the movie as such, they had openly demonstrated their rap-
ture with the technological progress, their fascination with

the appearance of the new innovations, with open striving
towards the future. They left to Macedonia, the Balkans and
the world a capital documentary and artistic stock of photos
and movies (more than 18,000 pictures and 1500 meters of
roll films), taken in dangerous, wartime, and turbulent peri-
ods. The first photo and movie camera in the Balkans, open-
ing of the first cinema with the movie shows, were indeed an
argument for Bitola and Macedonia to enter the global cultur-
al and scientific tendencies.

1. See: Pavle Konstantinov, Brothers Manaki, Mlad Borec, Skopje,
1982, p. 77 (in Macedonian)

2. In that period, such painters as Kosta Skodreanu, Alaksandar Papa
Naum, Mito Stamenov, lvan Melnikov, Pavle Pavlovski, etc., were
active in the city of Bitola.

3. Brothers Manaki purchased professional literature from producers
such as “Lumiére” in Paris, and “Juggla” in Lyons. They used most-
ly the aqua films bought in Dresden Istanbul, Belgrade or Zagreb.

4. “The negatives were actually glass plates coated in emulsion with

format of 9 x 12 or 18 x 24, while they copied the photos by use of
contact copies... When making the prints, they also used a toner”.
About this, see: Aleksandar Krstevski - Koska, The Photographic
Activity of Brothers Manaki. In: The Creation of Brothers Manaki,
Archive of Macedonia, Skopje, p. 75. (in Maced.) “In retouching the
plates (the negatives), Janaki had no match - he corrected the level
of light on the places that were too shiny, by using some kind of
acrylic colors”. In: Pavle Konstantinov, op. cit, p. 74. (in Maced.)

. Pavie Konstantinov, op. cit, p. 189. (in Maced.)

6. “Photography is a unique art per se. If you lack the feeling how to
photograph the client, then do not sit at all before the camera. We
are also in a way like the contemporary painters or like the former
icon painters. We are also able, like them, to make the faces we
photograph more beautiful. This can be drawn from playing with the
light. | can make even the most rugged face look like an angel.
Only artists can make such things, i.e., people who know what
attractive, magic, wonderful, astonishing is”. In: Pavle
Konstantinov, op. cit, p. 76. (in Maced.)

7. When the Serbian King Alexander | Karadjordjevic proposed to
Milton Manaki (who was also known for his great love of horses) to
manage the Royal Stud Farm, Manaki replied: “I thanked the King
for the offer and, having kissed the camera, | reiterated that | would
not give up this box, not even for two harems of the Sultan”. In:
Pavle Konstantinov, op. cit, p. 116. (in Maced.)
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1. Bugn: MNaene KoHcTtawTuHOB, Gpaka Manaku, Mnapg Bopeu,
Ckonje, 1982,77

2. Bo T1oa Bpeme Bo butona pabortene cnukapure: Kocta
WkoapeaHy, Anekcangap Mana Haym, Muto CtameHos, UsaH
MenHukos, Masne MNMasnoscku u Ap.

3. Hab6aByearne cTpyyHa nuTepaTypa of NpoussoauTenuTe
Jumunep® og Mapua un . XKyrna“ og fmoH. Kopuctene rnasHo
aksa cunmosu KynysaHu Bo fpeaaeH, Uctanbyn, Benrpag nmm
3arpe6b.

4. HeraTuBuTe C€ UCKMY4MBO CTaKIMEHW NIOYMN NPpeMadvaHln co emyna-
vja Bo popmatn 9 x 12 unu 18 x 24, a potorpacpumTe rm Konu-
pane npeky KOHTaKT Konuu. Mpu uaroTeyBatbe Ha NO3UTUBUTE
ynotpebysarne u ToHep“. 3a oBa Bugu: AnekcaHgap Kpctescku —
Kowwka, @ororpagckara gejHoct Ha bpakara MaHaku. Bo:
TsopewwTBOTO Ha Bpakara MaHaku, ApxuB Ha MakegoHuja,
Ckonje, 1996, cTp. 75; ,Bo peTywuparbe Ha nnowTe (HeratusuTe)
JaHaku Helle HeJOCTUXEH — ja Kopurupan ceeTnuHarta Ha
NpPeMHOry oCBETIIEHUTE MECTA, CO HEKOj BUA Ha akpunHu 6ou”, Bo:
lMasne KoHCTaHTMHOB. UMTUPAHO Aeno, cTp. 74

Munton Manaku, Janakn MaHaku Ha u3neT co npu-
jatenu Bo Barbata Xucap, 1918 (uHB. 6p. 2239)

Milton Manaki, Janaki Manaki on excursion with friends
by the thermals Hisar, 1918

5. lMasne KoHcTaHTMHOB, LUTUPaHO geno, cTp. 189

6. ,®oTorpacumjata e cBoeBMAHA YMETHOCT. AKO HEMALL YCeT Kako
Aa ro cnukaw mylitepujaTa, Toraw BOOMWTO He cefHysaj npea
06jeKTUBOT. U HUE CMe HELLTO KaKO COBPEMEHUTE NMTMKOBHU
YMETHULIW UM HeKoraLlHW 3orpacu. He camo Tue moxat ga ru
pasy6aBaT fMuaTa WTo ru cnukaart, TyKy u Hue. Og urpaTa Ha
cBeTnuHaTa Toa Tpeba Aa ce nssnede. Jac moxam ja ja
Hanpaeam u HajoabojHaTa dala Aa npunera Ha aHren. A toa
HEeLITO MoXaT fa ro HanpaeaT CaMo YMEeTHULM, nyfe Kou
pacno3HaBaarT LWTO e NpUBMeYHo, BonwebHo, 60XeCTBEHO,
BOCXWUTYBa4Ko", Bo: MMasne KoHCcTaHTuHOB, uuTupaHo geno, 76

7. Korakpanot Anekcangap | Kapafopresuk My npeanoxun Ha
MunToH MaHaku (MHaky ronem reybuten Ha Kowu) da cTaHe
paKkoBoAWTen Ha Kpanckara eprena, Toj ogrosopun: ,My ce
3abnarofapvs Ha MoHyaaTa u oTKako ro 6akHas oTtorpad-
CKWOT anapaT, My NOBTOPUB, AeKa 3a OBOj caHAaK He 6u ce
pa3fenun Hu 3a ABa CynTaHcku xapemu®. Bo: MMasne
KoHcTaHTuHOB, uutuparo geno, ctp. 116
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Janakn n Munton Maraku, Tpyna espejckn moTopumknuctu o N3paen so noceta Ha butona, 19107 (uHBe.6poj 309),
Janaki and Milton Manaki, A group of Jewish motorcyclists from Israel visiting Bitola, 19107

Jarnakn n Munron Maraku, NpucTuriysareeTo Ha Benocuneguckuot kny6 oa Butona so MNpunen, 1907 (vHB.6poj 1563)
Janaki and Milton Manaki, The bicyclists of the Bitola bicyclist's club arriving in Prilep, 1907




JaHaku n Munton MaHnaku, Yuenuumte o 3emjoaenckoTo yumnuwTe Bo butona cagaT apsja Ha pugot Ha Kpuea Bogenunua, 1907, (uHe.6poj 565)
Janaki and Milton Manaki, The pupils of the School of agriculture in Bitola planting trees on Kriva Vodenica, 1907

JaHnakm n MuntoH Manaku, JaHakm n MunToH MaHaku co MajctopuTe LWTO ro rpagaT gpoTo-atenjeto Bo butona, 1904 (1HB.6p. 2280)
Janaki and Milton Manaki, Janaki and Milton Manaki with the workers building the photo-studio in Bitola, 1904
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3agup Owaskos, butona, okony 1930, ctakneHa nno4a, 58x89 mm
Zafir Osavkov, Bitola, about 1930, glass plate
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Mupocnas beman, 3achup Owaskos, Xpucto [iumkapocku

Miroslav Beljan, Zafir Osavkov, Hristo Dimkaroski

PobepT JaHkynockun

Cabinet portrait a la Macédoine

Bo Makegonvja noctojat nogatouu (NOTKpeneHu co
MarepujanHu gokasu) 3a cotorpadcku paboTunHuLm
o4 AgesefeceTTute rogavHM Ha 19 Bek, WITO He 3Hauu
AeKa v nped 0BOj Nepuog BO HEKOW rpadoBu He Noc-
Toene coTorpacm co ceou ctyauja. Ho, kako u ga e, Ha
noyeTokoT Ha 20 Bek BO cuTe rpagosu Ha Makeaonuja
uMa potorpadcku aTtenjea, a BO HEKOW NOronemu
MecTa erauctupane no Hekonky cgotorpadu. Co camo-
TO OTBOparme Ha MnoBeke CTyauja ce 3ronemyea
KOHKypeHuujaTa, a Co Toa ce 3rofiemMyBa KBanuTeToT Ha
YCNyrute n KBanuTeToT Ha KpajHUOT Npou3sog,.

Bo npogomkeHve Ke HaBegeMe HEKONKY UMuHba Ha
coTorpacm ko paboTene Bo npeata nonosuHa Ha 20
Bek. M1360poT Ha 0oBMe NUYHOCTU He 3Ha4Yn Aeka Tue ce
npeuv nnu Hajao6bpu hoTorpacm og oBoj nepuod. Tue ce
camo gien o4 MHOryTe MajcTopu WTO OCTaBune Tparv og,
BPEMEeTO BO KOe LITO >XuBeene, co3gane gena Kov co
CBOjOT KBanuTeT Ce W3a4BojyBaaT 0f unvjagHiuuTe
hoTorpachum cHUMEHN BO CTyamjaTa HU3 MakegoHwja.
Xpucto Oumkapocku (1883-1920) e egeH oa npeute
coTorpachm Bo Npunen koj oTBOpUN hoTorpadcko CTy-
avo npeg 1910 roguHa, NO HEroBOTO Bpakare 04
Amepuka Kage WTo ro ndyumn otorpadckuoT 3aHaer.
Ha noyeTokoT, o4 ronema nomow Ke My 6uae HerosmoT
poaxvHa JopaaH Llanes Koj KoH kpajoT Ha 19 Bek 0TBoO-
pun coTorpadpcko atenje Bo butona. Og covyBanute
coTorpachum U CTakneHu NNoYn (HeraTweu) Moxe Jda
ce 3akny4u geka [ljumkapocku uman 6orato onpemeHo
CTyavo Kage WTo 3a choTorpadmpare KopucTen gHeB-
Ha CBET/MHA Ynja WITO jaumHa ja KOHTponupan co nnat-
Ha (3aBecw) 1 co pasHn pednekTupaykyu NOBPLIMHU. 3a
toTorpacmpare Kopucten Hekonky doTorpadckm
Kamepu Co pasnuuHu gumeHsun. [pu cHUMaHEeTO Ha
cdurypw, mogenute rm noctaeyBan npeg HacnMkaHo
nnaTHO, a NOKpaj HWB NOCTaByBas HajpasnuyHu
pekBu3nTH co uen aa ja 3éoratm komnosuvuujaTta. Mery

Robert Jankuloski

Cabinet portrait a la Macédoine

There is data in Macedonia (supported by material evi-
dence) about photographic workshops that operated in
the 1890s; this does not mean that there were no even
before this period photographers with their studio in
certain towns in Macedonia. Anyway, at the start of the
20" century, almost all towns in Macedonia had their
local photo studios. In some cities, there were even
several photo studios. Opening more photo studios
paved the way to higher competition which on the other
hand raised ultimately the quality of the services and
the quality of the end product.

Further, in the text we would like to present few names
of photographers that were active in the first half of the
20" century. We have to underline that the selection of
these persons does not mean that they were the very
first or the best photographers in this period. They are
just part of the many master artisans that had left
traces of the times they lived in, when they created
works that excel in quality from the other thousands
photographs made in the studios throughout
Macedonia.

Hristo Dimkaroski (1883-1920) was one of the first pho-
tographers in the town of Prilep who initially opened a
photo studio before the year 1910, upon his return from
the USA, where he was trained in the photographic
artisanship. At the very outset, his cousin Jordan
Capev was to help him. This Capev opened his own
studio in Bitola in late 19" century. We can conclude
from the preserved photographs and glass plates (neg-
atives) that Dimkaroski had a well-equipped studio
where he used daylight for taking photographs. He
controlled the intensity of the daylight by various tex-
tiles (curtains) and by different reflecting surfaces. To
make photographs, he used several cameras with var-
ious dimensions. When taking photographs of human
figures, he used to place the model before a painted
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oBue choTorpachum ce u3ggojysa nopTpeToT / durypa
Ha HerosaTta conpyra Jbybuuya [Awmkapocka og 1910
rogvHa kage wro Taa e ybéaso obnedeHa Bo cTvn ,a na
dpaHra“, a cTtom Nokpaj edHa packowHo pesbapeHa
cTonMua Cco Koja Ce MOCTUrHyBa pamMHoTexa BO
toTorpacmjata u nomara Npyv NOCTaByBare Ha TENOTO
Ha MoZenor.

3Ha4ajHu ce n NOpPTPEeTUTE CHUMEHN BO CPeaHO-KPYNeH
nnad, Npu WTO NOKPaj KoMnoavywjata [uMKapocku
BOOW CMeTKa 3a CBeTNoTo BO doTorpadmjata Kopuc-
Tejku HacoveHo andy3Ho ceeTno. Bo osaa rpyna v ru
cnomeHane: llopTpetor Ha [ume [umkap, TaTko Ha
oTtorpachoT u llopTper Ha cTapuya (Aua Janesa?). Bo
NPBWOT CNy4yaj, MOA4EeNnoT e BO cegedvka nonoxba, ce
rnegja noronem gen og ctoyvuyaTa, a BO NEBUOT A0NEH
aron Ha choTorpacmjaTta e noctaBeHa MacuM4ka Ha Koja
WTO Ce NOTNPEeHW paueTe Ha NOpPTPeTUPaHUoT BO
KOULWTO APXW KHUra. KHuraTa, Kako pekBu3unT, o4 egHa
CTpaHa e 3HauyaeH enemeHT o4 Komnoavuwjata, a of
Apyra cTtpaHa rM noteHuyupa adumHuteTute Ha [dume
Oumkap KoH nwaHnoT 360p (bun coBpemMeHuk u npuja-
Ten Ha Mapko LieneHkoB).

McTo Taka n Ha BTopaTa hoTorpacdmja, MogenoT e Bo
cefjeyka nonox6a, a BO NeBMOT JONeH aron e
noctaBeHa macuyka Bp3 Koja WTO wMa BasHa CoO
ueke. lNMocTaBeHoCTa Ha paueTe BO 04HOC Ha rnasa-
Ta rpagu TpwarofsHa kKomnoswvuyuja v ja noteHuyupa
s,sopgocta” Ha crtapuyaTta. CBeTnoTto Ha oBaa
doTorpachuja e noHacoyeHo, CO WTO ce gobusa
noronemM KOHTpacT Ha cuyeHaTa.

Bo gBaTa cny4au MogenuTe ce u3gBoeHu o4 nosagu-
HaTa. bnarogapeHwe Ha noronemoTo pacTtojaHve
Mogen / no3aguvHa, a MOXebu n KOpPUCTEHETO Ha
nopTpeTeH 06jeKTUB cO noronema (hokycHa O0ImKuHA,
nosaguvHaTta e 3aMaTeHa, Ho 6oraTta co NONyTOHOBW W
ce HaceTyBa HacnukaHwot moTws. Osaa ,cdymato”
aTMocoepa ywTe noBeke ro UCTakHyBa NPBUOT MNNaH,
nopTpeTupaHaTa NMYHOCT.

To4yHaTa ekcnoavyuja Npy cHUMaHeTo Ha doTorpacu-
WUTe 1 NpeymsHata xemmcka obpaboTka Ha HeraTuBuTe
(cTaknenuTe nnoun), gaBaaT MOXHOCT Aa ce uadpabo-
Tat potorpadhCkM KonNMM Kou WTO mn3obunysaaTt Cco
6e36poj getanu 1 WWpoka rpagauyuvja Ha nonyToHOBW.
OBa e nokasaten geka [Jumkapocku go6po ru nos-
Haean coTtorpadckuTe NPoOLECH, KAKO NPpU CHAMAaHETO
Ha HeraTMBuTe, Taka W NpW HUMBHA o06paboTka u
n3paboTka Ha choTorpachmuTe.

3admp Owaskos (1905-1996) e 6utoncku choTorpacd koj
notekHysa og oTorpadcko cemejcTBo. HerosuoT
Tatko, Bacun OwaskoB (1872-1942) uman coTtorpac-
CKO CTyauo Bo [lebap Koe WTO ro 0TBOPWI HAa NOYETOKOT
Ha 20 Bek, hoTorpachckvoT 3aHaeT ro udy4un Bo bpajna
(PomaHwja) kage wTto uman pogHuHn, a Bo 1920 roguHa
3aefHO CO ceMejcTBOTO ce nmpecenun Bo butona kage
WTO NPOAOIKMN Aa ce 3aHuMasa co hoTorpadmja. Ha

canvas. He also used to put different objects in order to
enrich the composition. Among all these photographs,
we can single out the portrait / figure of his wife Ljubica
Dimkaroska of 1910 where she is beautifully dressed in
the style ‘a la franga’. She is standing near a splendid-
ly carved chair thatis used to reach balancein the pho-
tograph and also helps in supporting the body of the
model.

There are also important portraits made by using the
middle-foreground context, where in addition to the
composition Dimkaroski took care of the light in the
photograph by using directed diffusion light. We should
quote in this group the following photographs: Portrait
of Dime Dimkar, father of the photographer, and
Portrait of an Old Woman (Aca Janeva?). The former
photographs shows a sitting model; bigger portion of
the chair can be seen, while the left lower angle in the
photographs shows a placed small table used to sup-
port the arms and hands of the portrait model holding a
book. The book, as a prop item, on one hand, is an
important element in the composition, and on the other
hand, it underlines the preferences of Dime Dimkar for
books (he was a contemporary and friend of Marko
Cepenkov).

Likewise, the latter photograph also shows a sitting
model, while a small table with a vase full of flowers is
placed in the lower left angle. The position of the hand
vis-1-vis the head complements a three-angie compo-
sition and so underlines ‘the pride’ of the old lady. The
light in this photograph is more directed thus giving a
higher contrast on the scene.

In both photographs, the models are separated from
the background. Thanks to the bigger distance
between the concrete model and the background, and
maybe also due to the use of a portrait lens with high-
er focus length, the background is blurred, yet rich with
semitones and one can sense the painted motif. Such
a ‘sfumato’ atmosphere even more underlines the fore-
ground, that is, the portrayed person.

The correct exposition when taking the shots and the
precise chemical processing of the negatives (the
glass plates) provided the opportunity to produce pho-
tographic copies that are rich with numerous details
and wide gradation of the tones. This is indicator that
Dimkaroski knew very well the photographic process-
es, both when shooting the negatives and when pro-
cessing them to make photographs.

Zafir Osavkov (1905-1996) was a photographer in
Bitola, originating from a family of photographers. His
father, Vasil Osavkov (1872-1942), originally was owner
of a photo studio in Debar, which he opened in early 20*
century. The father studied the photographic artisanship
in Braila (Romania) where he had some relatives. In
1920, the entire Osavkov family moved to Bitola, where
the father continued to work as photographer. In the



Mupocnas berbaH, Oxpua, 1936, cTakneHa nnoya, 99 x 150 mm
Miroslav Beljan, Ohrid, 1936, glass plate

Mupocnas GepaH, Oxpug, okony 1935, ctakneHa nno4a, 99 x 148 mm
Miroslav Beljan, Ohrid, about 1935, glass plate
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NMo4YeTOKOT CTyauoTo 6MNO perucTpypaHo nog MMeTo
.doTo atenje Bacun OwaBkoB(MK) 1 CUHOBK®, a NO Hero-
BaTa CMpT ro Bogene cuHoBute 3adwvp n depavHaHg,
kako ,doTo aTtenje bpaka Owaskosu”.

3acmp OwaekoB choTorpadhCckmMoT 3aHaET ro U3y4mn Bo
Ckonje 1928 rogwHa kaj doTtorpacdoT Hagawkuk.
Ctyanoto 61Mno pernctpypaHo Ha Heroso ume, a
®epavHaHg My nomaran Bo pabortara, Haj4ecTo okony
peTywupare Ha HeratmeuTe. Kora ctaHyBa 360p 3a
aBTOPCTBOTO Ha oTorpadmmTe HE MOXE CO TOYHOCT
Ja ce onpegenu Koj o Tpojuata doTorpacupan
oapefeHa cotorpacuja. Moxxebu e HajnpasunHo osue
doTorpachum ga rm TpeTvpame Kako npou3Bod Ha
doTorpadckara pabotvnHiya OwaBKoBW.
BuTonckoTo cTyavo Ha OwaBkoBW NpeTpnyBa HEKOSKY
NPOMEHN BO NOrnea Ha eHTepuepoT n Ha dhoTorpad-
CKuTe peksu3nTn. Kako 1 nosekeTto coTorpacdm kopuc-
Tene HacfvkaHo nnaTHO Kako no3ajuHa W noBeke
CTONWMUW, Macu4YKn N Apyru npegmeTn. Bo TekoT Ha pab-
oTarta 6une NpoOMeHeTN HEKONKY No3aavHn, a no 1945
roguHa HacrnvMkaHuTe nnatHa rm 3aMeHune co eaHoc-
TaBHa cvBa gpanepuja.

Mpw Konuparee Ha ogpeaeHn CTakNeHy NNo4Yun ce Aobu-
Ba BNeYyaToK Aeka 3a Bpeme Ha choTorpadmparbeTo He
BOAene cMeTka 3a KoMnoauuuvjata BO BTOPUOT NnaH.
Ho, kora ke ce nornegHat doTorpacdumte n3paboTeHn
HenocpeaHo N0 CHUMaHEeTO 0f caMuTe MajcTopw, ce
rneja feka Tue noceBeTyBane rofiemMo BHAMaHue npu
m3paboTtkata Ha nosutmeuTe. Kaj noBeketo ¢oTo-
rpacoum nosaguHaTa e 3aTemHyBaHa, ,JAeKyBaHa“ unu
n3benysaHa. Ha Baka obpaboTeHaTa no3aguHa, cO
noMoW Ha WAabnoHW UM CO CBETIIOCHA U XEMWUCKW
WHTEpPBEHUMM A04aBaHW Ce Hajpas3nuunn wapwu. Yecto
naTu 3Haene Aa npetepaat CoO OBWE WHTEPBEHUMN Y
LChvkaTa" gobveHa Kako kpaeH pe3yntaTt nocegysana
3aHamapnmeu doTtorpadCcku KapakTepuctuku. Ho,
COYyBaHWN CE U TaKBW HEraTmeM Kow WwTo ce 6nmMckn Ao
HajoobpuTe OOKYMEHTapHW NOPTPEeTU CHUMEHWN BO CTY-
avo Bo Toa Bpeme. EgHa og Tve dotorpacwm e lMenu-
BaHu, Koja aatvpa of TpueceTTute roguHn Ha 20. BeK.
Ha doTtorpacdmjata ce gsajua 6opaun, nenvesaHw.
(TaTKO 1 CMH nNK yunTen v yyeHuk ?). fisete counrypu ce
[0 nonosuHa ronu, obnedeHn camo Bo 60peykn Kycw,
KOXEeHN naHTanoHu. [NpupogHaTta nocTaBeHOCT Ha
NopTPETUPaHUTE U CjajHUTe OenoBv Ha NaHTanoHUTE U
AenyMHO Ha TenaTa AoNnoByBaaT BneyaToK Aeka
UCTUTE Ce CHUMEHW HenocpegHo npeg wnu no 6opba.
Haco4eHOTO CTpaHWYHO CBETINO MM UCTaKHyBa MYCKY-
nectute Tena Ha nervBaHuTe. AKO ce aHanmaupa
HaBuayMm HecpeaeHuoT BTOpP NnaH Ke 3abenexume
[eKka cTaHyBa 360p 3a rpMX/MBO HaMecTeHa 3aHVHA.
MocTaBeHocTa Ha ABaTa npegmeTy (CTonvua v BUCOK
NocTameHT CO Horapwm) ja Hapylysa KomnosuyujaTta, Ho
npyaoHecyBa BO NPMPOAHOCTA Ha CueHaTa, a co Toa ja
3roneMyBa [OOKyMeHTapucTudkata BpeaHOCT Ha

beginning, the photo studio was registered under the
name “Photo Atelier of Vasil Osavkov (ic) and Sons”.
Upon his death, the business was run by his two sons
Zafir and Ferdinand, then under the name of “Photo
Atelier of Brothers Osavkov”.

It should be noted that Zafir Osavkov obtained photog-
raphy training in Skopje in 1928, at the studio of pho-
tographer Nadaskic. The studio was registered under
his name, while Ferdinand helped him in the job, most
often in retouching the negatives. When talking about
the very maker of the photographs, it is very difficult to
precisely define which one of the three made the pic-
ture in question. Perhaps it would be most correct to
consider these photographs a product of the workshop
of the Osavkov family.

The Bitola photo studio of the Osavkov family under-
went several changes in context of the interior and of
the photographic prop items. In the manner of their
contemporary photographers, they also used a painted
canvas as a background and few chairs, tables and
other objects. In course of their operation, several
backgrounds were changed, while in the post-WW ||
period, they replaced the painted background canvas-
es with a simple hanging drapery.

In the process of copying some glass plates, there is
impression that when taking pictures, they did not care
very much about the composition in the background.
Yet, when we take look at the pictures made by the
very photographers immediately after taking them, it is
evident that indeed they paid high attention on pro-
cessing the positives. Most photographs have dimmed,
‘processed’, or bleached background. On such
processed background, by use of various templates or
by use of light and chemical interventions, all kinds of
decorations were added. Very often, they used to over-
do such interventions, and so the end ‘picture’ had
minor or insignificant photographic features. However,
even such negatives were preserved that are very
close in quality to the best documentary portraits taken
in studio, of those times. One of them is called
Wrestlers, from the 1930s. The picture shows two
wrestlers. (Father and son, or trainer and a student?)
Both figures are half-naked, dressed only in short,
leather wrestling trunks. The natural posture of the por-
trayed persons and the shiny parts of the trunks and
partly of the bodies make the impression that these fig-
ures were photographed just before or after a wrestling
bout. The directed sidelight underlines the muscular
bodies of these country wrestlers. If one analysis the
seemingly unsettled background, then we would notice
that, it is a carefully set background. The position of the
two objects (a chair and high podium with legs) dis-
turbers the composition, yet it contributes to the natu-
ralness of the scene, thus increasing the documentary
value of the said picture. The black curtains that partly



doTorpachwjata. LipHute 3aBecu Kou AEenymHO ro
npekpvBaaT HaCfMKaHOTO nnaTHo, dhoTorpadhoT m
nocTaBun BepTUKaNHO 334 cekoja durypa v 06jekToT
Ha UHTEepec yCnewmHo ro 044801 04 no3aguHara.
Mwupocnas Berban (1903-1998) Bo Oxpug goara KoH
cpegvHaTa Ha gpaeceTtute rogvHu og 20 Bek. Ha
noyeToKoT copaboTyBa CO CTPywKuoT poTorpad
Craepe lNonocku, a okony 1930 rogvHa oTvBOpa
doTorpadcku aykaH Bo Oxpug. berbaH co doTorpadm-
ja 3anoyHyBa ga ce 3aHumaBa BO 3arpeb6, ywTe npeg,
HEerosoTo goarare Bo MakegoHuja. KopucTtejku ro osa
UCKYCTBO ce obugysa oTorpapckoTo CTyavo da ro
onpemMn nNo NpUMEpoT Ha aTtenjeata BO noronemuTe
€BpOMNCKN UeHTpU. Bo HauHOT Ha KOMMoHWpame Ha
doTorpachmmTe, UcHeKop npasu CO Toa WTO BTOPUOT
nnaH He e camo A4BOAVWMEH3VoHaNHa NoBpLWMHA, TYKY
TOj € Aen o4 UenoKynHMoT NpocTop Bo choTorpadujaTa.
Bo csoeTo cTtyguo, bervaH rpagu BACTUHCKA NPOCTOP-
Ha cueHorpadmja, a curypute (objekTuTe) rv u3geojysa
CO MOMOW HA CBETMOTO W CO KOHTpONMpare Ha
AnabouvHckaTa ocTpuHa Bo choTorpadhumjara.

Moronem pgen og Baka CHUMeHuTe oTorpacdum
AopaboTysa Bo nabopaTtopwja, rv petywmpa (goupTysa)
CTakneHuTe nnoYu, [04aBajku WU3BECHW LwWapu Ha
nosaguHata. Ho, Toa ro npaBu [uUCKpaTHO, He
HapywyBajkMu M OCHOBHUTE KapaKTepuUCTUKU Ha
coTorpachmjata Kako meguym.

cover the painted canvas are placed by the photogra-
pher vertically behind every figure and the object of
interest is successfully separated from the very back-
ground.

Miroslav Beljan (1903-1998) arrived in Ohrid, in the
mid 1920s. At the outset, he worked together with pho-
tographer Stavre Poposki, of Struga. Around 1930,
Beljan opened his photo studio in Ohrid. It should be
noted that Beljan had initially started making photo-
graphs already in the city of Zagreb, before his definite
return to Macedonia. Using such experience, he tried
to equip his photo studio in the same manner as that of
the studios in major European cities. Yet, in his way of
composing the photographs, he made a step forward
because now the background is not only a two-dimen-
sional surface, but it is also a part of the entire space in
the given photography. In his studio, Beljan construct-
ed a genuine, life-like spatial scenography. He sepa-
rated the figures (the objects) by means of the light and
by the control of the in-depth contrast in the photo-
graphs.

He further processed most of the photographs taken in
this manner in a laboratory; he retouched (made final
drawings on) the glass plates, by putting some decora-
tions in the background. However, he did this in a sub-
tle manner, in order not to disturb the basic character-
istic of photography as a medium.

Xpucto fumkapocku, Mpunen, nped 1920, ctakneHa nno4a, 89 x 119 mm / Hristo Dimkaroski, Prilep, before 1920, glass plate
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Xpucro Aumkapocku, Mpunen, npea 19207, craknexa nno4a, 163x120 mm Xpucro umkapocku, Mpunen, okony 1915, ctakneka nnoya, 129 x 89 mm
Hristo Dimkaroski, Prilep, before 19207, glass plate Hristo Dimkaroski, Prilep, about 1915, glass plate

Xpucro umkapocku, MNpunen, npeg 1920, ctaknena nnoya, 164 x 119 mm Mupocnas BersaM, Oxpug, okony 1935, ctakneHa nno4a,148 x 99 mm
Hristo Dimkaroski, Prilep, before 1920, glass plate Miroslav Beljan, Ohrid, about 1935, glass plate




Mupocnas BemsaH, Oxpug, okony 1935, ctakneHa nnoya, 149 x 98 mMm
Miroslav Beljan, Ohrid, about 1935, glass plate




Xpucro fumkapocku, Mpunen, npea 1920, ctakneHa nnoya, 99 x 150 mm
Hristo Dimkaroski, Prilep, before 1920, glass plate









bnaroja [ipHkos
Blagoja Drnkov

A-p Bopuc lMeTkoBCckM

CTpyKTypa Ha geTanjute

Bbnaroja [ipHKOB € efieH 04 OHMEe NUYHOCTU BO HawaTa
KynTypa, KoM CO CBOETO TBOPEWTBO npeTcTaByBaaT
NUOHEpPCKW, ,poaoHadvyanHuyku® notgatu. CeoeTo
HEKONKY JeueHun p[onro gejcteyBare ro uma
Haco4YeHO BO HEKONKY 065acTh, NOCTUrHyBajKu
pe3yntatu CO KOW ja 3a[0/MKv HawaTa cpeauHa,
nopaau HePYTUHCKUOT U BrbYOEHUYKN OOHOC KOH ce
OHa LWTO ro uMa ocTBapeHo. [IpHKOB Kako efeH of
OCHOBONOMOXHUUUTE Ha choTorpadeckaTa u Ha hunm-
ckaTta ymeTHoCcT BO MakegoHnwja, gage sugnve npu-
OOHeC BO pas3BOjOT Ha MaKefoHcKaTa Tenesusuja,
ochopMyBajKku ce BO HajronemM gen of CBOeTo AejcTBy-
Bare, Kako aBToAuAAaKT CTPACHO 3avHTepecupaH 3a
MakcumanHo ga ru cornega cute npodecuoHas i U1
€ecTeTCKku npobnemu WTO TUe M HamnoXyeBaaT npej
HEeroBoTO AejcTByBaH€.

Taka, Bo cBouTe doTtorpachumm, [pHKOB ja BTUCHAnN
HenpekuMHaTaTa pasBoOjHa fMHWja Ha CBOETO TBO-
pelTBo, NOCTOjaHO 0benexxaHo CO HEKONKY OCHOBHU
06nMKyBaYkyu nNpuHumnu. Ywte Bo TeKoT Ha 30-Tute
roguHu [1pHKOB ce onpegenu HeroBaTa doTorpadmja
Aa buge VHCTPYMEeHT 3a oTKpuBawe Ha Makepnonuja:
Ha Hej3uHUTe reorpadCkun, eTHUHKK, coumjantu n Kyn-
TypHu 6ene3un. Co cTpacT Ha Brbyb€eHUK BO Taa OCHOB-
Ha onpegenba, [JpHKOB ja 3ano3Ha TaTKOBUHATa U ja
OTKpu BO HebpoeHuTe hoTorpadum, Ha Ha4YuH WTO ja
npepacHyBa egHocTaBHaTa Len Ha BU3yenHUOT A0KY-
meHT. OBue doTorpadum, co3gaaeHu co ybeneHocT
AeKa NpMBMAHO ronata peasHocT Ha AadeH 0bjeKkT e
NonHa CO CNOXXEHU BHATpelwHW NpeausBuuu 3a OHOj
KOj ymMee ga ru TOnkyBsa, npepacHyBaaT BO nvpcka
ucnoeeg Ha cammnoT aBTop. OTTyka, cboTorpacujata
Ha [JpHKOB ywTe Npea BojHaTa, Aypwy U Kora HaBnery-
Ba BO HanuMyjeTo Ha >XXUBOTHaTa cOCTojba Ha make-
[OOHCKMOT YOBEK BO TOj Nepuod, HacTojyBa ga BHyLWWM
JeKa 4YOBEKOT M BO TerobHaTa CTBApHOCT Ha CBOETO,
4eCcTO CYMBO M Ma4yHO NMOCTOEHe, ro 3anasysa CBOjOT

E M E

Boris Petkovski

The Structure of the Details*

Blagoja Drnkov belongs to those representatives of our
Macedonian culture whose creative work on one hand
is considered to be one of the pioneering undertakings,
and on the other hand, his long activities that lasted
several decades have been directed towards various
spheres. In this way he has achieved results which
have indebted our nation because of his original and
enthusiastic attitude towards his work. Drnkov is one of
the founders of photography and film art in Macedonia.
He has made a great contribution to the development
of Macedonian television. As an artist he has been
observing the professional and aesthetic problems that
he has encountered in the course of his work”.

The artist Drnkov has impressed his endless develop-
ing line in his creative activity, which has constantly
been marked by his basic ways of expression.

Since 1930 Drnkov has aimed his photography to be
an instrument for discovering Macedonia, its geo-
graphic, ethnic, social and cultural characteristics.

As a passionate artist of his basic subject of interest,
Drnkov has discovered his native land and presented it
in numerous photographs that are much more than just
a mere visual document. These photographs which
have been created with the conviction of a seemingly
bare reality of the given object are full of inner complex
challenges for the one who is able to interpret them,
and at the same time they become a lyrical expression
of the artist himself. Thus Drnkov's photographs even
before the Second World War insisted on discovering
that man even in his hard reality of existence makes
efforts to maintain his human integrity and graceful-
ness. Drnkov is capable of implying the presence of a
human being even it has not been included in the pho-
tograph. In that way Drnkov tries to observe the ordi-
nary motif of reality from a particular point of view, and
at the same time to consider it a part of the general
“History” of natural phenomena.
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yoBeuYKMW uHTEerpuTeT u ybasuHa. [IpHKOB ro HAMETHY-
Ba NPUCYCTBOTO HA YOBEKOT U Tamy Kage hopmanHo
He e BKNy4eH BO MOTUBOT Ha Hekoja choTorpaduja.
Opanuka Ha cpoTorpachumTe Ha [IpHKOB € 1 Toa WTo ce
TWe peanuanpanu co ,KnacuyHa“ coTorpagcka npo-
uegypa. O6jeKTUBM3MOT Ha NpuUKaxyBareTo ce
Kopurmpa co NoeTCcKo-eMOTMBEH NpucTan — U cO BUCO-
Ka CBECT Ha aBTOPOT 3a KapaKTepoT U XOPU30HTUTE
Ha CBOETO ucTpaxysare. Bo cute octBapyBama Ha
[pHKOB XOMOreHocTa Ha pe3ynrtaTtuTte ce NocTUrHyBa
€O gocnegHaTta NpogecuoHanHoCT, CO BOeAHAYEHOC-
Ta Ha TPeTMaHOT Ha cekoj Npobnem WUTH. Taka, Tem-
aTckaTta pasHOBWAHOCT HE MOXeWe ga ja pactpou
TBOpEeYKaTa HaCOYEHOCT Ha HeroBuTe OCTBapyBarba.
Cenak, BO HEKOW 0f HMB, [JpHKOB NOCTUIrHanN egexkTn
BO TPETUPaAHETO HA MaTepujanHUTe KapakTepUCTUKN
Ha MOTWBOT, CO KOV € ocTBapeHa egHa mogepHa dak-
Typa, 6nMcka Ha HEKOW acnekTW Ha CNMKapcKuoT
eHdopmen (cpoTorpacdhmmte o uUMKNYCOT Tema
KameH, zemja n gpso. Kamen — 1972, Xeg — 1970,
Top3o — 1969). Bo oBue gena e cornegaHa u Hekak-
Ba aHTponoMopdgHa npoekyuja: OJHOCHO HWBHATa
MaTepujanHocT, ce 3g06uBa co ‘huanoHomMnja’ u ‘ncu-
xonornja', Kako pesyntat Ha NnocebHOTO A[O0XWBY-
Barbe Ha [IpHKOB, HA HEroBOTO HacTojyBarbe 6aHan-
HaTa peanHoCT Aa ce cornefa og cneunguyHn To4Kn
Ha rnefarbe U Kako gen Ha onwToTo ABWXewe, Aen
op, ‘ncTopujata’ Ha npupogHuTe HewTa. Bo cepujaTta
Jlyfe, obuyamn, rpagbu, noctojaT Hekon doTorpacdmm
BO KOW r0 cnegyMe UCToTO OBa HacTojyBarse. [JpHKOB
ja opberHyBa ekcrnpecvBHaTa gpamMatvka v HajTemHa-
Ta coumjanHa npobnemaTtuvka ja TpeTupa CMUpYBaYdKu:
janedHa My e CypoBOCTa Ha BEPUCTUYKWUTE
coonwTyBara u pasroneHocTta Ha emouyunTte. Ho, oa
Apyra cTpaHa, ymMee NpeKky HameTHyBawe Ha efeH
KapakTepucTudeH geTan Aa ja HaBecTu gpamaTta Ha
HOBEKOBOTO NOCTOEHE, Aa NPEeANoXu HOCTanruyeH
CMOMEH Ha OHa WTO M0 HOCW BoOjHaTa wnn ga ja
npeaage ybaBuHaTa Ha YOBEKOBUOT TpyA.

U3sagoyn o4 npearosopor 3a Karasoror Ha fybunejHara n3noxba
Ha Bnaroja ipHKoB, YMeTHuYKa ranepuja, Ckonje, 6 -17. 04 1984

The main characteristic of Drnkov’s photographs is that
they have been carried out by a “classic” photographic
procedure. The objectivity of his expression is empha-
sized both by the poetic and emotional approach and
the high awareness of the artist himself with regard to
the character of his research. in all his achievements
Drnkov has shown outstanding professional skill. Thus,
some effects have been achieved by the kind of mate-
rial, or the features of the motif contributing towards a
new, modern composition which is close to some
aspects of the “enformel” (a group of photographs on
the subject ‘Stone, Earth and Wood'). In his series
‘People, Customs and Buildings’ there are some pho-
tographs with the same implication. Drnkov avoids
expressive dramatic art. The cruelty of the realistic
expression and the exposure of emotions are allien to
him. He approaches even the darkest social problems
in a soothing manner. On the other hand, he knows
how to suggest a specific detail to announce the drama
of the human existence, to point out a nostalgic recol-
lection of the consequences of the war, or to present
the beauty of his human labour”.

Fragments from the Introduction in the catalogue of Blagoja Drnkov’s
Jubilee exhibition, Art Gallery, Skopje, 6-17. 04 1984.

* Blagoja Drnkov was born in Skopje, 1914. As anine years old boy he
learnt how to make negatives on photographic paper, using the sun-
lightas an element to prepare the negatives which had been placed in
salt. Later on, in 1927 he learnt to develop negative plates and make
photographs using artificial light. At age of 16 he bought himself his first
camera Zeis lkon 9 / 12 on plates, registering many aspects of life in
Macedonia. Drnkov received numerous state awards and many special
photographic prizes in the Republic of Macedonia and abroad



Bbnaroja fjpHkos, Xega, 1970 / Blagoja Drnkov, Thirst
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bnarofa [lpHkos, Apso 1, 1969 / Blagoja Drnkov, Tree 1 Bnarofa JpHkos, Top3o, 1969 / Blagoja Drnkov, Torse

Gnaroja pHkos, KameH og Tpeckasel, 1975 Bbnaroja [lpHkos, Kamen og Cantanuya, 1975

Blagoja Drnkov, Stone from Treskavec Blagoja Drnkov, Stone from Saltanica
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Xusko Janescku, HeobuyHa nguvna, 1962 / Zivko Janevski, Unusual Idyll, 1962



XunBKO JaHeBCKH
Zivko Janevski

BaneHtmHo Qumntposcku

»ErsucreHumjanHmnoT nckas" Bo chororpacckmnoT
onyc Ha XXuBKo JaHeBCKU

Xueko JaHeBcku (1940 - 2000) ce nojaBu Ha
coTorpadckaTa cuyeHa Ha no4eToKoT og 60-TuTe rogu-
HW 04 MMHATWUOT BEK M BO TEKOT Ha Taa JeueHvja ce
HameTHa Kako efeH Of No3Ha4ajHUTe aBTopu BO
TorawHaTa jyrocnoseHcka coTorpadmja. Ctyavpajkn
Bo benrpag og kpajot Ha 50-TuTe roguHn Toj NPBUYHO
ce nojaen Ha 6enrpagckaTta dhotorpadcka cueHa w
Habpry ctaHa efieH 04 Hej3uHUTEe Haj3HaqajHu ekcno-
HeHTW Bo 60-TuTe rogmHun. Bo pamknte Ha MakedoHcKa-
Ta poTorpadmja JaHeBCKN e NpeTCTaBHUK U Bodedka
NMYHOCT Ha reHepayujata kojawTto Bo 60-TUTe rogmHu
ro M3BpLM KNYYHOTO MOAepHu3vpame Ha coTorpad-
CKVOT jasvK, AUCTaHUupajKn ce o HeopomaHTudHaTa
NUKTYPanHOCT CO nej3axkHu w  ONKNOPUCTUYKN
BU3YpW, NpakTWKyBaH Kaj Hac no BTopaTta ceBeTtcka
BOjHa 00 KpajoT Ha 50-TuTe rogmHun. Bo makegoHckaTa
doTorpacdhmja Toj Ke ro goHece noHarNaceHoT aBTOpPC-
Kn n cybjeKTvBeH npucTan, HamnonHo pasnuyeH of
‘nnakaTtckata’ u  “‘wnyctpaTtuBHa”' gukumja  Ha
doTorpadmjata og 50-tute roguHu. Toj e knyyHaTa
durypa wTo Ke gage 3HadaeH NoTTUK BO pasBojoT U
nogeMoT Ha MakedoHckata dotorpadmja Bo 70-Te
rOAVHW.

MHory paHo Ke ce ¢opmupa Kako Cepuvo3eH aBTop,
npuchakajkm ro TakaHapedYeHuoT “eraucTeHuynjaneH
uckas” Ha life choTorpadhmjaTta Ha 6enrpagckaTa cueHa.
Ce BOpojyBa kako egeH o4 Haj3Ha4yajHUTe BO OBa
hoTorpachcko asmkere, 3aegHo co Llopye Bykunuua,
Tomucnas [lNeTepHek, Bugoje Mojcunosuk, Mwuwa
CranncasrbeBuk, Bugoe Bacwk, [parorby6 Towwk,
Cnaeko CtaHoeBuK wu apyrn og 6enrpaackuvoT
doTorpadckm Kpyr.

MosoeHaTta life coTorpadmja Bo EBpona, HO n BO
TorawHa Jyrocnasuja, HeABOCMUCNEHO Ce HadoBp3yBa
W e nod AOMWHAHTHO BfMjaHWe Ha efHa KynTypHa

Valentino Dimitrovski

‘The existential expression’ in the photographic
opus of Zivko Janevski

Zivko Janevski (1940 — 2000) emerged into the front of
the photographic scene in early 1960s. During that very
decade, he imposed himself as one of the major
authors in the then Yugoslav photography. During his
university studies in Belgrade in the late 1950s, the ini-
tially appeared on the Belgrade photography scene and
so became quickly one of its most important exponents
in the 1960s. Within the Macedonian photography,
Janevski is representative and leading personality of
the generation that in the 1960 had implemented the
key modernization of the photographic language, thus
distancing itself from the neoromantic pictorialism full of
landscape and folkloristic views, as practiced in our
country from the post-WW |l period until the late 1950s.
In the Macedonian photography, he brought in the more
underlined personal (i.e.,, of the author himself)
approach, that was very different from the ‘poster-like’
and ‘illustrative’ diction of the photography in the 1950s.
He was the key figure that would give important stimu-
lus to the development and rise of the photography in
the 1970.

He established himself very early as a serious author in
the early 1960s, by accepting the so-called ‘existential
expression’ of life photography on the Belgrade scene.
He is considered to be one of the most important mem-
bers of this photography movement, together with such
greats as: Djordje Bukilica; Tomislav Peternek; Vidoje
Mojsilovic, Misa Stanisavljevic; Vidoje Vasic; Dragoljub
Tosic; Slavko Stanojevic, and others of the Belgrade
photography circle.

The post-WW I life photography in Europe and also in
the then Yugoslavia, undoubtedly was related and was
under the dominant influence of a culture climate dictat-
ed by the dominant existential obsession, the Art
Informel, and by the neorealistic art practices, the neo-
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KNUMa AuKTupaHa o4 Toraw AOMWHaHTHaTa eraucTeH-
ynjanuctuuka cmnocodcka oncecuja, eHbopMenHuTe
1 HOBOpEaNIMCTUHKNTE YMETHUYKIN NPaKTUKKW, Heopean-
WUCTUYKUTE UCKYCTBA, NOCTankUTe Ha HOBMOT hpaHuycC-
KV pomaH 1 HOBWMOT 6paH BO thpaHuyckuoT hmunm. Osaa
AvcnepavipaHa Bu3yenHa n KHWkeBHa nosagvHa bele
npecygHa 3a fa ce HaMeTHe HeonxogHoCcTa 04 cooa-
BETEH ‘eraucteHynjaneH uckas” M BO MeguyMoT Ha
doTorpacmjata. HeszasucHo og caktoT wro life-
coTorpacmjata Ha ceeTckaTa cueHa eramctupa og 30-
TUTE roAVHN, CneundUyYHNOT eraucTeHymjaneH MaHmp
Ha jyrocnoBeHcKkaTa cueHa o4 Kpajot Ha 50-tute roam-
HW Ce HaZoBp3yBa Ha AOMWHAHTHaTa KynTypHa KnvMma
BO NOBOEHWOT Nepuoa,

doTorpad)cKnoT onyc Ha JaHnesckun og 60-tute roguHu
ro CouvHyBaaT HajpedepeHTHUTEe ocTBapyBaha BO
LieNoKynHOTO HeroBo TeopewTBo. OBaa BpedHOCHA
KOHCTaTauunja ce Temenn Bp3 YTBPAEHWOT oncer Ha
3HayajHu hoTorpadhcku ocTBapyBara, BUCOKaTta
KOXEPEHTHOCT BO pas3HOBUAHWUTE TeMaTcku n chopman-
HW KOMMNOHEHTW LITO M NPaKTUKyBa BO OBaa geueHuja
W 4yBCTBOTO 3a AeTeKTupare Ha AyXOT WU CEeHCOT Ha
BpemeTo BO KoewTo co3gasa. CoobpasyBareTo CO
OYyXOT Ha BpeMeTo e 0cobeHO 3HaudajHo, Co orneg Ha
takToT geka man 6poj aBTOpM BO MakedoHcKaTta
oTorpadhmja ycnesane da ce gobnuxat A0 akTtyen-
HATE [OBWXera W CcnyyyBakka BO MeAWyMOT, BO
NOLIMPOKWNOT EBPONCKW KYNTYpeH KOHTeKcT. Ha
JaHeBCKM Toa My ycneBa He camoO 3apagu HerosuoT
npectoj Bo benrpag kage wTto ce coodyBa co life
oTorpadmjaTa, TYKY U 3apau MOLWHE paHOTO Co3pe-
Barbe Ha HeroBuoT doTorpadicku HepB pga ce
no4yBCTBYBaaT HOBWUTE CTpyera BO MeauymoT U BO
akTyenHata KyntypHa knuma. KoHcTaTauyujaTta 3a
JaHeBCKM Kako Haj3HauajHa durypa Bo MakegoHckarta
doTorpacmja Bo 60-Tute roavHu ce 6asvpa Ha CO3-
HaHWEeTO 3a paHo NPOUNNPAHNOT CTUNCKK U N3paseH
pacuHMaH BO concTeeHaTa Bepauja Ha life dpoTorpadm-
jaTa, unm choTorpachmjaTa Ha XKMBOTOT, Ha XXMBOTHOCTA.
HerosuTe nogoLHeLwwHy ocTBapyBarba Ke ce ABuXKaTt BO
paMKuTe Ha Beke KoanvumpaHMoT CTUICKU pakonuc
04 0Baa geueHnja n Hema ga goHecart 36oraTyBame Ha
napasHnTe cpeactea Ha hoTorpadiCKUOT jasuk.
Bp3oTo coBnagyearbe v anconsuvparbe Ha w3pasHuTe
KOMNOHeHT Ha life dhoTorpadmjata og cTpaHa Ha
JaHeBCkM Ke pe3yntMpa CO HEeroBo CyBEpeHo
npyKny4yBare Ha choTorpachckara cuyeHa Bo benrpag n
Ha MOLMPOKWOT ToraweH jyrocnoBeHcku npoctop. Co
cBouTe HajaBTeHTUYHW ‘life” ocTeapysarba og 60-Tute
rogvHn JaHeBCKW MOXXe LEeNnoCHO da ce noasege nog
AedhvHuymjaTta Ha oBoj choTorpadckm nspas. MNpeuyHo,
TOa e CBecHOTO ocnobogyeare 04 “KynTyposiowkmoT”
npucTan KOH CTBapHOCTA, 04 NOCpeayBaHOTO rneaare
Ha HewTaTa v NoHMpar-e BO OTBOPEHVOT XXMBOTEH NPOC-
TOP, BO €r3UCTEHUM|ANHNOT KaproH Ha CEeKOjOHEBUETO U

realistic experiences, the procedures of the new French
novel and the ‘new wave' in the French movie. Such
dispersed visual and literary background was crucial in
having the necessity imposed for a corresponding ‘exis-
tential expression’ in the medium of photography as
well. Regardless of the fact that life photography had
existed since the 1930s, the specific existential manner
of the then Yugoslav scene in the late 1950s was relat-
ing to the dominant culture climate in the post-WW I
period

The photographic opus of Janevski of the 1960s is
made up of the most referential works in his overall
artistic production. Such evaluation conclusion is based
on the established domain or range of important photo-
graphic productions, the high coherency in the diverse
thematic and formal components that he practiced dur-
ing this decade and the feeling of detecting the spirit
and the sense of time in which he was active. His fitting
into the frame of the time spirit is very important, due to
the fact that only a small number of Macedonian pho-
tographers were able to reach the then current tenden-
cies and events in this medium, in the overall European
cultural context. Janevski was successful in doing this
not only because of his stay in Belgrade where he could
experience life photography as such, but also because
of the early maturity of his photographic nerve to feel
the new tendencies in the medium and in the actual cul-
ture climate. The conclusion that Janevskiwas the most
important personality of the Macedonian photography
of the 1960s is based on the knowledge about the early
profiled stylish and expressed refinement in his own
version of life photography, or photography of or about
life, of the life force. His later productions would move
within the frames of the already codified style handwrit-
ing belonging to this decade and so would not introduce
further enrichment of the means of expression in the
photography language.

The fast learning and completion of the expression
components of life photography by Janevski resulted in
his sovereign inclusion in the Belgrade photography
scene and generally in then Yugoslavia. With his most
authentic ‘life’ productions dating in the 1960s, Janevski
could be fully related to the definition of this photo-
graphic expression. Initially, it is the deliberate depriva-
tion of the ‘culturological’ approach to reality, of the bro-
kered view of things and penetrating into the one life
space, in the existential jargon of everyday and remain-
ing on the surface of existence, freed or deprived of any
layers and metaphysics. Pursuing the existential dictate
of the immediate events and living deletes differences
between the important and the trivial, thus exalting the
everyday and the banal as important, as symbol of life.
Set in this manner, it depicts the beauty of the unloaded
existence that emanates a kind of humane atmosphere
and message. Life photography has some degree of
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3a4p)KyBar-e Ha NoBpLUMHATA Ha NOCTOeHEeTo, 0Ccnobo-
AeHo og 6uno kakea CrnoeBuTOCT WU MeTau3NyHOCT.
dopcupabeTo Ha eraucTeHunjanHUoT AuKTaT Ha
HernocpeaHOTO CNy4vyBaHe W 04BMBaHE Ha XXUBOTOT 1
6pvwe pasnuknte Mefy 3Ha4dajHOTO U 6e3HauyajHOTO,
M3OUrHyBajKn ro CEeKojOHEeBHOTO W HGaHanHoOTO Kako
3HayajHo, Kako BUCTMHA Ha XXMBOTOT. Baka dmHrmpaHo,
TOa ja oTCnuKysBa yb6aBmHaTa Ha HeONTOBapeHOTO MNoC-
TOeHe 0 KOEWTO U3Bupa xymaHa atMmocdepa v nopa-
ka. Life dhoTorpacmjata uma nsseceH eTnukn Haboj.
EBeHTyanHoTo cBegyBarbe Ha ehTUHN eTUYKK NopaKmn
KajHea e OHEBO3MO>KEHO CO UCKPeHaTa XyMaHOCT, nako
oBAe 4ecTonaTu ce urpa Ha TeHkaTa rpanviya mery
aBTeHTU4HOCTa U 6aHanHOTO Mopanuavpare. Ha Toj
HauwH, life-poTorpachmjata e Hemo, HO WCKpEHO,
cBefoYeHe 3a aBTEHTUYHUTE MOMEHTW BO Henocpes-
HaTa CeKojaHeBHa CTBApHOCT. Taa e VB0 CBeAOWTBO
3a aBTEHTMYHOCTA KaKO MOMEHT, 3a 3HayajHocTa Kako
WHOMHUTE3MManHa BenuMuMHa Ha eraucTeHuymjaTta. Toj
MU, TOj KYC UCEHOK 04, cTBapHOCTa e bapToBnoT “nyHk-
TymM” BO KOjWITO eraucTeHumjaTa MosicCkaBnyHo ce OTBO-
pa npeg 06jekTMBOT K 6yaHOTO OKO Ha choTorpadhoT.
CneacTteeHo Ha oBa, og life dhoTtorpadoT ce oyekysa
M3BOHpEeAHa CMOHTAHOCT BO HabrbyayBameTo W
noBee Ha “BUCTUHCKUOT" MOMEHT, NOBeH-e Ha “BUCTU-
HaTa”. Ce o4ekyBa OHeO6UHEHO Kagpupare AuKTupa-
HO o4 cny4yajHocTa. N360poT Ha MOTUBOT € UHTYUTUBEH
B0 6apaHOTO U 04eKyBaHOTO Nojasysare Ha “npecyn-
HWOT MomeHT” (AHpu KapTtue Bpecon). OtTtamy, ce
nogpasbupa TemMenHo cybjeKTUBEH U aBTOPCKN 060eH
npucrtan w cosgasarbe nuyeH oTorpadcku cBeT,
HacnpoTn akToT geka life doTorpacdmjaTta npet-
noctaesyBa MnoHVWparme BO 0O6jeKTuBHaTa CTBAPHOCT.
CrtBapHocTa BO 0BOj hoTorpadhckn npuctan e
NPOYMNCTEHA O KyNTYPONOWKNTE 3HAYEHCKW Hacnaru n
Taa e OHakBa Kaksa WTO CybjekTMBHOTO hoTorpadcko
OKO Ha MOMEHTM ja chmukcupa.

Cy6jeKTUBHNOT eraucTeHumjaneH uckas Ha JaHeBCku
HeCOMHEHO ce 0BMBa BO MaTpuLaTa, BO KaproHoT Ha
life doTorpacmjata. Ho, nobnmuckoTo npocnegysarse
Ha dhoTorpadhckuoT onyc Ha JaHeBckn og 60-Tute rogu-
HW ynaTyBa He efeH napagokcaneH 3aknydyok. Toa e
haKkTOT geka aBTEHTUYHN N KOXEPEHTHWN OcTBapyBara
LWITO MOXAaT LenocHo Aa ce noggedat nog w3pasHuoT
mogen Ha life doTorpadhmjata JaHeBckM uma Manky.
Ho, 3aToa, BO MHOWTBO ApyrM dhoTorpadmm nocTou
edHa cynTunHa rpagauwja Ha npuctanm uHbuymMpaHu
0f, OBOj U3pas3eH MoZen LWTO UCTUTE T Npasu CPOOHW
co knacwuHuTe life octeapyeara. Toa gasa 3a npaso
“erancTeHynjanHMoT uckas” Bo HerosmoT onycoT o 60-
TUTE aa buae TpeTupaH Ha TpyU U3ABOEHN HUBOA.
[MpBoTo HUBO ce kKnacu4nuTe life hoTorpacum Bo Kon e
ocTBapeHa efHa cneuyndwuyHa WHCLeHauwja, npu wrto
NIMKOBUTE HE Ce CBEeCHW [feka Ce CHUMaHu, a
doTorpacoT Kako Aa e HanonHO OTCYTEH, HeBNAMB 3a

ethic charge. The possible reduction to cheap ethic
messages in this context is disabled by the sincere
humaneness; although very often manipulation is made
using the thin borderline between originality and banal
moralization. Thus, life photography is a silent, yet can-
did testimony of the original and authentic moments in
the immediate everyday reality. It is a living testimony of
the authenticity as a moment, of the significance as
infinitesimal quantity of existence. That very moment,
that short cut of reality is the ‘point’ of Barthes where
existence, as quickly as lighting, opens itself before the
camera lens and the vigilant eye of the photographer.
Consequently, the life photographer is expected to have
excellent spontaneity in monitoring and capturing the
‘real’ moment, capturing the ‘truth’. Expectation is
raised of unusual framing, dictated by the randomness.
The choice of the motif is intuitive in the requested and
expected appearance of the ‘crucial moment’ (Henri
Cartier-Bresson). Therefore, this implies a thoroughly
subjective and personally toned approach and creating
one’s very own photographic world, regardless of the
fact that life photography suggests sinking into objective
reality. Reality in such photographic approach has been
purged of the culturological semantic layers and so it is
as the one captured at given moments by the subjective
photographic eye.

Undoubtedly the subjective existential expression of
Janevski takes place within the matrix, or ‘jargon’ of life
photography. Yet, closer examination of the photo-
graphic opus of Janevski made in the 1960s reveals
somewhat paradoxical conclusion. It is the fact that
there are few authentic and coherent photographic
works made by Janevski that can be placed within the
expression model of life photography. On the other
hand, many other photographs contain a subtle grada-
tion of approaches that were influenced by this expres-
sion model thus making them relevant to the classical
life photographs. Therefore, rightfully, the ‘existential
expression’ in his 1960s opus can be treated in three
separate levels.

The first level is made up ofthe classic life photographs
that bear a very specific concoction. In this context, the
figures are not aware that they are being photographed,
yet the very photographer seems entirely absent, invis-
ible to the persons present in the work. The ‘actors’ and
the occurrence are captured in a single, spontaneous
‘cruciall moment. Hence comes the ‘truthfulness’
achieved, the authenticity of the view, the occurrence
that is not brokered by intervention of any kind.
However, this is not sufficient for the life ‘schtimung’ in
these photographs. A small story of its own, some nar-
rative dynamism is required so that the view grown into
some kind of event. There is need for motion, ‘inscena-
tion’ of at least two narrative motifs, the unimposing yet
visible contradiction of which plays in a specific anec-



npucyTHUTEe BO KOMNo3wuyujata. “AkTepute” u
Cny4dyBaH-€eTO ce (haTeHu BO efleH CMoHTaH, “npecygeH”
MomeHT. OTTamy npousneryea nocturHaTtara “BUCTUHU-
TOCT", aBTEHTUYHOCT Ha rnetkaTa, Cny4yBameTo LWTO
He e nocpegyBaHo co 6uNo KakeBa wHTepBeHuuja. Ho,
Toa He e gosonHo 3a life-wtumyHrotr Ha oBue
doTorpachun. HeonxoaHa e ogpeaeHa Mana npukasHa,
u3BecHa HapaTvBHa AuvHaMukKa 3a Toa rnetkarta ga
CTaHe HekakBo cryyyeare. 3a Toa e noTpebHo pasg-
BWXYBame, “vHcueHauuwja” Ha 6apem aBa HapaTUBHU
MOTUBK, 4uja HeHameTnmBa, HO BuAMBa CnpPOTUBC-
TaBEHOCT Ke 3aurpa BO egHa cneuududHa aHergora,
cneynryeH NYHKTYM Ha CnydyBareTo BO KOeWwTo ce
ocTBapyBa cywTuHata Ha life dotorpacdujata. Baksu
doTorpachum JaHeBCku uma HaBucTuHa manky. EgHa
o4 H¥B e u3BoHpegHaTa “Heobudna wguna” (Hajgepo-
jaTHO og cpeguHaTa Ha 60-TUTe roauHW) Co BOJHUK U
[Aesojye BO NpeAgHWOT NNaH v gsajua My3uyapu Bo 3aj-
HWOT nNnaH. BaHanHNOT KaheaHCKku aMbUeHT BO KOjlTO
e CHuMeHa oBaa ¢hoTtorpachmja e cueHa 3a n3BoHpeaHo
)KMBOTBOPHUOT KOHTPACT Mefy HapaTUBOT 3a BOJHUKOT
W AeBoj4eTo 1 OHOj 3a geajuyata Myaudapu. OuurnegHa-
Ta AucnapaTtHOCT Ha rneTkaTta fgasa W3BOHpedHa
XXUBOCT Ha cnydysBaweTo. [MyHKTymOT, “npecygHvor
MOMEHT” € BO MUTHOBEHOTO perncTpupame Ha
NOCOYEHNOT KOHTpacT. EkcTepuepHata doTorpacmja
“Bo campak” (HajsepojaTtHo og 1966.) MaecTpanHo cu
‘nourpyea” CcoO ABe HapaTVBHU NUHUK. CaMpPaKoT BO
nNagHEBHUOT NapKOBCKU amMBueHT n ogmuHaToTo goba
Ha CTapeLoT Ha JecHaTa cTpaHa u mnagaTta rbyboBHa
ABojka Ha nesaTa cTpaHa. [lBata MoTuBa ce 06eaMHeTH
BO efHa u3BOHpeAHa atmoccepa KpeupaHa Bo CynTun-
Ha rpagauvja Ha nonytoHoBu. Bo ambnemaTtckata
hoTorpaduja co Hacnos “Kanyfepku” og cpeguHaTa Ha
60-TuTe roguHmn “HEMMOT roBop” Ha HEBUANMBUTE Nuua
Ha ABeTe Kanyfepku e AOBOSHO peyvT 3a ga 3aurpa
NyHKTYMOT BO rneTkara, urpara Mefy HemocTa W ros-
OpOT, Mefy HeBuANMBOCTa U o4urnegHocTa. Bo osue,
HO U BO Hekou gpyru life-cboTorpacum, ceoesugHuoT
eraucTeHyvjaneH uckas v rectoT Ha CnoHTaHaTa
XKVBOTHOCT, Cenak e nocpeaysaH CO efdeH eCTeTCKu
060eH npucTtan: ceH3ubunuTeT 3a cTunu3auvja BO
MHO HujaHCcUpaHa rpajauuja Ha CuBM MOMYTOHOBW,
13BOHpeAHa KoMno3uyunoHa objekTususauuja, “marepu-
janu3ayumja” Ha MOMEHTOT U coucTuympaHa rpacudka
n36anaHcupaHoCT Ha NOBPLUMHUTE U Ha NNaHoBUTE.

BropaTa rpynauvja wnum HMBO Ha er3vucTeHuujanHuoT
uckas kaj JaHeBckun e egHa OpojHa rpyna Ha
hoTorpachun co3gageHn Bo TeKoT Ha 60-Tute roguHu
WTO rU KapakTepusmpa BUOHO OTCYCTBO Ha HeEKoe
no3Ha4ajHo cny4dyBare BO KagapoT, OTCYCTBO Ha NyHK-
TyaneH MOMEHT KpeupaH 0f, MUKpOHapaTuBHU MOTUBW.
YosekoBWOT NuK U curypa BO oBue choTtorpachum ce
BTOMEHW BO ONWTHOT AeKop Ha rnetkaTta. O6jekTuBoT e
(hOKyCupaH Ha HEMO perucTpupare Ha CTBapHOCTa, Ha

dote, a specific punctum of occurrence producing the
very essence of life photography. Indeed Janevski
made only few such photographs. One of them is the
excellent photograph called “Unusual Idyll” (most prob-
ably taken in mid 1960s). A soldier and a girl are in the
front, while two musicians stand in the back. The banal
tavern or saloon ambiance where this photograph was
shot, is a scene for the exceptionally vivid contrast
between the narrative about the soldier and the girl and
the other one about the two musicians. The obvious dis-
parity of the view provides excellent vividness to the
happening. The punctum or the ‘crucial moment’ lies in
the momentary snapshot of the contrast referred to. The
exterior photograph called “At Dusk” (most probably
taken in 1966) ‘plays’ in ingeniously with two narrative
lines: the dusk in the late-afternoon city park ambiance,
and the senior age of the old man at the right and the
young love couple at the left. Both motifs are united into
a single, excellent atmosphere that is created in subtle
gradation of semitones. In the emblematic photograph
called “Nuns” (mid 1960s), the ‘mute’ speech of the
invisible faces of the two nuns is sufficiently eloquent to
make the punctum play in the view, the game between
the muteness and the speech, between the invisibility
and obviousness. In these and some other life photo-
graphs, the unique existential expression and the ges-
ture of spontaneous vividness are nevertheless bro-
kered by approach that is aesthetically toned: sensibility
for stylization in finely nuanced gradation of blue semi-
tones, excellent composition objectivization, ‘material-
ization’ of the very moment, and a sophisticated balance
of the surfaces and the settings.

The second group or level of existential expression with
Janevski is represented by a numerous group of photo-
graphs produced in the 1960s that are characterized by
very evident absence of any importance occurrence
within the frame, lack of any punctum moment created
by micro-narrative motifs. The human face and figure in
these photographs are melted into the overall déécor of
the view. The camera lens focus on ‘mute’ snapshot of
the reality, on silent detection of living in the daily com-
monplace. These works offer minimal existential occur-
rence, and so the emptiness, the vainness of reality, of
existence are suggested. This is brought by the skiliful-
ly realized or captured atmosphere in the photographs:
dull, gray, ‘autumn’ damp views in the exterior composi-
tions and in those with narrowed interiors. In these
works, the intensive life-'schtimung’ of such classics is
re-formulated in silent experience and registering of the
existential ambience, deprived of the joy of life. Most
prominent photographs taken in this manner are: “May
Rain”, 1962; "After the Rain”, 1965; “The First Snow”,
mid 1960s; several photographs called “Index Bar",
1963/1964; "Man with Cigarette”, 1967; “The Friend
Chuan Tse”, mid 1960s; "Birthday”, 1963; “The Last
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TVBKO [AEeTeKTupare Ha >XMBOTHOTO OABMBaHE BO
CVBUNOTO Ha cekojaHeBveTo. Bo oBve pena ce Hyam
MWHUMYM €era3vcTeHumjanHo cnyyyBaree U ce cyrepvpa
ucnpasHeTocT, 6ecMUCNIEHOCT Ha CTBapHOCTa, noc-
ToerbeTo. OBa ce [0NOByBa CO BEWTO OCTBapeHa
aTmocdepa Bo hoTorpacumTe: CyMOPHW, CUBW, “€CeH-
CKW", BNAXXHN FMETKN BO EKCTEPNEPHUTE KOMNO3NLUM U
BO OHME CO CTeCcHeTu eHTepuepu. Bo oBve pgena, nHTex-
3MBHWOT life-lTUMyHr 04 KnacuyHMTe ocTBapyBarba BO
T0j u3pa3 e npecdopMynIMpaH BO HEMO [0XVBYBare W
perucTpuvpare Ha eraucTeHumjanHuoT ambueHT, uc-
npasHeT of pajocTa Ha useereTo. HajuctakHaTtu
doTorpacdum Bo 0Boj Manup ce: “Majckn goxa”, 1962;
“Mo poxpgot”, 1965; “INpBuoT cHer” og cpegvHaTa Ha 60-
TuTe; noBeke coTorpacdvm Hacnosenn “‘UHaekc 6ap”,
1963/64; “Hosek co uwrapa”, 1967; ‘TpunjaTtenot YyaH
Ue", cpeguHa Ha 60-TuTe; “PomeHaeH”, 1963; ‘Toc-
nepnute roctu’, 1965 n gpyrw.

TpeTtaTa rpynauvja Ha dotorpacdum HajnoBeke ce og-
JanedyBa of knacuyHaTta life-uHcuenayuja v, peuuciy,
ce nobnmxkysa A0 NOPTPeTHWOT TpeTmaH. Bo osue
doTorpacum, BO LEHTApOT Ha NPWKA30T Ce NMKOBU
WTO rregaaTt Bo 06jeKTMBOT. He mocTom MOMEHT Ha
N3HeHafyBare, a NIMKOBUTE WTO Ce AOMUHAHTHA BO
KagapoT “aTeHn’ ce BO HEKaKoB aMOWEHT LWWTO He
urpa 3HavajHa ynora Bo MOTMBOT. Hema aBwxere w
cnyyyBarbe BO KagapoT, a OHa LWTO ce oaurpyea e
HEMMOT BKOYaHeT norfen Ha JWMKOT (MKCUPaH BO
MOMEHT Ha 6eanspasHocT. EgHa cTyaeHa, cvBa, TaxkHa
M MenaHxonuMyHa “wHcuyeHaumja” Ha nornegoT. Ho,
TOKMY BO OBa OTCYCTBO Ha U3pa3HOCT U3BMpa eAHa HoC-
TanrnyHa atmocdepa Ha npuMapHa e4HOCTaBHOCT, Ha
XyMaHoTO BO egHocTaBHOoTO. Op cyrepupaHuoT
npucTan Ha MOTMBOT M Ha NMMKOT U3BMpa eAHOCTaBHa
TOonnMHaA Ha 06uyHoTOo nocTtoerwe. OBOj edekT
M3BOHPEAHO € OCTBapeH BO “[1eBoj4eTo o4 rpaavHka’,
1963; “flyne, Nane v flena, 1967; “Cnukap” n “HosekoT
Ha gokcat” og 1968; “CTyAeHT Ha NMkoBHa akagemuja’,
cpeavHa Ha 60-tute; “bonHo pete”’, 1968; “TaTtko n
CWH", cpeamnHa Ha 60-tuTe; “fbyboBHuuu”, “fby60oBHULM
2" op cpeguHaTta Ha 60-Tute u apyru. doTtorpadckuoT
npucTan Ha MeKo NNacTUYHO ob6rMKyBare Ha (hakTy-
pata CcO MW3BOHpeAHa rpajauvja Ha TOHOBM ce
HaaoBp3yBa Ha 6oraTCcTBOTO MOTMBM co 6nara erauc-
TeHumjanHa peckpunuuja, npaBejku HEKou of oBue
cdoTorpachmm ga 6ugat BUCTUHCKU pemMeKk gena BO
paMKuTe Ha UesioKYNHUOT onyc Ha JaHeBCKW.

AKO ce cymypa MoCOYeHOTO TBOPELWTBO Ha JaHeBCKW
og 60-TuTe roguvHW, ce HamMeTHyBa KOHCTaTauujata
[eKa, CO VUCKJTYYOK Ha HEKOJIKY KNnacuyHW, “nporpamMc-
kn" life hoTorpacum, octaHaTUOT HeroB onyc oA oBaa
Jeuenvja HyauM egHa WHTUMU3WpaHa, pecTunuanpaHa
Bepavja Ha deHomeHoT Ha life dhoTorpadmjata. OBaa
“OMeKkHaTa” Bepavja Ha eraucTeHuMjanHMoT UCKas Ha
cekojqHeBMeTO ce OofBuBa HaABOpP Of cxemaTta, of

Guests”, 1965; etc.
The third group of photographs is the one that is most
distant from the classical life inscenation, and almost
touches the portrait treatment. In these photographs, in
the very front are faces looking into the camera lens.
There is no moment of surprise, and the faces, that are
dominant in the frame, are ‘captured’ in an ambiance
which has no major role in the motif. There are no
movement and occurrence in the frame; the mute stiff
look of the face fixed in the expressionless moment is
the thing presented. A cold, gray, sad, and sorrowful
‘inscenation’ of the look. Yet, this very absence of
expression produces a unique nostalgic atmosphere of
primary simplicity, of the humaneness in the simplicity.
The suggested approach to the motif and the very fig-
ure emanate simple warmth of the everyday existence.
Such effect is excellently produced in “The Girl in the
Garden”, 1963; “Lule, Lale, and Lela", 1967; “Painter”
and “The Man on the Second-Floor Porch,” 1968; “Art
Academy Student,” mid 1960; “Sick Child," 1968;
“Father and Son”, mid 1960s; “Lovers” and Lovers 2",
mid 1960; etc. The photographic approach of soft plas-
tic shaping of the structure with excellent gradation of
tones is further related to the opulence of motifs with
soft existential description, thus making some of these
photographs to be genuine masterpieces within the
entire photo opus of Janevski.
If we recap the said production of Janevski belonging to
the 1960s period, then we can conclude that, with
exception of few classical ‘program’ life photographs,
the rest of his photo opus dating from this decade offers
an intimated, re-stylized version of the phenomenon of
life photography. Such ‘softened’ version of the existen-
tial expression of the everyday events takes place out-
side the scheme, outside the clichéé of penetrating into
the tissue of the thick metropolitan occurrence, outside
of the intensive existential turmoil of the everyday city
life. 1t is, according to its motif s and concepts, a soft-
ened variation of life photography. It does not intend to
capture the dynamic events of reality; it does not search
for the ecstatic moments of the essential speech noise;
on the other hand, it aims at delayed observation of the
ephemeral from the silent occurrence of the everyday
ife. The approach used by Janevski towards reality, is
softly expressively brokered, with underlining of the inti-
macy, i.e., a humane transformation of its ‘wrinkies’.
Generally speaking, Janevski belongs to the conceptu-
al matrix of life photography and to its sinking into the
universe of the everyday life. Yet, the intimate tone and
the nostalgic sensibility in this opus made in the 1960s,
exceis his photographic language into a unique and
specific astray or deviation from the classic model of life
photography.

Translated by Darko Putilov



KMWETO Ha NpobuBare BO TKMBOTO Ha rycTuTe Bene-
rpaacku cnydyBama, 0f, UHTEH3MBHATa eravcTeHuu-
janHa BpBynuua Ha cekojaHeBveTo. Taa e, MOTUBCKY U
KOHUeNTyanHo, CMupeHa BapujaHTa Ha life dpoTorpadm-
jata. Tyka He ce nosaT TONKY AUHAMUYHUTE CryyyBa-
Ha BO CTBApPHOCTA, He Cce Tpara No ekcTaTuyHUTe MOo-
MEHTW Ha eraucTeHUMjanHuoT Liarop, TyKy ce BplM of-
NOXEHO ONncepBMpare Ha MUHAMBOTO O TUBKOTO O4-
BMBare Ha cekojaHeBoTO. [NpuctanoT Ha JaHeBCKkwu
KOH CTBapHOCTa € HexHo, 6naro ekcnpecuBHO

XKusko JaneBcku, HoBeKoT Ha gokcar, 1967(?)# Zivko Janewsks, Trax Man on the Sencnd-floar Porch, 18867 (71

nocpegyBaH CO HarnacyBarbe Ha MHTUMHATa, XymaHa
TpaHcopmaymja Ha HejavHuTe Habopwu. JAaHEBCKMU reH-
epanHo npunara Ha KoHuenTyanHata matpuua Ha life
doTorpachujaTa U Ha HEj3UHOTO NOHUPAHE BO YHU-
BEpP3yMOT Ha cekojgHeBueTo. Ho, uMHTUMMUCTUYKaTAa
060EHOCT M HOCTANrMYyHUOT CEeH3MbUNUTeT BO
HeroBuoT onyc og 60-TuTe rogvHW ro u3gBojyBa
HeroBuoT hoTorpadpCckm jasuk BO CAMOCBOJHO U Cneuu-
dUYHO OTKNOHYBare 0f KNnacudHMoT Moaen Ha life
cdoTorpacmjaTa.
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Xunsko JaHescku, Bo BpemeTo Ha campakoT, 1966(?) XKusko JaHescku, INpBuoOT cHer, 1967
Zivko Janevski, At Dusk, 1966(?) Zivko Janevski, The First Snow, 1967

A A B e X

Xunsko JaHescky, JTby6osHuLmn, 1962 Xusko JaHesckm, ResojueTo oarpaguHka, 1963
Zivko Janevski, Lovers, 1962 ZivkoJanevski, The Girl from the Kindergarten, 1963
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XKueko JaneBCku, HeTpnenusa nybnvka, 1962 / Zivko Janevski , Impatient Public, 1962
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Mapud Jumecku
Marin Dimeski

Mapwka boyBapoBsa

Mcuxonoruja BO NOPTPETUTE HA NIMKOBHUTE
yMeTHUUY

LiuknycoT Ha nepeceTTvHa UpHO-6enmM nopTteTn of
MapwuH Oumecku (p. 1948), Ha nyfe og KynTypaTa , ymeT-
HocTa v nofmTuKaTa Bo MakeoHuja 3a Ko ce roBopu BO
0BOj TEKCT € HacTaHaT rnasHO BO nepuofoT mery 1975.-
1990. TekcTyanHaTa enabopaumja e rnaBHO KOHUEHTpU-
paHa Bp3 nopTpeTuTe Ha yMEeTHWLUM 04, NIKOBHaTa cdepa
(crvkapw, rpacbumyapun, ckynntopu u coTorpadgm) mery
Kou ce: Pucto Kanuescku, Pogorby6 AHacTtacos, NeTap
MazeB, murop Yemepcku, TaHac Jflynoscku, Py6eHc
KopybuH, CnobogaH ®wunoscku, [Adumutap MaHes,
Oumutap Manuganos, [umuye Hukonos, [umo
Tonoposckw, JopaaH Mpabynocku, MeTap Xauu bowkos,
CredaH MaHeBcku, [paraH [Monocku-Aana, BpaHko
KoHeckn, Aneta CseTueBa, bnaroja [jpHkoB, BukTop
AummoBwuk, Hepenko Bacunes.

OBOj UMKNyC NapuvjanHo € nNpe3eHTUpPaH Ha CamoCTOj-
HUTe u3nox6m Bo Ckonje (Myaej Ha rpag Ckonije, 1978. 1
YmeTHuuka ranepuija,1990.). Bo cenekumjata oabpaHa 3a
TOSKyBare W penpogyuupare ce aeduHupaHv ase
dasm Ha HeroBOTO NOPTPETHO TBOPELLTBO:

Bo nepvog o4 ceaymaeceTTuTe TOj MHTEH3UBHO CEe 3aHu-
mMaBa 1 BOOONUKyBa €i€H AOKYMEHTapUCTUYKN KOHLEeNT
3a peanHocTta. Bo Hero mpoekTupa MHOry Haco4eHu
JMYHM oncepBaLwy 1 pacnonexkexunja 6nmMcku 1 napanen-
HA CO Toraw akTyenHuoT “UpH 6paH’. CTaHysBa 360p 3a
36up Ha gena wTo, BO noronem 6poj cnyyau, BO OCHOBA
ce TemenaT Bp3 HEKOEe [ApaMCKO [O0XMByBarbe Ha
CTBapHOCTA, OHOCHO ja3N4HMOT MOoZen 3a CBETOT BO KOj
ce 6uBCTBYBA 1 Ce NPe3eHTUpa, ce 065MKyBa co n3bop Ha
MOMEHTM 1 MOTWBW KO nocedyBaaT o4pefeHa erancTen-
umjanHa “copneHocT Bo CBETOT”, 0AHOCHO MOAENOT KOj ce
NPaKTUKyBa NOCTOjaHO Hy Ay MOTUBU KOM Ce AN Of HEKO-
ja HanHaTa, HaABOpewHa npukasHa Koja Tpeba ga ce
coctasu. OBaa NMHMja ce npoTera Kako BO YMHOT Ha CHU-
MareTo, Taka M BO MPOLECOT Ha KOMuMpaweTo Ha
doTorpachumTe. Bo TeKOT Ha ocMaTa AeueHuja, ce ywre,

E M E

Marika Bocvarova

Psychology of the Portraits
of Artists

The cycle of about fifty black-and-white portraits of Marin
Dimeski (b. 1948), of people active in the field of culture,
arts, and politics in Macedonia, treated in this text was pro-
duced mainly in the 1975-1990 period. Yet the textual
elaboration mostly focuses on portraits of visual artists
(painters, graphic artists, sculptors, and photographers),
including: Risto Kalcevski, Rodoljub Anastasov, Petar
Mazev, Gligor Cemerski, Tanas Lulovski, Rubens Korubin,
Slobodan Filovski, Dimitar Manev, Dimitar Malidanov,
Dimce Nikolov, Dimo Todorovski, Jordan Grabulovski,
Petar Hadzi Boskov, Stefan Manevski, Dragan Poposki -
Dada, Branko Koneski, Aneta Svetieva, Blagoja Drnkov,
Viktor Acimovic, Nedelko Vasilev.

It is noted that this photography cycle was presented at the
individual exhibitions held in Skopje (Museum of the City of
Skopje, 1978; and the Art Gallery, 1990). The selection cho-
sen for interpretation and reproducing defines two phases of
the portrait production of Marin Dimeski as photographer.
Dimeski, starting from the early 1970s, intensively was pre-
occupied with and was formatting a kind of documentary
concept of reality. He used to project many directed person-
al observations and moods that were very close and con-
temporaneous with the then so-called ‘black wave’. This
concems a collection of works that in most cases are based
on some dramatic experience of reality; in other words, the
language model regarding the world where one lives in and
that is presented is formatted by selection of moments and
motifs that have a kind of existential ‘ejection into the world'.
This is to say that the model that is practiced constantly
offers motifs being part of some tension, an extemal story to
be made. This line can be noticed both during the moment
of taking a photograph and during the process of coping
photographs. In works produced in the 1980s, one can still
notice traditions in context of photographic copy; in other
words, the relations between the dark and light areas in a
given work are formatted into a unique ‘dramatic’ model —
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ce BUANMBM TpaguuunTe KOH hoTorpadpckarta Konmja,
NOTOYHO OAHOCUTE Ha CBETJIO- TEMHUTE MOBPLUUHUA BO
genoto ce wu3paboTysaaT BO coeBugeH “Apamcku’
Moden - Tue MOoCTOjaHO HacTojyBaaT fga co3gagar,
OJHOCHO Aa ja noapXaT packaxyBadkaTa, HapaTuBHa-
Ta ocHoBa Ha rnetkaTta. Bo Taa cMucna BakBUOT KOH-
uenT co3gaBa efeH HABUCTUHA PEeTKO BuaeH 6anaH-
cvpaH 04HOC Ha TOHOBM W KOHTpacu BO hoTorpadm-
PaHMOT NWK Ha CKy/NTopoT [Awmo ToaO0opOBCKHW, uuj
nopTpeT BO NpouecoT Ha paboTa penpeseHTupa Hekoj
0cobeH aBTOPCKN UMMNYNC, KOJWTO BO MOMEHTOT LUTO rO
rnegame e BO akuyuja. Bo cnuuHa coctojba, co
npoMeHeTU OA4HOCHU, € U MOPTPeToT Ha doTorpadoT
Bacwunes, HO 1 OHOj Ha cNKapoT AHacTacos.

MepuogoT Ha BTOpaTa NonoBuHa Ha ocyMaeceTTuTe e
BpemMe Kora npeTxoauTe aBTOPCKU cTpaTerum HaBnery-
BaaT BO (pa3a Ha CTUBHYBarbe W MPEUCNUTYBaH-E.
MopTpeTute peanuavpaxy BO 0Baa HA3a Ha roAvHu ce
TemenaT Bp3 KOHUENTOT Ha [03BONyBake Ha MOA-
enute ga 6ugaTt cBecHW [Jeka ce HaofaaT npej
coTorpadcku anapaTt, ogHOCHO ce poTorpadupa
HVUBHWOT W3rneg W oJHecyBake BO aMOWEHTOT Ha
coTorpadpckoTo cTyamo. NocTankata koja ce npu-
MeHyBa HajnoBeke nogpasbupa ocBeTnyBare Koe
LleNoCHO Ke ro np3eHTupa NMKOT Ha MO4enoT WTo BO
OocHoBa nogpasbupa OTCYTHOCT Ha CeHKU U LenocHa
KOHLUeHTpauuja Bp3 04HOCOT CO NMYHOCTA Koja e npej
o6jekTuBoT. OcTBapeHaTa rneTtka e peyvcu MuHuMma-
nucTudka: 6ena nosagvHa npeg Koja ce Haora Moge-
noT. EgUHCTBEHO HewTo WTo aBTOpOT ro cyrepupa e
cdoTorpamparHuTe NMUHOCTU BO CTEPUNHUOT amMOUeHT
Ha aTenjeTo Aa goaraar BO cBOjaTa cekojaHeBHa obne-
ka. Bp3 0Boj KOHUENT rnaBHoO e co3gageHa uanoxbara
o4, 1990. Koja ce 3aHumaBalle TOKMY CO MOPTPETOT Ha
pas3nuyHn No3HaTU NUYHOCTU of KynTypaTta. Bo oBoj
136op npumMep 3a BakBaTa nocranka e nopTpeToT Ha
ckynntopoT Xauu bowkos, goHekaae v nopTpeToT Ha
cdoTorpacboT AuuMOBMK. VIHTEepecHO € pJeka BO
nopTPeToT Ha BTOPUOT HEMA CTYAWCKO OCBETIyBae,
HO OBOj (hOTOreHU4eH NK € o6NeyeH OHaka Kako WTo
TOj 3UMCKVU OdeH AOWON BO HeroBata KaHuenapuja w
CcBecHO noavpa Ha doTtorpadot. OcBeTnyBareTo e
CTPaHUYHO, YyBCTBUTENHAOT OA4HOC BO HErosoTo 6an-
aHcuparse pesyntupa CO HarnaceHata BHUMATENHOCT
KOH >XMBOCTa Ha nornegoT. Bo oBaa ¢hotorpadmja Ha
HeKoj ocobeH HauuH ce npenneTtysaaT asuTe of
cnomeHatute nepuoau. MopTpetute Ha [Jumecku ce
nocTojaHo BO KOHTEKCT Ha HerosoTo oTorpadcko
TBOpewWwTBO. Tue ce enemeHT 04 efHa nooncexHa
yenuHa. Mpumepute wTto 6ea HaBedeHn ja umaar
uenta ga éugaT man BoBeg BO CErMEeHTOT — NopTpeT.
Bo npupogata Ha goTorpadckvoT MeauyMm BoobuHaeHo
npMMapHoO € Ja ce OArosopu Ha notpebuTte Kou ce BO
dyHKUMja Ha OOKYMEHTapHOTO, Mefy Kkoe € U
6enexereTo Ha jaBHW, OAHOCHO MOMYNAPHU NUHHOCTM,
nosHatu cusmoHomun. Bo oBaa npunuka Haj4ecTto ce

these relations constantly try to create or support the narra-
tive basis ofthe appearance. In that regard, such concept is
able to produce an exceptionally balanced relationship of
tones and contrasts in the photographed figure of sculptor
Dimo Todorovski. The portrait of this sculptor showing him at
work presents a kind of special author’s impulse that is in
action at the moment of being seen. The portrait of photog-
rapher Vasilev and that of painter Anastasov show similar
situation, yet with somewhat altered relations.

The period of the late 1980s was the time when the previ-
ous author’s strategies entered phase of reexamining and of
less tensions. Portraits made during this time period are
based on the principle to allow models to be aware that they
are photographed, that is to say, their looks and conduct are
photographed in the milieu of a photo studio. The procedure
applied mostly implies lighting that would fully present the
figure of the photographed model. This basically means
absence of shadows and full concentration on the relation
with the person standing before the camera. The realized
view is almost minimalist: the very white background sur-
rounding the model. The only thing suggested by the author
is to have the models, photographed in the sterile milieu of
the photo studio, arrive dressed in their everyday casual
clothes. This is basically the concept or principle used in pro-
ducing the 1990 exhibition that dealt with personal portraits
of well-known people in the field of culture. In this selection,
an example of such procedure is the portrait of sculptor
Hadzi Boskov, and the portrait of photographer Acimovic, to
some extent. It is interesting to note that the portrait of the
latter does not include studio lighting; yet this photogenic fig-
ure is dressed in the same manner as he arrived that cold
winter day in his office and, on the photograph, he poses
intentionally to the photographer. Here the lighting is lateral;
the sensitive relation in its balancing results in the under-
lined attention to the vividness of the look. On this photo-
graph, the phases from the said different periods mingle in
a unique way. One should note that portraits produced by
photographer Dimeski are constantly in context of his pho-
tographic opus. They are an element of a wider, more inclu-
sive whole. The examples cited have the objective to be a
short introduction in the segment — the portrait as such.
The very nature of the photographic medium primarily
requires responding to the needs that serve the role of the
documentary. This includes inter alia registering public or
popular figures or well-known physiognomies. In this con-
text, most frequent use is made of the uniqueness of the
representational-presenting character of the photographic
picture aimed at the informative function; yet the realization
of manner of communicativeness with it is also imposed
secondarily.

The personal ambitions of Dimeski as author, motivated by
this objective documenting and communicativeness, indeed
do not ignore the underlining of the technological features of
the photography that go simultaneously with insistence on
the very creative act. The specifics of this medium make
defining somewhat difficult, i.e., the recognazibility of the
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Mapu+ umecku, CkynntopoT Crecban MaHescku, 1984 / Marin Dimeski, The Sculptor Stefan Manevski, 1984
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KOpUCTU ocobeHocTa Ha penpeseHTaTUBHO-NpeTcTaBy-
BaUKWOT KapakTep Ha coTorpadckata crmka Koja e
Haco4eHa KOH WHdopMaTuBHaTa (yHKUWja, HO Kako
CeKyHOapHo Ce HameTHyBa W OCTBapyBareTO Ha
HaYMHUTE HAa KOMYHUKATMBHOCTA CO Hea.

ABTOpPCKUTE aMbuumm Ha [JUMecKn, MOTUBMPaHW 04 oBa
06jeKTUBHO AOKYMEeTUpaHe U KOMYHUKaTUBHOCT, CEKaKo
He ro wrHopvpaaT MNOTEHUMPaHEeTO Ha TEeXHONOLWKUTE
CBOjCcTBa Ha (poTorpadmjata Kou napanenHo ogart co
MHCUCTUPaHEeTO Ha KpeaTnBHUOT yYnH. CneunduknTe Ha
0BOj MeauyM ro oTexxHyBaaT fedvHupareTo, OAHOCHO
npeno3HaTNMBOCTa Ha aBTOPCKUTE WHAVBUAYANHOCTW,
HO BO KOHKPETHUOB Cny4aj Kaj Hero cpoTorpadmjaTa ja
6pue aHOHMMHOCTa nopaay akToT WTO HeroBaTa KOH-
UeHTpaumjaTa e hokmcmpaHa Ha OTKpuBare Ha cocema
cneuvguyHn OU3MOHOMUM Ha Nyfe YMM aKTUBHOCTU ce
CIMYHA VNI MOEHTWYHW, MpUTOa 3anasyBajku M cor-
CTBEHNTE 3HAKOBHW W ja3u4dHW cucTemu. HerosuoT
npucTan He ro ogberHysa 6enexxereTo Ha uHavemagyan-
HATE KapakTepw Ha MOPTPETOT, KOHCTPyWpajKu BO Tue
MOMEHTU U CBOEBWAHA “XPOHMKA” Ha HWBHATA >KMBOTHA
oncecvja. OBaa oTorpadpcka npakTuka, Koja Moxe da
ce chatnm 1 Kako efeH eug Ha npodecunja e conyuuja
KOjawTo Cnyxu ga ce AOCTUrHE OHOj MPEeCTWX, KOjTO
uMa, npea ceé, KynTypHu KoHoTauuwn. OTTamy HerosoTo
HUBO Ha CTaHdapAyn € MOCTUrHyBare Ha BU3YEeNHUOT
ecTeTn3am, KojlTo BO 0BOj Cny4aj, Kora ce npedepupa
3aHaeTCKOTO, MOXe Aa 3anajHe BO 3amka Koja BO BTOP
nnaH rm oTdpna KoHuenuuckuTe n npobnemckute cer-
mMeHTW. OpurvHanHocTa Ha [UMeckn no4vea Ha CyWTUH-
ckaTa 06jeKTMBHOCT, HO ApamMaTUYHOCTA Ha HerosuTe
oTorpachum ce 3acHoBa BP3 HaroBWOT BU3yanmavpaH
CTaB KOj Hé BOAW KOH akTveupare W cdopmvparse Ha
CcBecTa BO KOja € coapaHa eceHuvjaTta Ha Hawute
yyscTBa. Toj He caka ga rm ogberHe poTorpadckuTe
KOHBEHLWM, HO ja HEMA WMHTeHUMjaTa Ha co3aaBare Kap-
TOTeKa Ha WOEHTUTETU, NaKo CIIMYHOCTUTE Ce O4EeBUOHN
buaejku ce npeauasvkanu of >xenbata ga ce NocTUrHe
efHakoe Brne4aTok. LLlabnoHoT Ha nosupareTo - ga ce
6uge y6as, WwapmaTeH UTH. ro ogberHysa, co Len noHata-
My OBME NOPTPeTN ANnaboko gda ce BpexaT Kako
cekaBarba, a noToa Npeky npes3eHTupareTo BO 6uno
KakoB 06/MK ga npegussukaaTt esoyvpare, BO KpajHa
ucTaHua ga ce knacuduvumpaaTt kKako dgoTorpacdvm Kow
Ke ja npesemaT byHKUmjaTa Ha cBegowTea.

[umeckn HacTojyBajkm ga ro uHuuupa 4BOjCTBOTO Ha
BEPHW CNMKW, BCYLWHOCT ja npedepupa 3amicnaTa Tne
Aa ja pobujaTt guMeHaunjaTa Ha ornegano Ha HerosuTe
“npuengeHnja”. AKo ce norneaHaT HeEroBuTe NOpTpeTH
MOXe Ja ce gobue norpelleH BneyaTok geka Tue ce
MWrOBHW, BCYLWIHOCT TWe ro ogpasysaaT 3anpeHoTo
aswxere, 3abenexxaHoTto BHaATpewHo 6uTue Koe,
npeTnocTaByBame, € BO3HEMUPEHO npea Aa ce TpaHc-
¢dopmmpa BO Macka. Ho, osa BHaTpewHo 6uTue
UCTOBPEMEHO € OHa Ha MOoAenoT W oHa Ha ¢oTo-
rpagoTt. 3Hauwn, cyrecTuBHOCTa Ha HerosuTe OTO-
rpacoum e 6aavpaHa Ha “oHTONOrMjaTa’ Ha MoAenorT,

author’s individualities. Yet in the specific case of photogra-
pher Dimeski, it seems that the photography deletes anony-
mousness due to the very fact that his concentration is
focused in discovery of rather specific physiognomies of
persons the activities of whom are similar or even identical,
thereby preserving own sign and language systems. His
approach used does not avoid noting of individual features
of the portrait, often constructing in those moments a kind of
‘chronicle’ of their life obsession. Such photographic prac-
tice, which also could be understood as a kind of profession,
is a solution that is used to accomplish that prestige having
above all cultural connotations. Therefore, his level of stan-
dards is to reach the visual aestheticism which, in this case
of preferring the artisanship, could plunge in a pitfall that
ejects in the background the conceptual and problematic
segments. The originality shown by Dimeski is based on the
essential objectivity; yet the dramatics of his photographs is
founded on his visualized attitude that leads us towards acti-
vating and forming the awareness containing our very feel
ings. It is noted that photographer Dimeski does not want to
avoid by all means the photographic conventionalities, yet
he does not have the intention to create a card file of identi-
ties, although similarities are evident because they are
caused by the very desire to have equal or same impres-
sion. Dimeski avoids the clichéé in posing — to be beautiful,
charming, handsome, etc. — in order to have these portraits
afterwards as part of our deep memory. Then their presen-
tation in any kind of form would stimulate evoking, ultimate-
ly to be classified as photographs that will assume the func-
tion of testimony.

Dimeski, in his efforts to initiate the duality of true pictures,
actually prefers the notion that these photographs assume
the dimension of a mirror for his ‘visions' or ‘mirages’. If we
take look a his portraits, perhaps a wrong impression could
be obtained that the portraits are ephemeral or incidental or
instant-like; actually, they express the movement that has
stopped, the noted intemal being, which, we suppose, is dis-
turbed before transforming into an extemal mask. However,
that intemal being is at the same time that of the model and
that of his photographer. Therefore, the suggestiveness of
his photographs is based on the ‘ontology’ of the model pho-
tographed, further upgraded with the arguments ofthe objec-
tive (technical) and subjective (personal, or author’s) factors.
Because of the above, the model is not on his own in the pic-
ture. Dimeski usually makes beforehand talks with the model
to be photographed in order to avoid the existing momentary
expression, that underlined drastic authenticity of the usual,
commonplace figure. In this manner, Dimeski obtains the
desired moment of the conceived ‘idealization’ of the realistic
portrait. During the very act of taking the picture, he is
inclined towards defining of components intended to enter
data into our visual memory as elements that we cannot se
by ourselves perhaps. They are imposed as direct and feed-
back suggestions. They are fact; they have function; yet they
end up like fiction. Ultimately, all concludes and relates to one
of the thesis on photography: that photography is a physical
picture or image rich with psychical features.



HagorpageHo CO aprymMeHTUTe Ha 006jeKTUBHUOT-
TEXHUYKUOT U CYHjeKTUBHUOT-aBTOPCKU haKTop.
Mopagn TOa MOOENOT He e MpenywTeH Ha CamMuoT
cebe. Toj npeTxoAHO pasroBapa CO Hero 3a fJa ce
opberHe nocroedkata MWroBHa ekcnpecuja, oHaa
HarnaceHa gpacTu4Ha BUCTUHUTOCT HA OOUYHUOT NUK,
Ao6MBajKu ro Ha TOj HAYMH CakKaHUOT MOMEHT Ha
3amucneHaTa “‘wgeanmusayuja’ Ha peanHuoT MopTperT.
Mpu cammoT YMH Ha CHUMaHETO TeXHee KOH AeduHu-
pare Ha KOMMOHEeTU CO KOU MMa Hamepa BO HawaTa
BM3yenHa Memopuja ga BHece nogaTouu Kako enieMeH-
TV KOW HUEe camMuTe MoXebu 1 Hemame Npunuka ga
Bugume. Tue ce HaMeTHyBaaT Kako AUPEKTHU U
nospaTHu cyrectuu. Tue ce akT, umaat yHKuwja,
3aBpLuyBaaT Kako thukuuja. Ha kpajoT ceé ce cBegysa u
COOABETCTBYBa Ha efHa oOf Te3uTe BO TeopujaTta
okony cpoTorpacmjata, aeka Taa e hu3umyka cnuka
6oraTa co NCMxu4KK CBOjCTBA.

3a pa ja 3aobukonm 6ykBanHaTa aHanorHoCT CO
cTBapHOCTa, [IMMecku AUCKPEeTHO MnocerHyBa KOH
VMHTUMHUOT CBET Ha MogenoT. BeywHocT, ce obugyea ga
ja nNpoHajaoe MoXkHaTa npupoga Ha CBouTe Mogenu, Ha
cBouTe “npujaTeny”. Toa e camo gen og npouecoT KojLITo
ogrosapa Ha 6aparbaTta Ha YMCTUMOT NOPTPeTeH 3adart.
OtcTanyBame 0f, OrpaHuyyBaYkuTe HOPMU BO KOHTaK-
TUTE My OBO3MOXKYBa MOMPELM3HO A4a ro onvwe MoaenoT
n3bernyBajku ro CTy4eHunoTo CO Hamepa ga BHece [03a
Ha gexkoMmno3uvuuja, CO LWTO MOpTpeTuTe CcTaHyBaaT
BO30yAnvBY, BneyYaTnmeBu. EMOTUBHOTO W 4ynHOTO BO
rneTkata Ha MOMEHTU ryb6aT of CBOJOT WHTEH3WTET,
6raejkn Kako AOMUHATHO Ce HaMeTHYBa YyBCTBOTO AeKka
Taa e HamMeCTeHa, pexxvpaHa npeky NpeTxoAHO CKuuvpa-
HOTO cueHapvo. Toj, cenak oBaa apaHXvpaHa cutyaumja
ja obpaboTysa co cneyumuyeH coucTuumpaH BKyc, Npo-
mnupajkv rm oHMe MeHTa i KOMMOHEHTU Ha CHUMKaTa
KOV NOTTUKHYBaaT peakuun WTO AOBOMHO ro gonvpaaT
€MOLMOHaNIHOTO A0XWBYBake Ha NOPTPEeTUPaHUOT.
MocTtankata BO koja dhoTorpachmjata e CpeacTBo Ha
npuKaxkyBarbe Ha ogHanpes CMUCNEH KOHLEeNT pesynTu-
pa CO mporpamvparbe Ha CnoeBu CO TeHaeHuunja Ha
rneaadqoT ga My oTBOpu ogpedeHa ccepa Ha acoumjauum,
UCTOBPEMEHO OBOj BUA nocTanka nokaxyea geka Toj e
faneky og, MaHvupuTe Ha “ycnewHuTe” NopTPeTCKu aTe-
rvepw. 3aToa [lumecku cBojaTa eHepruja ja KoHUeHTpupa
Ha 06rvKyBare Ha choTorpadpckvoT ogpas Koj Tpeba aa
Hé MOTCeT Ha MpaBunaTa NPeB3eMeHu 0f, KNacu4HOTO
crvkapcTso. [MoTBpaa 3a Toa Haofame 1 BO MHCLEHVpaH-
VOT gujanor, Mery Hero u oabpaHuoT cy6jeKT, Co Hamepa
[a ce apTvKynmpa CyliTMHaTa Ha cuTyaumjata u HauvHOT
Kako Aa Hé norogw, LWTO CeKako e pe3ynTaHTa Ha uapa-
30T Ha BHATPEWHNTE PacrnonoxXeHuwja, napanenHo u Ha
u3pas3oT Ha BU3yeNHUTe A0XWBYBaH-A.

Bo n36opoT Ha kagapoT v cooaBeTHaTa artmocdepa
BegHall ce OTKpvBa aBTopckaTa MnoeTvka Ha [umeckw,
0CO6eHO  HEeroBMOT  CyreCcTUBEH  mpeanor  Ha
3abenexyBarbe Ha “icuxorpamoT” Ha “nopTpeTupaHuoT”.
Mpejata aBTEHTUYHMOT OApa3 Ha peanHuoT Nk aa ce

M -—E

MapuH fJumecky , CrukapoT Py6eHc Kopy6yH, 1982
Marin Dimeski, The Painter Rubens Korubin, 1982

In order to avoid or eliminate the literal analogousness with
reality, Dimeski reaches discreetly the inner, intimate realm
of the model photographed. Actually, he tries to discover the
possible nature of his models, or of his ‘friends’. This is just
a part of the process that responds to the requirements of
the clean portrait attempt. Deviating from the restrictive
norms in his contacts enables him to have more exact
description of the model, avoiding the coldness with inten-
tion to bring in a dose of decomposition. Thus, his portraits
become exciting, impressive. The emotional and sensation
elements in the appearance at moments lose their intensity,
because of the prevailing feeling that the appearance is pre-
set, staged by means of a beforehand determined scenario.
Nevertheless, Dimeski processes such prearranged situa-
tion in a specific sophisticated manner or taste, profiling
those mental components in the picture that stimulate reac-
tions which sufficiently touch the emotional experience of
the model photographed. The procedure where a photo-
graph is means of showing a prearranged concept results in
layer programming with tendency that some sphere of asso-
ciations are opened to the viewer; at the same time, this kind
of procedure shows that it is far away from the manners of
‘successful’ studio portraitists. Therefore, Dimeski focuses
his energy on formatting the photographic reflection which
should remind us on the rules and norms used in classical
painting. We find further confirmation of this also in the
staged dialogue, between him and the subject so selected,
with the intention to articulate the essence and the manner
how to strike us. This in tum is the outcome of the expres-
sion of the inner moods, and at the same time also of the
expression of the visual expressions.

The selection of the frame and the proper atmosphere
immediately reveal the personal poetics of Dimeski as
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ucchunTpvpa HU3 HEroBOTO CyOjeKTUBHO rnefarbe e
eTana Bo NOCTUrHyBaH-EeTO Ha oApeaeH “CTUNU3npaH Bep-
u3am’, WTO 3HA4YYM UCTaKHyBarbe Ha MOMEHTUTE MpeKy
recT Ha paueTte, MMHUManHa rpyumaca umm AUCKPEeTHO
ABwxeroe, 3a aa ce ogberHe nosHataTa BOOOMHAEHOCT, a
NPEeKy HWB HarnackaTa ce cTaBa Ha Ky4yHUTe 0COOMHU 1
KapaKTepUCTUKN Ha CHUMeHaTa NMUYHOCT. Meuxonowkarta
aHanu3a nNpoAoskKyBa M BO YMHOT Ha NOCTaBYBaH-E€TO Ha
NMKOT BO NPOCTOPOT BO aTtmocdepa Ha amOueHT co
nocebeH WTUMYHr. JIMKOBUTE Ce “CMecTeHW’ 3af HEKOj
Crnoj, Bo 3ebenexnvev u3onauum, BO COMNCTBEHW MpOC-
TOpW, NMPOCTOPY WCMOMHETW CO BHATpeleH Haboj CBO-
jCTBEH HA HUBHUTE NPEOoKyNnayuWy, a NOHeKOorall ce nojaBy-
BaaT “npeamMeTy’ WTO MOXAT Ada ce TpaHcdopmupaaT BO
3Hauu KO Hé ynaTyBaaT Ha Y4MTarbe Ha HUBHUOT CTaTyC
unu npodecuja. [umeckun BO 0BOj cnyqaj Ha
npuKaxxyBarbe Ha HWBHOTO aTtenje WM HUBHOTO
OMKPY>XyBar€ CE NOKaXKyBa Kako MajCcTOp Ha CTYAUCKUOT

author, especially his suggestive proposal of noting the ‘psy-
chograph’ of the ‘portrayed’. The idea to filter out the authen-
tic expression of the realistic figure through his subjective
appeararce denotes a stage of kind of ‘stylized verism’. This
implies articulations of the moments by hand and arm ges-
tures, minimal grimace or rather discreet movement in order
to avoid the already known usualness. In such context, the
key traits and characteristics of the person photographed
are thus underlined. The psychological analyses also con-
tinue in positioning of the model in space, but in an atmos-
phere of a milieu with a specific mood. The figures are
‘placed’ behind some kind of a layer, in noticeable isolations,
in their own spaces, spaces that are filled with inner charge
characteristic of their preoccupations; sometimes even
some ‘objects’ appear that can be transformed into signs
guiding us to read their status or profession. In such context
of showing their (i.e., ofthe models) studio or immediate sur-
rounding, Dimeski evidently becomes the master of the

MapuH flumeckmn, CrvkapoT MNetap Mases, 1978 / Marin Dimeski, The Painter Petar Mazev, 1978
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Mapun Qumeckn, CkynntopoT lMeTtap
Xaym bowkos, 1988 / Marin Dimeski, The
Sculptor Petar Hadzi Boskov, 1988

Mm3aHueH. Cenak akUeHTOoT ro NoMecTyBa Ha co3gaBarbe
Ha edheKT Ha HEKOHBEHLUMOHasHa no3a Ha YMETHUKOT,
MaKo Kako NpBUYEH BNeyaTok ce HameTHyBa Aeka Toj e
BO nonok6a Ha mupyBare. Peuncn pegosHo NopTpeToT
€ nocTaBeH BO LieHTapoT Ha chopmaTupaHaTa otorpad-
CcKa Konuja, Haj4ecTo BpameHa CO upHa pab KojwTo BO
e/eH BakOB KOHTEKCT Ce CMeTa Kako KpeaTuBHa UHTep-
BeHUuja BO yHKUmja Ha (hopManHoTO akyeHTMpate BHa-
Tpe BO crmKaTa.

3a umeckun e HajbUTHO Aa ce cTakHe Harosata ecteTu-
Ka Ha 3aTeMHyBare , (hakTop BO NPEAU3BUKYBaHETO Ha
ApaMatuyHocTa Ha oBue oTorpadcku OcTBapyBaHa.
CywTuHaTa ja npoHaofamMe BO NMPUHLUMNWTE HA TpaHCno-
HUparbe Ha eheKTUTEe CO NIMKOBHU KOHOTaUmMoN KOu Kaj
Hero HacTanyeaaT CO MoTeHUMpaH ONTUYKWN Aujana3oH Ha
CBETNOCHOTO 065MKyBaHe. BocnoctaBeHaTa xuepapxuja
Ha eCTeTCKuUTe Bpe4HOCTU Ha OBOj MeANYM Kako Aa npeT-
CTaByBaaT 3aKOH 3a Hero, nako nocTojaHo ce obuayea ga
OMNCTOM Ha Mpeno3HaT/MBOCTA, BO CMUACNA Ha oncegHa-
TOCT CO KOHKpeTHaTa paboTta co MOTMBOT. Boo4dyBareTo
Ha KOHKpeTHaTa cuTyauuja e uHuunjanHMoT MOMEHT BO
KOj ce 3amarnyBa HapaTMBHOCTa BO KOPUCT Ha peTopu-
YKUTE NoTeHUMjam Ha doTorpadckaTa cfvka Koja u Kaj
HEro uMa TpeTMaH Ha NMPEHOCHUK Ha PeasiHoTO rreaamse.

E M E

studio mise en scéene. Still he places the accent on creat-
ing an effect of unconventional pose of the artist pho-
tographed, although the initial impression is that the model
is in rest. It is customary for Dimeski to position the portrait
in the very center of the formatted photographic copy, very
often framed with black edge that is considered in such con-
text a creative intervention in order to support the formal
accent inside the picture.

For Dimeski, it is most important to underscore his aesthet-
ics of obscuring or cutting off of light, a very factor in caus-
ing the dramatics in these photographic products. We find
the essence in the principles of transposing the effects with
artistic connotations that are presented in his works by
underlined optical diapason of the shaping of light. The
established hierarchy of the aesthetic values of this medium
seems to be a rule for him, although he constantly tries to
persist in the field of recognizability, in context of being
obsessed with the concrete work with the motif.
Recognizing the concrete situation is the very initial moment
that obscures the narration in favor of the rhetoric potentials
of the photographic image that, in the opus of Dimeski as
well, is given the treatment of being a conveyer of the real-
istic seeing.

Translated by Darko Putilov
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MapuH fumecku, CkynntopoT [parax Monockw - lapa, 1978 / Marin Dimeski, The Sculptor Dragan Poposki — Dada, 1978









WUBo BenjaHos
lvo Veljanov

J1a3o MNnasescku

MocTtoun nu Tamy HekakoB norneg Nnu -
“Uma nu dortorpadch 3ag anapator!?” *

“YMeTHUHKOTO feno e Aa ce rnega. TeopuuTe Ha norneaoT ce
obugyeaaT ga m obpaboTtat nocneguumTe of rnegarbero’
nMwysa Maprapet OnuH Bo TekcToT [lorneg'. TekcToT 3a
uanoxo6ara lNar so Pajor Ha Vo BenjaHoB (p. 1954) e co Ham-
epa peanHocTa Ha CrnoMeHaTuTe nocneavuy BO KOHTEKCOT Ha
0BOj MPOEKT fja rm 0CTaBun 3a HEKOW Apyru Bpemutba u obuaw,
HO Cenak Co Mana HaZex Aeka e MoXXHO chopmMuparbe Ha Heko-
ja npeTnoctaeeHa nnatcdopmMa Bp3 Koja napanesiHo Ke erauc-
TvpaaT peuenumjata, nocnegvuuTe of Hea U aBTopoT - cuTe
e/fHOBPeMeHo 3ar neAaxuy Bo AenoTo. PasrnegysarbeTo Ha cep-
vjata coTtorpachum o cnomeHaTaTa usnoxba npeau3BuKyBsa
oapeAeHa BO3HEMUPEHOCT, MOTTUKHATA 04 BNeYaToKoT Adeka
CTenocTojaHo Mo BMmjaHne Ha Hekoj edbekT. Bo onkpyxxysarbe
of doTorpacmm Ha NMHHOCTU Ko, Ha u3noxoéaTta, nocTojaHo
Be //1efaar noxernHo e ga ce nogcobepaT Bne{aroyute 3a ga
ce pa3mmcnM 3a Npo6NeMoT: WTO Ce CryyyBa Kora MKoT of
coTorpachujaTta rnega Bo 06jeKTUBOT NO3aAu KOj HEMA HUKO)],
WK - CO KOro TOj ro pa3meHyBa CcBojoT nornea?

OppefeHo HMBO Ha paboTHU MPeTnocTaBKU W KOHUENTU BO
npoekToT Ha BenjaHoB ynaTyBaaT KOH MOXHOCTa HerosaTa
manox6ba Ha doTtorpacum lar Bo Pajor Aa ja rnegame v Aa ja
TONKyBaMe BO CUHXPOHMjA (MNM Kako oTcTanyeate of Hea) Co
nocTaekuTe nugente kKoum rv obpasnoxysa Maprapet OnuH Bo
BEKe CroMeHaTuOT TekcT. MoxHocTa ce HaBecTyBa ako CO
HUWTO Apyro Toraw co rpybarta cnopeaba Mefy HacnoBoT Ha
TekcToT ([Morneg) v 6pojHuTte doTorpacdum o usnoxobara Bo
KOW KOHUENTHO e MPUCYTEH U MOCTOjaHO aKTUBEH TOKMY TOj
enemeHT Ha koMyHukauujaTa. OcBeH Toa, ynoTpebenuTe uaeu
1 MEeTOAN Ha TEKCTOT KOj ro KOPUCTUME Ce rpaAeHn Bp3 cneaoT
Ha naevTe objaBeHn Bo AeaTa Tekcta od Majkn ®pug v Nlopa
Mansu Bo 1968., ogHocHO 1975. 1 Bp3 flenosem 04 CTaBoBUTE HA
dpaHyyckuoT ncuxoaHamnutuyap sKak Jlakan. CocTojoute Kom
OBWe TeopeTu{apu r onuyBaaT, 0AHOCHO HUBHUTE MAEen Kou
AVMEH31oHMpaaT ogpeaeHn NpobneMu, XxpoHONoLKK ce 6mc-
KU1 CO nepuogoT kora coTorpachumte Ha BenjaHos ja gobusaat
KoHuenTHaTa copma npe3eHTMpaHa Ha uanoxbarta, 04HOCHO
[en og waewte Kou nogouHa Ke 6ugaTt cnomeHaTu Mopa Ha
HEeKOj HauMH, Ha HEKOj HecBeceH HayvH ga ro gonpene

Lazo Plavevski

Is There a Look Present Or —
“Is There a Photographer behind the Camera!?” *

“A work of art is to be looked at. Theories of looking try to
process consequences that come out of looking”, writes
Margaret Olin in her text Pogled (“Look”)". The text on the exhi-
bition called Road to Heaven of photographer Ivo Veljanov (b.
1954) is intended to leave the reality of the mentioned conse-
quences, in context of this project, for some other times and
attempts, yet with little hope that it would be possible to estab-
lish a supposed platform involving at the same time the recep-
tion, its consequences and the artists himself — all simultane-
ously looking at the work of art. Looking at a series of photo-
graphs of this exhibition causes a kind of disturbance enticed
by the impression that you are constantly under the influence
of some effect. In surrounding of photographs of persons who,
at the exhibit, constantly are watching you, it is helpful to
straighten out the impressions in order to think about the prob-
lem: what happens when the person in the picture watches the
camera that has no one behind it, or — what is the person that
exchanges looks with him?

A certain level of working presumptions and concepts in the
project of Veljanov indicate the possibility for us to see and
interpret his exhibit of photographs Road to Heaven in syn-
chrony (or as digression from it) with the ideas and looks that
are elaborated by Margaret Olin in her aforementioned text.
Such possibility is noted, if not by the rough comparison
between the title of the text (Look) and the numerous photo-
graphs of this exhibition where this communication element is
present and is constantly active. Furthermore, the ideas and
methods in the text we use are based on the sequence of the
ideas found in the two texts by Michael Frid and Laura Mulvey
published in 1968 and 1975, and on some parts of the ideas
presented by the French psychoanalyst Jacques Lacan. The
situations described by these theoreticians, that is, their ideas
that frame certain issues, are chronologically close to the peri-
od when the photographs made by Veljanov were given their
conceptual from as presented at the exhibition; in other words,
some of the ideas that would be later mentioned must have
reached Veljanov unintentionally in shaping the model of his
artist's concept as applied from mid 1970s to early 1980s.
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BenjaHoB BO hopMuparbeTo Ha MOAEenoT Ha HEeroBuoT aBToOp-
CKM KOHLeNT, NpUMEHYBaH 04 cpeAvHaTa Ha cegymaeceTTute
[0 paHuTe OCyMAEeCeTTHU rofuHW.

Ho, npea ga ce HaBnese BO napanenHWTe ucHUTyBarba U
cnopeabu noTpebeH e man onuc Ha U3N0XXEHUOT NPOEKT.

Toj npe3eHTupa 130 ypHo - 6erm doTorpacdhvm CHUMEHU BO ne-
puogotr 1975 - 1980. MnaBHaTa Tema Ha oBaa u3noxba e
MaTyBarbeTo, ronemmoT MOTWMB Ha reHepaummTe KOW CBOjOT
MAEHTUTET ro co3zaBaa BO cegymgeceTTuTe. f1ar Bo Pajor no
CBOJOT KOHUENT HacTojyBa Aa 6uge matepujan BO Koj Ke ce
NpoeKTUpaaT U Kako YMEeTHWYKW KBanmMTeT Ke ce o3Ha4aT OCT-
BapyBarbaTa, HacTojyBarbaTa, >kenbute, MOXXHOCTUTE U Bpea-
HOCHUTE MOJEeNnn npojaBeHn BO efeH Nepuof Ha PackuH co
BOCMOCTaBEHUTE LIEXOBCKN HABWKW HA CPeAvHATa, a KOW NOTeM,
CO TEKOT Ha BpeMeTO, ce TUBKO 3racHaT u 3ab6opaBeHu.

Bo coctoj6a kora ce Haofame BO Nepvoj Ha HanywTarbe Ha
XEMUCKUTE OCHOBWM Ha dpoTorpadhmjaTta U Hej3MHOTO 6a3nyHO
npecpnyBarbe KOH AUrUTanHUOT 3anuc, BO MOXXHOCT CMe Aa
KOHTaKTUpame cCO fgena Kou cBojaTta KpeaTuMBHA NoOruka ja
CTPyKTypyYpaaT BO €4€eH WCKNyYMTeneH WHOBaTWBEH Hanop
TemeneH Ha nabopaTtopuckata o6paboTka Ha AenoTo.
QoTorpacmmTe Ha BenjaHoB ce uenocHo oncegHaTu of
6naropogHocTa Ha 3pHecTaTa CTpPyKTypa Ha emynavjata of
¢MnNMOT 1 Bp3 OCHOBA Ha OBaa chacuyuHaumja ce rpagart cute
ocTaHaTu enemeHTn og coTorpadckaTa rneTtka. Bo katanorot
ce Haofa noaaTokoT aeka oTorpacdumTe ce cHumanm co Nikon
+ Nikkor, f: 4/20 mm. f: 2,5/1005 mm, co 4ecTta ynoTpeba Ha
duntep R 25 (upBeH), Ha cpunmosm HP 5 + Tpu X 1 passuBaHu
B0 Michrophen + HC 110 Bo TexHuka push processing. Toa
AoHekade 3HauvM fdeka (OCBEH Manu ucKny4douu) cute
doTorpacvm ce CHUMEHW CO PenaTUBHO jak LUMPOKOAroneH
06jeKTMB Ha KOj NOCTOjaHO ce Haofa upBeH ¢unTep (WTO
[ONOMHATENHO Brvjae BP3 KOHTPACHUOT edeKT, unu edekTot
Ha HaManeHa TOHCKa rpajauuja) U Aeka NpouecoT Ha CHUMare
1 pa3BuBatbe Ha UNMOT € U3BedeH Co NpeTxoAHa HaMmepa 3a
NOCTUrHyBare Ha, BEKe cnomeHaTaTta, 3pHecTa @hakTypa.
BakBunoT npouec, BoO BpEMETO Kora ce cHuMaHu potorpacumre
He 6ewwe Heno3HaT, HO BenjaHoB BO Hero cakaue Aa ogu WTo
NnoeKkCcTpeMHo: 3pHoTo fda 6buge 3pHO, KoHTpacTa Aa 6uae
yenocHa (UpHOTO Aa 6uae BUCTUHCKU LpHO, a 6enoTto - 6eno),
cBeTnvHaTa ga éuge koca, Heb0oTO ST LPHO ... aronoT Ha
CHUMatbe LWTO noHarnaceH. BoobvdaeHo BakBUTE EKCTPeEMU
NpYMEHeTU BO XEMUCKUOT NPOLEC U BO ONTUKaTa He BeTyBaaTt
dopmupare Ha HeKOj NNacTUYEeH KOoHUenT Koj 6u Hu 6un
MHTEpeCeH 3a pasrfiegysarbe HeTBPTUHA BEK NO HEroBOTO CO3-
Aasarbe. BenjaHoB HMB rv KOMOBUHMPA CO penaTuBHO NUTOMU
MOTWBY BO KOW CNOMEHATUTE TEXHUYKU 0COBEHOCTU Ha NpOoeK-
TOT AobuBaat Mmepka Ha Ao6po 6GanaHcupaH OAHOC Mery
Boobu4aeHuTe, 6aHanH1 MOTUMBU U HUBHOTO OHeobudyBarbe,
OAHOCHO - co3fgaBaaT oApeAeHVn enemMeHTu 3a cTun. Toj
KOHEe4HO ce BOODNMKyBa BO MPOLECOT HA KOMMpareTo Ha
doTorpacmjaTta. OcobeHocTa 3a cute coTorpacmm og llar Bo
Pajor e paboTHaTa npeTnocTaBKa Aeka Tue cBojaTa KoHeyeHa
¢opma, 04HOCHO peanuavpaHarta rneTka ja gobvsaat, unm ja
cdopmmpaaT BO NpouecoT Ha Komvparbe. HeraTwBoT Koj ce
Haofa BO anapaTtoT 3a 3rofieMyBatbe e Hocay Ha oapeeH 36vp
Ha nHpopMaLmm BO BUA Ha 3pHeCTa CTPYKTypa Yvj pacnopeg,
HarnacyBarbe UNW enUMUHUparbe, WHTEH3UTET U AMHAMUKA,
aBTOpOT Tpeba ga ro oapeau.

Buanjata Ha doTorpadhoT € MOXHOCTa, co nabopaTopuckarta

However, before we start with the parallel reading and com-
parison, it is necessary to make brief description of the pre-
sented project.

Veljanov presents 130 black-and-white photographs taken in
the 1975-1980 period. The main topic of the exhibition is
Traveling, the great motif of the generations who defined their
identity in the 1970s. According toits concept, Roadto Heaven
tries to be a material that would project and signify, as art qual-
ity, the realizations, intentions, desires, possibilities and value
model registered in a period of separation with the profession-
al habits established in the environment, habits that later silent-
ly disappeared and were forgotten with time.

In period of time when photography is being deprived of its
chemical basis and when it is essentially being transferred to
the digital print, we have the opportunity to make contact with
works of art that structure their logic by means of a very inno-
vating attempt based on laboratory processing of the work.
The photographs produced by Veljanov are entirely ‘pos-
sessed’ by the nobleness of the grain-like structure of the fim
emulsion and all other elements of the photographic look area
based on this fascination. The catalogue says that these pho-
tographs were taken with Nikon + Nikkor, f: 4/20 mm., f:
2.5/1005 mm., with frequent use of filter R 25 (red), with films
HP 5 + Tri X and were processed in Microphen + HC 110, in
push-processing technique. This somewhat means that
(except for few ones) all photographs were taken with relative-
ly powerful wide-angle lens that had constantly a red filter
(which additionally influences the contrast effect, or the effect
of smaller tone gradation) and that the procedure of taking and
processing the fim was made with the previous intent of the
already said grid facture. Such process was not unknown in
the period when these photographs were shot, yet Veljanov
wanted to penetrate this process in very extreme way: the
grain to be grain, the contrast to be full (black to be really black,
and white to be really white), the light to be curved, the sky to
be really dark, and the angle of shooting to be very accented.
Usually such extremes applied in the chemical process and the
optics do not promise formation of some plastic concept that
we would be interested to consider after 25 years since its cre-
ation. Veljanov combines them with relatively tame motifs
where the said technical features of the project acquire the
measure of a well balanced relationship between the ordinary,
banal motifs and their bending, that is, they produce some
style elements. The style is finally shaped in the process of
copying the photograph. The very feature of all photographs in
the exhibition Road to Heaven is the working presumption that
these photographs acquire or form their final shape, i.e., real-
ized look in the copying process. The negative that is found in
the camera for increasing is carrier of set of information in form
of grain structure whose distribution, accent or elimination,
intensity and dynamism should be defined by the author.

The vision of the photographer is the opportunity by means of
lab processing of the prints to create a unique ‘grammar’ of
information contained in the negative, i.e., to articulate that set
of inert points towards its place in the system that would
acquire their own place in the system, their own meaning in the
formed look in the score of solutions and practices realized on
the copying moment, conceived and practiced as creation.
Such attitude or relationship towards the medium, an attitude
that implies the formation of looks which are the result of pre-



obpaboTka Ha KonuuTe, Aa ce co3haae CBoeBUaHa rpamaTuka
Ha MHOpMaUUMTE KOU M COAPXM HeraTuBOT, OAHOCHO Aa ce
apTuKynupa Toj 36Up Ha MHEPTHU TOYKM KOW CBOETO MEeCcTO BO
CMUCTEMOT, CBOETO 3Hauere BO hopMupaHaTa rnetka KoHeyHo
Ke ro gobujaT BO KOMMYHUKOT HA peweHnja U NpakTUKK pean-
WU3vpaHn BO MOMEHTOT Ha KOnuUpameTo, KOHUMNMPaHO U npak-
TUKYBaHO Kako kpeauuja. OBOj 04HOC KOH MeANYyMOT, OAHOC KOj
nogpasbupa copmuparbe Ha rneTku Kou ce pesyntaT Ha
NPeTX0AHO AOHECEHN KOHLEeNTHU peweHuja Kou ce npoTteraaT
npeky uenuoT npouec Ha peanu3auuja (objekTus, cuntep,
eKcnoHuparbe, 6neHaa, oceTNMBOCT Ha OUIMOT U HEroBO pas-
BMBatbE ...), @ KO ce mHanManpaaT BO YMHOT Ha Konuparbe ce
UMHU Oeka e TpajHaTa dacuyuHaumja Ha aBToOpoT. KoHeuyHuTe
fAenace rneTku of ceeTor Ha ViBo BenjaHos, unu og ceeToT Ha
Uunym, Kako WTo ro MeHyBaaT npujatenure.

He camo wTO peanHuoT CBET He € MAEHTUYEH CO bananHuTe
MoTusu Ha BenjaHoB, TyKy HU HEraTuUBOT KOj ce ynoTpebysa
He e BO NOTNOJSIHOCT naeHTU4Ho obpaTeH co oTorpadumjaTa.
Kora aBTOpOT Ke npoueHn geka Hekoj gen og cdoTorpadwuja-
Ta Tpeba Aa buae 3aTEMHET, a HeraTUBOT TOa HUKAKO He My
ro OBO3MOXYBa, TOj 3Hae Hero ga ro u3sagu of mackara 3a
Konupare U fa goocsernysa, OAHOCHO Aa ja gopaboTysa
doTorpacujaTa 6€3 HeraTus.

MO>XHO € AeKa TeXXMUWTETO Ha LieMOT BaKOB TBP4 KOHLENT KOj,
Ke noBTOpaMm, KOHeYHo ce BoobnvKyBa BO nabopartopuckaTta
obpaboTka Ha choTorpachmjaTa e ocMUCNeH HajnoBeke nopaau
ocnoboayBarbeTo Of WTO € MOXHO NOBEKe KOHBEHUWM BO
¢asaTa Ha doTorpacmparse. Bo Toj uMH ckopo ce e wurpa.
Crnuvkarero e MOMEHT Ha pa3oHofa, pacToBapyBatbe 0f
TEKOBHUTE cnyyyBatba M 6ercTBO 0f KOHBEHUMUTE Ha
paMHULITETO Ha CTyauymMoT. 3a BenjaHoB e MHOry moxenHo
NMOMECTYBareTO 0f MPaKTUKYBaHWOT METOf Ha KagapoT u
KagpupareTo. Bo nepuon kora HecBecHo ce nojasyBa conm-
CTBEHOTO He3aAOBOMCTBO Of no3uumjaTta Ha Mogenute Ha
Kagpvparbe KOW Ce UCUpNEeHW, YyBCTBOTO feKa Ce WTo ce
doTorpacmpa e Beke Ha HEKOj Ha4YMH CHUMEHO, 06paboTeHo BO
HEKOj ApYr CTYAWYM KOj MOBEKe He OCTBapyBa, He ucnopayysa
HOBW BPEeAHOCTM, BO TOj MOMEHT peakuujaTta Ha doTorpadoT e
BO Hacoka Ha ocrnoboayBarbe Off peanHaTta KOHTpona Ha
rnetkata BO MOMEHTOT Ha MPUTUCOKOT BP3 4YKpananoTo.
BenjaHoB MHoOry uyecto coTorpacwmpa CO aBTokauMnc wnu
anapaToT ro AaBa Ha cBojaTa NnapTHepka 3a Taa 4a ro CHAMM
OHa WTO TOj caka Aa ro ocTeapu unu, Bo Hajronem 6poj cnyyam,
rO 3aBpTyBa anapaToT BO pakaTta u ro Hacoyyea KoH cebe. Bo
cUTe OBME MPaKTUKU BO MUroT Ha 4YKpanakeTo - Toj Hema
KOHKpEeTHa KOHTpona Bp3 kafapoT. 3a/ anapaTtoT HemMa HUKO].
OcTBapeHaTa rneTka uma TeHAeHUmMja Ha NpeMaBHyBarbe, Haf-
MWUHYyBaHb€ Ha KOHBEHLMUTE Ha CTYAUYMOT.

EneMeHTOT KOj Ha BakBaTa npakTuka Tpeba Aa v OBO3MOXWU
HEKAKOB ja3nyeH KOHTEKCT e urpata. Taa ce cny4yyBa BO
¢dopMa Ha HEBpP3aHO wurparbe CO cKana anapaTtypa Koja ce
KOPUCTW 3a HeBp3aHuTe urpu BO ¢opma Ha pagoct BO
CNUKareTo - gjge ga ce crmkame, HO U BO pa3nunyHu u3senom,
CcBOeBUAHW NepcopmMaHcK Ha onwTuTe MecTa of cdeparta Ha
¢bororpaghum 3a fonro cekasarbe Unn e kKombuHaymja Ha HaBe-
AeHMTe MoAenu Co COCTOjbuTe BO KOWM Ce Hawon MnaauoT nap.
flnyHo mMu ce HajBo3byaAnMBM MOMEHTUTE Kora Tue ce
doTorpachuTaaT BO CUTyaLMM U MPOCTOPU 4MM AeTarm OBO3-
MOXXYBaaT HeKoja PEeKOHCTPYKLMja Ha NPOCTOPOT U cocTojbarta
BO KoOja ce HaofaaT: Haytpo Bo AtuHa op 1977. (WTOTyKy

viously established conceptual solutions found through the
entire realization process (lens, filter, exposition, shutter, sen-
sitivity of the film and its processing) and are finalized in the
very act of copying, seems to be the permanent fascination of
this photographer. The final works are looks of the realm, or the
world of Ivo Veljanov, or of the world of Cici, as friends call him.
The real world is not identical with the banal motifs used by
Veljanov; likewise, the negative used is not entirely oppositely
identical with the photograph in question. When the photogra-
pher assesses that some part of the photographs needs to be
obscured or dimmed, and the negative does not allow this, he
knows to take it out of the copying mask and to give more light,
i.e., to further process the photograph without the negative.

It is possible that the inclination of the entire concept, so rigid,
which, let me repeat, is finally shaped in the lab processing of
the photograph, is conceived mostly due to the notion of using
as many conventions as possible in the stage of photograph-
ing. Almost everything is a game in such act. Taking picture is
a moment of pleasure, forgetting the current events and
escape from the conventions at /evel of the study Veljanov
likes to drift away from the applied method of the frame and
framing. In the period when there is own dissatisfaction with
the position of the models of framing that are now depleted, the
feeling that everything that is being photographed has been
already shot in some way, elaborated in some other study that
does not work anymore, that does not deliver new values, then
in such moment the reaction of the photographer tends to get
rid of the real control of the look at the instance of pushing the
button. Very often Veljanov takes pictures with the button for
taking pictures of own self, or he often gives the camera to his
female partner to shoot what he has intended to realize. Most
often, he turns the camera around and aims at himself. In all
these moments when the button is being pushed, he has not
control over the frame. There is nobody behind the camera.
The realized look tends to eliminate or overcome the conven-
tions of the study

The element that would give such practice a language context
is the very game. It happens in a form of unrelated playing
games with a very expensive camera that is used for these
unrelated games in form of a joy in taking pictures — let's take
pictures of ourselves, used also for different events, unique
performances at general places in the sphere of photographs
for long memory, or it is a combination of the said models with
the situations in which the young couple have found them-
selves. Personally | find those moments most exciting when
the couple take picture of themselves in conditioned and at
venues whose details permit some kind of reconstruction of the
venue and the conditions they are in: Morning in Athens, 1977
(two young naked people just got out of bed and drinking cof-
fee with their first morning cigarette; the hotel room which has
only the minimum elements for accommodation; plastic bottle
of water, small gas burner with metal cup on it, coffee jar, ash-
tray; white bed sheets, floor made out of floor tiles, slippers;
uncovered wires for the two chandeliers, Veljanov remembers
that morning was also depressively hot), or, in the same room,
Athens, 1977 (washing, perhaps, the underwear in the sink,
action that is usual in such situation), then ‘Fortuna’ Boarding
House in Valencia, 1978 (the cited gas burner which seems to
have been carried by the couple always during their trips; plas-
tic coffee cups, sun creams; bed placed illogically before the

59



60

pas3byaeHn mnaau ronm nyfe kov nujaT kadpe u ja nanart npea-
Ta uurapa; xotencka coba Koja ru uma camo HeonxoAHUTE ene-
MEHTW 33 NPEeCTOj; NNaCTUYHO WKWe BOAA, Man npuMycC Ha rac
CO MeTarnHo NoH4ye BPp3 Hero, Terna 3a kade, nenenHuk; 6enu
yapwadm, nog o4 NNOYKMK, BNEYKM; HECOKpUeHu kabmm 3a
Asarta nycrtepa ..., BenjaHoB ce npuceTyBa aeka Ttoa 6uno u
AEenpecuBHO XXEWKO YTPO) unn, Bo uctaTa coba, AtuHa, 1977.
(neperse Ha, BepojaTHO, fonHa obneka Bo NnaBabo ... aKkT Koj e
BO BoobwyaeHa cuTyauuja), notoa [laHcuoH @opTyHa,
Banencuja op 1978. (CnoOMeHaTHOT npuMyC Ha rac Koj uarneaa
nocTojaHo ro Hocene Ha naTyBarbaTa, NNacTUYHU YawM 3a
Kade, KPeEMOBU 338 COHYaHE; KPEBET HENMOrMYHO CMECTEH Npef,
ABOKpUnHa BpaTa; nasabo unj oABoA WUCTeKyBa BO Koda;
npocTpeHa Kpna Ha mManuoT 6ankoH M rono »KEHCKO Teno BO
Boobu4aeHa cuTyaumja) UTH. He e HeBakHO 3a Aa He ce
CNOMEHe [eKa INMKOBUTE CO KOM Ce CpeTHyBame BO cepujaTa
Mar Bo PajoT ce npupoAHO POTOrEHUYHU U NOCTOjAHO Pacno-
noXeHn 3a camkarse. MNpoekToT 61 6un gobap u co nukoem 6e3
oBue 0CcObeHOCTH, HO KOj 3Hae Aamm u kakea 6u 6una, cepuja-
Ta ako 0BOj enemeHT 6u 6un nomHakos. HWBHUTE norneau BO
06jeKTUBOT, BO HAC, ja noceayBaaT MOKTa 3a HenpeyeHa KoMy-
HUKaumja.

Osa e BepojaTHO ,3ro4eH" MOMEHT Aa Cce BpaTam KOH CnoMeHa-
TMOT TekcT Ha OnuH.

HeroBoTO BHeCyBare BO 0BOj TEKCT, OHOCHO Ha3Ha4yyBaHeTO
Ha rabapuToT Ha UAEUTe U CTaBOBUTE KOW Ce HaorfaaT BO HEro
€ CO Len noBeke Aa ce npe3eHTupa no3aauHaTa BO Koja KOH-
LenToT Ha NPOEKTOT [lar Bo Pajor nodHyea Aa ce OCTBapyea,
OTKOJIKY CO HEro KOHKpPETHO [Ja ce ofpeayBaaTt HEroBuTe ene-
meHTn. OfpedeHn npobnemu, CTaBoBM W CBETOrneau, Mmm
OTCTanyBareTO Of HMB, HA WMHAMPEKTEH HAYMH, HO cenak
[OBONHO 6nMcko MoxaT Aa ja oapeaat cunyetaTa Ha uHTepe-
cuTe Ha reHepaumjata Ha koja BenjaHoB , npunara og kow,
BepojaTHO NPOU3nerysa U KOHLEeNTOoT 3a OBOj NpoekT. Buaejku
obpasanoxenujata u paspaboTkaTta Ha TepMUHOT [Torrieg, WTO
e uenTta Ha TekcToT, nogpasbupaaTt ogpedeH 36up, 0AHOCHO
crnep Ha cornedysarba, CTaBOBM W WUAEW, Ke npe3eHTupam
noBeKe MecTa O/ Hero Co HaZex AeKa TUe Ke HU NOMorHaT BO
AWMEH3UOHUPaHETO Ha HAWMOT norne  KoH doTorpadumTe oA
Mar Bo Pajor:

“Ynotpebata Ha TEPMWHOT norneg € .. WHAUKaTUBHA 3a
HajHoBUTE 0buan copManHMTe pacnpasu 3a yMeTHOCTa Aa ce
OTprHaT o/ nperpaTkaTa Ha NMUHIBUCTUYKaTa Teopwuja, Tue aa
Ce Haco4aT Ha OHa WTO e BU3yerHO BO CamMoTO Aero, a Npu Toa
cenak aa ce 06paboTaT NoOWWPOKUTE Npawarba Ha onwTecTBe-
HaTa KOMyHMKauuja CO KOja JUHFBUCTMHKATa Teopwmja,
npumeHeTa Ha yMETHOCTa, 0TBOpa AWUCKYPC.

TepMuHOT norneg e KopuceH 3a obeauHyBarbe Ha hopmanHa-
Ta uonwrtecTeeHaTa Teopuja buaejkm e ABoCMUCHEH, 3a pas-
nMKa oA TepMUHOT onTuyHOCT. Mopa fa nocTOM HEKOj Koj
rneaa, a Moxebn NOCTOM M HEKOj KOj Ke ro Bo3BpaTu norneaoT.
3a aa ja apTuKynuMpam oBaa pasnuka Ke pasrneaam cneuu-
chnyeH npumep CO NOMOW Ha ONTUYHOCTa M nornepoT. 3a
npumMep ja 3emam doTorpadmiata XeHara Ha apraror (...) oA
36upkaTa Ha Bokep EBaHc u LJejmc Ejym (...) TnepanHa Ha coepe-
MeH HauuH, EBaHcoBaTa doTorpadmja rm oTkpusa rpybocTure
Ha cunyeTaTta Kou rv co3aaeaaTt AUPEKTHOTO OCBETNyBare U
AnabuHckMoT poKyc Ha kamepaTta co ronem dopmat. Ada
KOpUCTEN no3ajyweHo CBEeTNO M nonmmTok dokyc, EsaHc
MOXen fAa co3fjaje BneyaTok Ha xanyuuMHaTopHa 3ama-

two-part door; a sink that drips in a bucket; a cloth hanging on
the terrace and a naked female body in the customary posi-
tion), etc. It should be noted that the persons shown in the seri-
al Road to Heaven are naturally photogenic and are always
willing to be photographed. The project would have been good
even with persons who do not have such characteristics, yet
who know what the serial would look like if this element had
been different. Their looking in the camera lens, towards us,
has the power of constant communication.

This is perhaps a good moment to go back to the said text by
Olin. Using that text in context of this one, i.e., defining the
frame of the ideas and the fooks found in the text by Olin has
the intention to present the background where the concept of
the project Road to Heaven starts to be realized, rather then to
specifically define its elements. Certain issues, positions and
look points, or the deviation from them, indirectly yet sufficient-
ly closely, can define the nuance of the interests of the gener-
ation of Veljanov, that have probably originated the concept of
this project as well. Because the explanations and the elabo-
ration of the term Look, which is the objective of the text, imply
certain set or sequence of looks and ideas, | shall present sev-
eral parts from this text with the hope that such quotes would
help us in defining our look of the photographs exhibited in
Road to Heaven:

“The use of the term /ook* is indicative to the latest attempts to
have the formal art debates through out of the framework of
the linguistic theory; to direct them to what is visual in the very
work, and yet in that context to have elaboration of the social
communications by which the linguistic theory, as plied on art,
opens a discourse.

The term /ook is used in uniting the formal and social theory
because it is ambiguous as opposed to the term opticality.
There must be someone watching, and maybe even there is
someone who will exchange that looking. In order to articulate
this difference, | shall analyze a specific example with the help
of opticality and look. | shall take as example the photograph
called Alabama Tenant Farmer's Wife (...) of the collection of
Walker Evans and James Agee (...). Seen in modern manner,
the photograph by Evans reveals the rough elements of the sil-
houette that are produced by the direct light and the in-depth
focus of the camera with huge format. Had he used a more
subtle light and shallower focus, Evans could have produced
the impression of a hallucinatory dimming. The fact that he did
not use such procedure indicates his commitment to the prin-
ciple of reality in producing documentary photography, which is
contrary to the spirituality of the statement of his optical
expression. This analysis tells us something about the style of
the picture and about the concept of the documentary photo-
graph of the 1930s, yet it does not take in consideration some
data that could astonish us at first sight something we would
detect even before taking a close look. It is the question that
when taking look at the picture, we see a woman. It is also
important that the woman in the picture is also looking at us.
The term look warns us of the fact that the work of art, like
some persons, can observe us or be observed by us. Looks
can be exchanged inside the work of art. What is the very
object of the look of that Alabama tenant farmer’'s wife, and
why? Why do we look at her?”

Further in his text, Olin elaborates certain thematic units,
opened by the term look, through the differences of the views
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VBo BembaHoB, Kanpw - MapuHa Mukona / Ivo Veljanov, Capri — Marina Piccola, 1977

rneHocT. Toa WTO He Ce pewwn 3a Takea MocTanka, HU ro
HaroBeCTyBa HEroBOTO BNOXYBaH-€ BO NPUHLMNOT Ha peanHoc-
Ta Npu npaBereTO AOKYMEHTApHW cpoTorpachum, Koj e cnpo-
TUBCTaBEH Ha [yXOBHOCTA HA WM3pa30T Ha HeroBaTa ONTUYKa
ekcnpecvja. OBaa aHanM3a HewTo HW rOBOpW 3a CTUMOT Ha
CnmKaTaw 3a KOHLenTuTe BO AOKYMeHTapHaTa choTorpadmja og,
TPUECETTUTE rOAWHW, HO Taa UCNYLITa Of BUG HEKOU NnoaaTtoum
Kou 61 MoXene, HA NpB norneg, Aa He BYYAOHEBUAAT, HEWTO
wTto 6M ro Boouune Aypu v nped fda ce 3agnaboyume BO
HabreyayearbeTo. Ce paboTu 3a Toa Aeka Kora Ke nornegHeme
BO CrwmKaTa, Hue npeg cebe rnegame xeHa. butHo e n Toa WwTo
»eHaTa og choTorpacpujata rnega Bo Hac. TepMUHOT norneg He
npegynpeayea Ha (akToT AeKa U YMETHAYKOTO Aeno, Kako u
HEKOU NMUYHOCTW, MOXe Aa Habrbyayea unm ga uge Habroyay-
BaHo. [Norneaute MoxXaT Aa ce pa3MeHyBaaaT BHATpe BO yMeT-
HU4KOTO Aeno. Koj e 06jeKTOT Ha NorneaoT Ha XKeHaTa Ha apra
TOT, 1 30WT0? 30WTO HUE rnegame BO Hea?”.

bl E M onE

of two authors: Michael Frid, that is to say, his text Art and
Embodiment of 1968. and Laura Mulvey through her text
Visual Pleasure and Narrative Cinema of 1975.

“(...) Michael Frid was the first one to readapt the old discourse
on opticality towards issues of watching. In those times, he crit-
icized the then modern minimalist sculptures as literalistic,
comparing their relationship to the viewer with the modernist
painting, which he characterized as important, ambitious, or
high. Literalistic art was preoccupied with the circumstances of
the meeting between the viewer and the work of art. The work
would be opposed to the viewer thus making him responsible
for the effect of the work; in this context, the act of watching
and the situation of being watched become them of the work.
However, this dependence on the viewer in respect of the
effects gave the work non-authenticity that resembled drama
acting before an audience in a theater. (...) She understood the
position of the look as the essential feature the cinematogra-
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Bo npogomxenve Ha TekctoT, OnuH ogpeaeHn npobnemcku
LeNWHN OTBOPEHN CO TEPMUHOT Morsieq v pasrnegysa npexy
pasnukuTe mefy cTaBoBuTe Ha fgsa asTopa: Majkn ®pug,
OAHOCHO TEeKCTOT YmeTHOCT u onpegmeTysare of 1968. u
Jlopa Mansw npeky ecejoT BusyenHoTo 3a40B0ACTBO U Hapa-
TuBHaTa kuHemeTorpacguja og 1975. : “(...) Majkn ®pug npe ro
npucnocobun cTapuoT AUCKYpPC 3a ONTUYHOCTA  KOH
npawarbata Ha HabrbyayBareTo. TOj MM KpUTUKyBan Toraw
MOAEPHUTE MUHUMAIHY CKYNNTYpWU Kako ByksasiHu, cnopeay-
BajkM 0 HUMBHWOT OAHOC KOH HabrbygyBa4yoT CO MoA-
EPHUCTUYKOTO CMMKapCTBO, KOEe ro KapakTepusupan Kako
6uTHO, ambuLro3HO NN BUCOKO. ByKBanHaTa yMETHOCT ce 3aH-
VMaBana Cco OKOMHOCTUTE Ha cpefbaTta Ha HabrbyAyBa4qoT Co
Aaenoto. flenoto 6m 6MNo cnpoTUBCTaBeHO Ha HabrbyAyBaYoT,
Toa 61 ro npaeeno oAroBOPHO 3a epeKToT Ha 4enoTo, Npy WTo
KaKko Tema Ha fenoTo CTaHyBan YMHOT Ha HabrbydyBarbe U coc-
Toj6aTa Bo koja ce bugyea HabrbyayeaH. Ho, oBaa 3aBuCHOCT
oA HabrbygyBayoT BO nornes Ha edekTuTe Ha AenoTo My
fAasana HeaBTEHTWYHOCT Koja noTceTyBana Ha rnyma npeg
ny6bmmkara Bo Teatap. (...) MensueBa nosuyumjara Ha nornegor
ro paséupana Kako Kny4Ha ocobuHa Ha KuHematorpadmjaTa”.
Bo waTamowHunot cneg OnuH ™ u3BneKyBa OCHOBHWTE
TEeXULWTa Ha OBOj TEKCT (BO MOYETOKOT OAPeAeH Kako Aen of,
emuHucTNyKaTa uaMcKa KpUTUKAE) akueHTUpajKn geka ako
"»KEHCKOTO Teno ro TpeTupame Kako 06jeKT, Co Toa yKa)kysame
Kako Tu TpeTupame 06jeKTuTe BO ABAECETTUOT BEK - Kako
poba, kako ob6jekTn kou ce nocegysaaT. CnopegyBarbarta
cTaHyBaaT pa3bupnveu ako KOHLENTOT Ha heTuw ce NpoLwmpu
M Taka Bo cebe r BKNy4n He caMo CEeKCyanHuoT heTuwmsam,
TYKY 1 (0eTUWKU3MOT Ha CToKaTa. ... Kora egHaw Ke ce npeTBo-
paT BO CTOKa, (heTumTe ce MucTurympaar - HUBHUOT CTaTyC
Ha CTOKa e NpeKkpweH Co peTopuka Koja rm TpeTupa Kako
KBasnpenurnosuu objektn". Hatamy OnuH ro cnomeHysa BoBe-
AyBareTO Ha KOHLeNnToT Ha wes (“suture”), koj Maneuesa ro
npesema og JlakaH, nopagu Toa wro “OBoj Noum ce oaHecysa
Ha Ha4HOT CO KOj NybnukaTta cTaHyBa HecBecHa 3a KOHCTpY-
VpaHWOT KBanuTeT Ha nornegor. ... LeBoT Moxe ga ce pack-
VHe aKo efeH of, NPOTaroHUCTUTE Npu3Hae geka ja Bugen Kam-
epara, co WTo nybrmkara ctaHyBa CBecHa 3a UMnnMkayumte
Ha CONCTBEHWOT NorneA v 3a MaHunynauywite co nornegoT o4
cTpaHa Ha kamepara". [loHaTamy BO TEKCTOT cneam ogpeaeHo
3a0KpyxyBarbe - "Mlako cuctemute Ha BPEfHOCTU KoM w
penpesenTupaat dpug u Manemesa moxart ga Aejcteysaar
CNpOTUBCTaBEHO, BO MOrneA Ha Teopujata Ha WeBoT nocTojat
M3BECHA TOYKW BO KOW HWMBHUTE TONKyBawa ce gonupaart.
Ddpug My 3abenexysa Ha TeatapoT He nopagv HabrbydyBa4qoT
(MogepHUCTUHKaTa YMETHOCT UCTO Taka uma Habrbyaysad)
TYKy nopagv HeroBata HeaBTEHTWYHOCT. BykBanHaTa ymeT-
HOCT ce cyaupa co HabrbydyBa4oT, HO, Kako W
WNY3UOHUCTUYKWUOT TeaTtap, He ycnesa Aa ro npuadHae gaxkToT
JAeKa Taa Bo NoTNoNHOCT 3aBucu of rnegadvoTt. MexaHm3moT e
cnuMyeH Kako kaj - wesoT. Cnopeg ®pug, obngot pa ce
06paboTi NpobNemoT Ha TeaTpanHocTa BO CaMMoT TeaTtap ce
noTnupan Bp3 cTparerumTe (4vj nuoHep 6un Beptong Bpex)
KOW ja npu3HaBane NpucyTHOCTa Ha nybnukaTta unm ja oTKpu-
Bane KOHCTpyupaHaTta npupoga Ha genoto”. [locne mana H13a
Ha NpUMepK 3a PU3NYHUTE 30HM BO Kom " ... cocTojb6aTa fa ce
buge HabrbygysaH .." e “.. onacHocT 3a 6utueto.." OnuH,
cnepejku ro goyHWoT flakaH, 3abenexysa geka "Cy6jeKToT Koj
rnega e npesacuteH og OTCYCTBOTO UM HEAOCTaTOKOT, WTO e,

phy.” In the next sequence, Olin draws out the basic principles
of this text (at the very beginning construed as the feminist
movie critique), underlining that if “we treat the female body as
an object, by this we show how we treat the objects in the 20"
century — as goods, as object of possession. Comparisons
become understandable if the concept of fetish is expanded
and so includes not only the sexual fetishism, but also the
fetishism of goods... One the fetishes are transformed into
goods, they are mystified — their status of goods is disguised
by rhetoric that treats them as quasi-religious objects”. Later,
Olin makes mention of the introduction of the concept of
suture, that Mulvey has undertaken from Lacan, because “this
term refers to the manner in which the public become unaware
of the fabricated quality of the look... “The suture can be torn if
one of the protagonists admits that he has seen the camera,
whereby the public become aware of the implications of own
look and of the manipulations of the look of the camera".
Further down the text, there is certain completion: “Although
the value systems represented by Frid and Mulvey can act
opposing, in context of the theory of suture there are still some
common elements where their respective interpretations meet.
Frid objects to the theater not because of the viewer (mod-
ernist art has viewers as well) but in context of its lack of
authenticity. Literalistic art encounters the viewer, but like the
illusionist theater, it does not manage to admit the fact that it
fully depends on the viewer. The mechanism is similar like the
one with — the suture. According to Frid, the attempt to address
the issue of the theatricalism in the theater itself was based on
the strategies (pioneered by Bertolt Brecht) that recognized the
presence of the public or otherwise revealed the fabricated
nature of the work. "After a brief serial of zones of risk where...
the condition to be watched... is" ... "threat to the being”, Olin,
following the older Lacan, notes that “the subject that watches
is overly saturated with the absence or the defect, which is ulti-
mately a human state". Regardless of its genuine motivation,
the look... “corresponds with the wish — the wish for realization
of own whole through the other”. Therefore, “the subject —
transformed — into — object sees itself as others see it; it inter-
nalizes the look. Thus, when a woman sees herself as men do,
when minority groups see themselves as the majority does,
then a bad image is created about oneself and the feeling
about own capacities is lost”.

At the end of the text, Olin again makes mention of the pho-
tograph by Walker Evans: "(...) our look does not meet her
face in profile, rather we see her in the eyes. She also is
watching us and we can directly meet her look... The retum
look does not represent an isolated element in art history,
although the look of most of them is not returned as it is done
on this photograph... In order to understand Alabama Tenant
Farmer's Wife, it would be necessary to introduce a counter
discourse that provides the look a positive role in the human
relations".

This intent states that regardless of the real situation and the
contradictions that appearing in context of relationship among
people as relationship of power, some “theoreticians are in
favor of some kind of dialogue, where the total, hegemonic look
is replaced by a look of equality... What is proposed here is not
losing the look, but a common look. Instead of underlining the
power of looking when the person looked upon is transformed
in an object, this idea suggest responsibility towards the person
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Ha Kpaj o4 KpauwTaTa, YoBe4dka cocTojba”. HesaBucHO of
HEeroBuTe BUCTUHCKM nobyau nornegoT “... kopecrnoHaupa co
»enbara - xxenbara 3a ocTBapyBarbe Ha ConcTeeHaTa Lenoc-
HOCT Hu3 apyrvoT". Mopaau Toa: “Cy6jeKToT - npeHacoyeH - BO
- 06jeKT cebe ce rnega Kako WTo ro Habrbyaysaar ApyruTe - Toj
ro UHTepHanuaupa norneAoT. Ha Toj HaumH, Kora xxeHata cebe
ce rnefja Kako WTO ja rnegaaT Maxurte, Kora ManuuHckute
rpynu cebe ce rnegaar Kako LWTO v rneAa MHO3WHCTBOTO, ce
co3fasa nolua cnuka 3a cammoT cebe 1 ce ryéu 4yBCTBOTO 3a
CONCTBEHUTE MOXHOCTK".

Mpn kpaj og TekctoT ONMH NOBTOPHO Ce HaeBpaka Ha
boTorpachmjata Ha Bokep EBaHc - “(...) HAWWOT norneg He ce
CPEeTHyBa CO HEj3WHOTO Nuue oA Npodun, TyKy ja rnegame BO
o4n. Taa, UCTO Taka, rnega Bo Hac U HUEe ANPEKTHO ro CPETHY-
BaMme Hej3UHNOT norneg, (...) BO3BpaTeHNoT Nornes He e HAWTO
M30/1MPaHO BO UCTOpWjaTa Ha yMeTHOCTa, Wako nornefoT Ha
Hajronem 6poj oA HUB He ce BO3Bpaka Kako Ha oBaa
doTorpadmja. (...) 3a aa ja pasbepeme XeHara Ha apraror,
HEONXOAHO e Aa ce BoBeAe KOHTPaANCKYPC KOj Ha norneaoT my
npuaasa No3nTUBHA yfora Bo HYoBeykuTe penauymm’”.

Bo oBaa Hamepa ce ucTakHyBa geka HeBp3aHO CO peanHara
coctojba U KOHTpaAuKUMUTE KOW Ce nojaByBaaTr Kora e BO
npawaree penayujara Mery nyreto Kako penaudja Ha MoK
oapeaeH 6poj “TeopeTudapu 3acTtanyBaaT Hekoja dopma Ha
avjanor, BO KOj TOTanHWOT, XereMOHUCTUYKW norneg ce
3ameHyBa CO B3aeMHMOT norneq Ha egHakeocT. (..) OHa wTo
oBAe ce npegnara He e CUMHyBare Ha NorneaoT, TyKy 3aeq-
HUYKK norned. HamecTo aa ce Harnacyea MOKTa Ha rneparse-
TO, KOra oHoj Koj buaysa rnefaH ce npeTsopa BO 06jeKT, oBaa
naeja cyrepvpa OAroBOPHOCT KOH NWYHOCTA Koja ro Bo3Bpaka
nornegoT. NluyeTo, no cmno3odot Emanyen NesuHac, oTkpu-
Ba 3anosef; He ybuBaj! OunTe Ha apratoBara >kxeHa 6u Tpeba-
o ga Hé HaTepaar ga Bocnoctasume penauyyja. 3aMoneHn cme
naro ogbueme y4ecTBOTO BO y6nBareTO Ha 0Baa »xeHa - 6uno
Of Herpyxa WM paMHOAYLWHOCT, UNW CO MOAPXXyBare Ha
penpecuBHNTE NOMUTNHKA UMM @KOHOMCKK cucTemn. 3aMoneHn
cMe ga nbuaeme napTHep, Aa MNOHyAUME roYuTyBarse, WTo
6ykBanHo 3Ha4M ga nro Bo3BpaTume nornegot. HejauHuoT
norneg 6v Tpebano Aa naage cuna. CnuyHa e cTparermjata BO
MHOry cboTorpadpckn AOKYMEHTU BO KOM Ce 3acTanysa
onwrecTtBeHaTa npasga. WHTepakTtuBHuTe aena, 6une mme
YMETHAYKW MNU WHAPOPMATUBHM, Ce Temenat Ha Cim4Ha
npemnca geka uMnytute of AseTe CTpaHu MefycebHo ce
nogpxysaar. (...) buno ga ro oyeHnMe NO3UTUBHO UNU Hera-
TWBHO, TOKMy 4yBCTBOTO Ha YoBe4Kara MpPUCYTHOCT - Koe e
XWBO KONKY W HaWeTOo COMNCTBEHO - € OHa WTO ja COoYMHYBa
cpepbaTta Koja TEOpPUCKM ja pasrnegyBame Kako norneg.
MpukaxkyBareTo Ha ounTe KoM rneaaar Hageop Of cnvkarta e
caMo efileH 04 HauYMHWTE Aa ce MoCTUrHe TakeBaTta NpUCYTHOCT.
3a coBpemMeHVOT HabrbygyBady Ha cruvkata Ha aprarosara
>KeHa, NpUCYCTBOTO KOe ce HyBCTBYBa (aKo ro uma) HajpepojaT-
HO € MOKHOTO NpucycTBO Ha Bokep EBaHc, 4unj ceHanbunuteT ru
NPOHNKHYBa OBaa u ApyruTe CNukn of KHurarta. AKo e nogenex
Hekoj norneg, Toa 6uno Mefy EBaHc n xeHaTa og cdoTorpadm-
jata. Moxebwn Taa My Ao3BONMMNA Aa rO CHAMW HEj3UHUOT
nornepa 3artoa WwTo My Bepysana. Moxebu Toj ja 3noynotpebun
HejsuHaTa gosepba, a Moxxebu n He'".

“CnunyHa e cTparerujata Bo MHory choTorpadhckut AOKYMEHTN BO
KoM ce 3acTanyea onwTecTBeHaTa npasga” nuwysa OnuH.
Llena epHa reHepaumja Ha dhoTorpacm of ABaeceTTuTe U

returning the look. The person, according to philosopher
Emmanuel Lévinas, reveals a command: do not kill. The very
eyes of the wife of the Alabama tenant farmer should make us
establish a relationship. We have been asked to reject partici-
pating in the murder of this woman — either due to lack of care
or interest, or by supporting the repressive political or eco-
nomic systems. We have been asked to become her partner,
to offer her a respect, which literally means to return the look.
Her look should give her strength. Similar strategy is seen in
many photographic documents, which advocate social justice.
Interactive works, either artistic or informative, are based on
similar premise that inputs by both sides support mutually..
regardless of our positive or negative evaluation, exactly the
sense of human presence - that is alive as our own one — is
what makes up the encounter which we theoretically analyze
as look. The presentation of the eyes that look or watch out-
side the picture, is just one of the ways to have such presence.
For the contemporary viewer of the picture showing the wife of
the day laborer, the presence felt (if any) most probably is the
strong presence of Walker Evans, whose sensibility penetrates
this and other pictures in the book. If a look is shared, it was
between Evans and the women in the photograph. Maybe she
let him take a picture of her look because she believed him.
Maybe he misused her trust, and maybe not."

“Similar strategy is found in many photographic documents
which advocate social justice”, writes Olin. An entire genera-
tion of photographers of the 1920 and the 1930s has exercised
huge influence on the photographers in the clubs, especially in
the 1960s and early 1970s. All of them, in constructing their
own expression strategies, had included the influence of this,
already historic period of photography? Nevertheless, what
has blocked the emanation of values based on concepts of
social justice (especially the 1970s), or, why major talents of
certain period (that posses that linguistic code) stop producing
exciting works of art in that sequence, or whey they leave it.
Finally, there is the very question: why does Veljanov turn the
camera lens towards himself?

Such questions (most often) do not have any answer. We can
only numerate certain elements that could but do not have to
include certain relationship with the phenomena that happened
in some bygone period of time. Ultimately, every elementary
determination is reduced to a certain metaphor about some-
thing — which is a contradiction by itself. However, this should
not prevent us from citing certain possible relationships. So, let
us repeat the question: why talented artists cease, in certain
period of time, producing works in language codes that other-
wise are close to them?

As introduction, let me mention an impression on photography
stated in the early 20th century, a period that is considered to
have an innocent relationship to the new medium.
Approximately, it can be assumed that such parable implies
some relationship towards photography that has those ele-
ments, which the future relevant plastic models would structure
upon. Such parable is probably the expression of collection of
window to the worlds that experience photography as inde-
pendent, unmotivated register of what takes place as light fact
(in the realm of the visible). In a serial of reflexes relating to the
parable on separation of the human body from its phenomena
(incited by the then development of the telephony), Marcel
Proust? provides description of the position where his charac-



TpueceTTUTE roAvHYU MMaa ronemo BnujaHue Bp3 coTorpacure
BO KnybosuTe 0CO6EHO BO WeeceTTUTE M HA MOYETOKOT of
cegymgeceTTute rogvHu of MvHaTMOT Bek. Cute Tue BO
rpageHeTo Ha CBoMTe U3pasHu cTpaTerm ru umaa BrmjaHujata
0/l 0BOj, BEKe UCTOpUCKY, nepuog Bo coTtorpadmjata. Ho, wto
€ OHa WTO ro CrpeYu McrnopayysareTo Ha BpegHOCTH 3acHOo-
BaHO BP3 KOHUENTWUTE Ha onwTecTeeHara npasga (ocobeHo Bo
ceaymaeceTTUTe) UMM 30WTO PefieBaHTHUTE TaneHTu of
ogpefeH nepuoa (Kou ro nocegyeaaTt Toj ja3dvueH Kopg)
npecTaHyBaaT CO €Co3fasBarbeTo Ha Bo3byanmeu gena Bo TOj
cnep vwwm Hero ro Hanywraat. Ha kpaj npawarbeTto - 30wTo
BenjaHoB ro 3aBpTyBa 06jeKTUBOT Ha CBOjOT anapaT KoH cebe?
BakeuTe npawarsa (Hajyecto) HemaaT ogrosop. Moxe camo aa
ce HabpojyBaaT oApefeHM enieMeHTU KoM MoXKaT, HO U He
MopaaT Aa coapXkaT ofpejeHa penauvja co heHoMeHUTe Kou
ce ofBMBane BO HEKOj MUHAT BpemeHCcKu nepuog. Ha kpaj o
KpauwTaTa Cekoe efnemMeHTapHo ofpefyBarbe ce cBeaysa Ha
oapeaeHa Metacdopa 3a HewTo - WTO camo no cebe e KoH-
Tpagukumja. Ho, Toa u He mopa ga 6uae npuuvHa Aa He ce
HaBeaaT HeKoW MOXHU penauwu. 3Hauv, Aa ro NoBTopuUMe
npawar-eTo - 30WTO TaneHTMpaHuTe aBTopu Bo ogpeseH nepu-
oA nNpecTaHyBaaT Aa co3jasaaT Aena Bo ja3vuyHU KOAO0BU Kow,
WHaKy, UM ce 6nmcku?

Camo kako BoOBef, Ke CnoMeHam efeH BneYaTok 3a
doTorpacdmjata uckakaH BO MOYETOKOT HA MUHATUOT BEK,
nepvoj Korace ywTe MoXXeme fa cMeTame Ha HEBUHUOT Of4HOC
KOH HOBWMOT MeauyM. ANpOKCMMaTMBHO MOXe Aa ce npeT-
nocTaev feka efHa BakBaTa napabona HaBecTyBa oapejeHa
penaumjaTa koH doTorpadmjaTa Koja r coap kv oHue enemeH-
TV BP3 KOW Ke ce CTPyKTypupaaT UaHUTe peneBaHTHU nnac-
TuU4HM Mogenu. Taa e BepojaTHO oapas Ha 36up ceeTorneau
Kou hoTorpacdmjaTa Ke ja 4OXXMBYBaaT Kako HE3aBUCEH, HEMO-
TUBMPAH PermcTpaTop Ha OHa WTO ce CNy4yBa Kako CBeTI0CeH
¢akT (BO cBETOT Ha BMAMMBOTO). Bo eaeH cnep Ha pecdbnexkcum
noep3aH co napabonaTa 3a pa3ABoeHOCTa Ha YOBEYKOTO Teno
of HeroBuTe heHoMeHu (MOTTUKHAaTa of TOrawHWOT pa3Boj Ha
Tenedonujata) Mapcen MpycT? ja onuwysa nosuumjata Bo Koja
ce Haora HeroBuoT nuk: “(..) Gewe Tyka camo CBEAOKOT,
HabrbyyBayoT, CO Wewup U naTHa HameTKa, TYfuHew Koj He i
npuvnara Ha KykaTta, oTorpad Koj goara ga rv CHUMM MecTtarta
KOW NoBeKe Hema aa ce Bugat”. “ ... TyfuHew Koj He unpunara Ha
KyKaTa, oTorpad Koj goara Aa rM CHAMM MecTaTa Kov noseke
HeMa faa ce BuaaT” - Aanu e Toa Hekoja npudaTnvea pednek-
cuja 3a coTorpacoT, HOBEKOT KOj e NocTojaHo TyfuHew 3aToa
WTO Mopa Aa OTKpUBA HENOBTOP/MBW FNETKU BO Kou cybjek-
TVBHUTE BNeYaToum 3a HUB HeMa [ja UMaaT HUKaKBO BfvjaHue.
AnapaTtoT e MexaHuKa, onTuKaTa u xemMujata ce HayKu, 3Haum -
cdoTorpadmjaTa e peructpatop Ha (peHoMeHu Bp3 Kou Taa
Hema HaABopewHo BrmjaHue. [MornefoT BO 0BOj KOHUENT e
nornen ogHaABop.

Pecdnekcujata Ha [lpycT ja aumeH3uoHupa coTorpadmjata
kako 6eavHTepeceH perucTpaTop Ha onTu4kaTa CTBapHOCT,
OAHOCHO TyrMHey Koj e He3auHTepecupaH U HEMOKEH BO CBe-
TOT WTO ro perucTpupa ga npoektupa 6uMNo WTO WTO €
noBp3aHo Co ogpeaeH CybjeKkT Koj e Bo penauuja co rnetkara.
Toa e cBeTornea Koj noHaTamy Ke ru oopmmpa npuHUMnuTe 3a
Hej3uHaTa peuenuuja WU ja3u4HUTE MOXKHOCTWU BO HejauHaTta
Kpeauuja. CBeTorneauTe Kou CTPyKTypupaaT NnacTUyHU Moa-
enu co Bpeme nouHyesaaT ga ja rybat npsuuyHaTa nobyga, a
HUBHWUTE MOZenu r ucupnyeaaT MoxxHocTute. OBa e ycnosHa

ter find himself in; “... only the witness, the observer was here,
with hat and coat, a stranger that did not belong to the house,
a photographer who comes to take picture of the places that
will not be seen anymore” ... “a stranger that does not belong
to the house, a photographer who comes to take picture of the
places that will not be seen anymore” — is this some kind of
acceptable reflection of the photographer, the human being
who is constantly a stranger because he has to discover unre-
peatable sights and views where subjective impressions about
them would not have any influence. The camera represents
mechanics; optics and chemistry are sciences, it means that —
photography is register of phenomena upon which it has no
external influence. Looking in this concept is looking from the
outside.

The reflection of Proust dimensions photography as disinter-
ested register of optical reality, i.e., as a stranger that is not
interested and powerless in the world it registers, to project
anything, which relates to certain subject in correlation with the
view. It is window to the world that would further establish the
principles of its reception and language opportunities. The win-
dows to the world that structure plastic models start losing with
time the initial motivation, while their models deplete the oppor-
tunities. This is a conditional conclusion whose construction
should provide room to the dilemma why a concrete generation
of photographers stops delivering a specific type of values cus-
tomary with its predecessors. There is impression that the dis-
tinction between a photograph that sees the world from the
outside, disinterested, and the photographs in the project Road
to Heaven, i.e., of the practices that are time-wise and dis-
tance-wise close to them, is greater than the changes that we
can relate to change of style, direction, technology, sensuality,
or representation.

In the case of Veljanov, it could be a possible reflex of the 1968
spirit, knowledge that some visual messages, engagements,
are basically language constructions that have lost with time
their unintentional innocence present in the commitment they
have incited. It is assumption that this feeling for the lost heav-
en of the sincere motivation in discovery of the world con-
tributes to the formation of the idea to annul the view that exists
independently of the photographer. Usually this is done with
looking into the camera lens, with the awareness of the person
that taking picture is in progress, i.e., that the observer of the
photograph is watching a work that is not merely innocently
cut-off from reality The intention of this concept is to focus the
attention to the position that considers everything relating to
the artifact a kind of construction; in other words, after such
knowledge, we can enjoy in relaxed manner in the created sit-
uation in front of the camera lens and (afterwards, in the act of
reception) in front of the very photograph.

It is possible as outcome of the assumption of the disinterest-
ed nature in the photograph to have appearance of the inten-
tion for the photograph to be deliberately subjective, personal,
in many cases - insufficiently communicative for al those that
are outside the story context. This model is very hard to pro-
duce individual acts that can condensate in themselves clear
language contents, forms, or messages. The model is con-
stantly in pursuit of a context that will dimension the works; in
principle, this is realized by means of a series of photographs.
The series is important; it conceives, or gives common sense,
to the individual achievements.

65



66

NBo BerpaHos, HayTpo Bo AtuHa / Ivo Veljanov, A Morning in Athens, 1977

KOHCTaTaumja umja KoHCTpyKumja Tpeba camo ga noHyAu Npoc-
TOp 3a HegoymuuaTa 30WTO oOfpefeHa reHepauyuja Ha
doTorpacm npecTaHyBa ga ucnopavysa ogpeaeH Bua Ha Bpes-
HOCTU BoOOMYAEHN Kaj HejauHMTe npeTxoaHuun. BnewaTok e
Aeka aucTuHKumjata mefy dotorpadmjaTta koja CBETOT ro
rnega of HagBoOp, He3lauTepecupaHa, w doTorpacdumte of
npoekToT /1ar Bo PajoT 0AHOCHO OA HMU3aTa Ha NPaKTUKU KOU
HUM BPEMEHCKM U ja3U4HO UM ce 6rMCKu e MHOry noronema of,
NPOMEHUTE KoM MOXXEME Ja MM NoBP3eME CO NPOMEHA Ha CTUM,
npaseL, TeXHONoruja, CeH3bUNMTET UNK penpeseHTauvja.

Bo cnyuyajoTr Ha BenjaHoB TOa e HEKOj MOXeH pednekc opg
AyxoT op ‘68-Ta, HeKoe Co3HaHWe Aeka oApeAeHU BU3yenHu
nopaku, aHra)kmMaHhu, ce BO OCHOBA ja3U4HN KOHCTPYKLUN KOU
CO TEeKOT Ha BpemeTo ja um3rybune csojaTa HeCcBeCHa HeBU-
HOCT npucyTHa BO 3anoxébute kou ru nobygyeane.
MpeTnocTaBka e Agexka oBa YyBCTBO 3a 3arybeHuoT paj Ha
nckpeHute nobyau BO OTKpUBaHETO Ha CBETOT NpuAoHecyBa
BO hOpMMpareTO Ha naejata 3a NOHWUWTYBare Ha rneTkara
KOja NocTom He3aBucHO o oTorpadoT. BoobuyaeHo Toa ce
usBegysa Co norneg 8o 0bjeKTUBOT, CO CBECTa Ha NUYHOCTA
Aeka doTorpacduparbetTo ce oA4BuBa, Aeka Toa e BO TeK,
OAHOCHO fAeka HabrbyaysBaqoT Ha dpoTorpacdmjata rnega
[eno Koe He e caMO HEeBMHO OTCEYEeHO Of CTBapHOCTA.

The subjective approach also requires a subjective reception —
it is preferred to have in the series some unexpected moment,
some ‘piercing’, some element that will guide the observer
towards his own motivations and expectations, a kind of punc-
tum that will show them in time of their absence. Valentino
Dimitrovski wrote the following in the catalogue for the exhibi-
tion by Veljanov:?

“And the initial and striking component uniting and elaborating
all elements in the visual and narrative code of the picture is an
internal punctual center of the expression. The punctual center
in the sign layers of photography are defined by Roland
Barthes as unique deviation and a strike by the unexpected
into the serial of the expected. The punctuality in the picture,
according to Barthes, fundamentally ‘pierces’, shifts, and
strikes into the root, as opposed to the layers of the usual
exchange of meanings that is characteristic, according to him,
for the center of the study. The meaning of the study is always
coded, while that of the punctual is not. The punctual carries
inside restlessness and excitement in the game between the
visual and the sign impulses of the narration. This gives appro-
priate reason to every photograph and differentiates it from the
banal photographic registration. In this photographic opus by
Veljanov, the points of the punctual intersection, in somewhat



Uso BesaHog, Bapcenona / Ivo Veljanov, Barcelona, 1978

HamepaTta Ha OBOj KOHLENT e Aa ro HaCo4n BHUMAHUETO KOH
noavuujata Koja cMeTa geka Cé WTO e NoBp3aHO CO apTe-
aKTOT € HeKakoB BWA Ha KOHCTPyKLUWja OAHOCHO, Aeka
nocne TakBOTO CO3HaHWE MOXKEMEe ONYLITEHO Aa y>XuBaMe BO
co3gagenuTe cocTojéum npen 06jeKTMBOT M (OoTnocne, BO
4YMHOT Ha peuenuumjaTa) npeg camaTta doTtorpadmja.

Mo>kHO e feka Kako nocneguua o npetnocTaekaTa 3a 6e3uH-
TepecHaTa npyvpoja Ha coTorpadujaTa ce nojaBysa HamepaTa
Taa ga 6uge HamepHO Cy6jeKTUBHA, NUYHA, BO MHOTY Cny4av
HeJOBOMHO KOMYHMKaTMBHA 32 CUTE OHWE KOW Ce HaABop Of
KOHTEKCTOT Ha npukackaTta. OBoj Mogen Tewko nponsseaysa
efVHeYHN Jena Kou MoxkaT Bo cebe Aa KOHAeH3WpaaT jacHu
jasnuHn coapXxmHK, dopmm unu nopakun. MoaenoT e NOCTojaHo
BO NOTpara N0 KOHTEKCT KOj Ke rm AWMEeH3WOoHMpa genarta, a
Hero, BO MpWHUMN, rO OCTBapyBa co cepuwja doTorpacum.
BaxHa e cepuwjaTa, Taa ru ocMUcnyBa, N UM gasa CMUCNA, Ha
noevHeYHUTe ocTBapyBarba.

Cy6jekTmBHnoT npuog 6Gapa u cybjekTvBHa peuenuuja - BO
HU3aTa e NoXeneH HeKOj HeoYeKyBaH MOMEHT, Hekoe BoyHy-
Bare, HeKOj eNeMeHT Koj Habrby4yBa4voT Ke ro ynaTv KOH con-
CTBEHUTE MOTMBU N O4EKYBaHa, HEKOj MYHKTYM KOj HUB Ke 1

T H E M E

different manner, are present and coded in the visual narration.
The punctual in his works can be indicated, although we are
speaking about small volumes. In the photographs showing
the author, alone or with his girlfriend, the punctual accents
mostly originate from the fixed look of the author towards the
camera lens, or, from the focusing of the game, the captured
moment when the author and his girlfriend play, with false
spontaneity, the views, the small stories of Traveling. In the
rest of the photographs in this opus, the punctum should be
looked for in the always different lucid coding of the signs that
exalt the statement, the narration from the prosaic, the ordi-
nary. The games with the ftrivial clichés, and also the sincere
intimate relaxation in front of the camera lens, represent focus-
es from which an appropriate punctum originates and shines,
a punctum that models the sign statements. A minimal motion,
action (for example, the kiss in the composition, with diagonal-
ly placed composition of the train in a railway station some-
where in Spain), or certain accents of light (for example, the
accent of light on the hen in the photograph with the coast
landscape somewhere in Greece), can, also, serve as uniting
punctum in the picture”.
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6e3 ¢pororpagp 3ag anaparoT e noavuuja Ha aBToOp KOj con-
CTBEHOTO Aeno ro rnega OTnocrne: 0TKako naTyBameTo Ke
6uae 3aBplieHO, OTKaKo (huMoBUTE Ke ce pasBujaT, OTKako
paboTHuTe oTorpadum Ke ce uckonupaar. Toj poTorpacdummTte
M rnega co yesocHa W3HeHafeHOCT of HenpeasvugnveuTe
Tpenepera Ha urpaTa Kov rnetkara ja npedpnyeaart Bo none-
TO Ha HeBMHWOT norneq. HakpaTKo - 1 Nokpaj cuTe Kankynauywu
KOW KOHUENTHO rv npeaeuaysaaT MOXKHUTE pe3ynTaTtu, MOMeH-
TOT Ha U3HeHafgeH aBTop VMW aBTOp KOj 3anpawaHo npenat
rnega BO HEWTO WTO CaMnoT ro co34an e BaXkeH gen Bo uenm-
HaTa Ha urparta [lar 8o Pajor. Taa ro noctasyea oTorpadoT
BO NMo3uuuja Ha peyenTtop, HabrbygyBay Ha COMNCTBEHUTE Aena.
Ho, noBTOpHO Ce nojaByBa NPO6/1EMOT CO KOO OBWE NUKOBU O
pa3meHyBaaT nornegot? Bo cnyudajoT co XKXewara Ha aprator
Taa ro pasmeHyea nornegot co Bokep EBaHc, HO wTOo ce
cnydyBsa co nornegot og [lar so Pajor.

MoxHo e pgeka ce BocnocTaByBaaT OApeAeHUd Cunyetu Ha
HeKoja MO)XXHa HoBa nnaTtdopMa Ha peuenuyujata Bp3 Koja
3aegHo ce HaofaaT M aBTOpOT W HabrbygyeauqoT. [pBuOT e
OTBOPEH KOH MHOryTE€ MOXHOCTU KOU HEe3aBWUCHO 04 Hero ce
MynNTUNIMUMpaaT Mo AuHamuka Ha >kenbata Ha BTOPMOT, a
HabrbyAyBaqoT ... Habsrby4yBa4OT € NoCcTojaHo BO Hamop Aa ru
NOMOJTHW NPa3HUTE MecTa BO CUCTEMOT ... HA MPUMEep NPa3HOTO
MmecTo 3ag coTtorpadpckuoT anapart. bugejku u oHaka ce ce
npekpLlyBa BO To4KaTa Kage WTOo Toj ce Haora, HabrbyayBaqoT
Ke Tpeba da nouHe Aa y4u gda rrega - NoHeKorall Kako My cyr-
epupa aBTOpPOT, NOHeKoralw ocrnobogeH o4 cuTe 06BPCKMN - HO
nocTojaHo Ke Mopa ga buge Bo urpata. MNpasHoTo MecTo 3ag
anapaToT 1 He mopa ga buge aBTopcko mecto. Og noavymjata
Ha Habrby4yBa4oT TOa € MOXHOCT 3@ pa3MeHa, BO OBOj Cry4aj
- pa3meHa Ha norneau. Bo urpaTta mogenvpana og BenjaHoe e
n36erHaTo MOKHOTO NMpUCYCTBO Ha aBTOPOT MK, 3a Aa He ce
OCTaHe BO HeKoja npemHory HednekcubunHa nosuvywja -
NpUCYTHOCTa Ha aBTOPOT e BO (ha3a Ha usberHyearse Ha cor-
cTBeHaTa ceondaTHOCT.

Bo noneto kage ce MewaaTt Metadopata U MeTOHUMWjATa
oApedeHn Cnyuyku, ogpegeHn TneTKW, HeKoW npeTcTaBw,
MoXaT ga ugat akymynauuja Ha MHOTY ApYr, CIMHHU U
6nuckn pgoxusyeara. dotorpacdumte og lar Bo Pajot ce
HUBHWTE 3acTanHuuw.

Bo noavuuja kora ce rnega HaHa3ag, BO HOCTanrM4HaTa noau-

UBo BesrpaHos, NaHcroH PopTyHa, BaneHcuja
Luvja Ha aBTOPOT Ha OBOj TEKCT, KOj NMpeKy OBOj NpPOEeKT ce Ivo Veljanov, Boarding-house Fortuna, Valencia, 1978

npuceTyBa Ha BPEMETO Kora TWe Ce CO34aAeHu, crioMeHartarta
KOHCTaTauumja My ce HaMeTHyBa Kako npudaT/ivBo pelueHue 3a
peanHocTa Ha MeHTanHaTa NpeTcTasa Koja ce nojasuna nocre
3aBplUYBaAHETO HA rredarbeTo Ha uanoxobara: - Geeme Tonky
Magw, TonKy y6asu ... TONIKY TaneHTupaHu.

Y(Bnevaroyn u pasmmucnysarba fnOTTUKHaTHM 043 u3noxbara Ha Meo
Benja+os /lar 8o Pafor, My3ej Ha rpag Ckonje, jyHn 2004.)

* (Impressions and thoughts inspired by the exhibition of lvo Veljanov

1. Maprapetr OnuH (Margaret Olin), Mornea; Bo: KpUTUYKKU TEPMUHM “Road to Heaven", Skopje City Museum, June 2004)

nctopuje ymetHocTw, Mpupeaunu Pobept C. Hencow (Robert S.

Nelson) u Puqapa Uing (Richard Shiff), CeeTosw, Hoeun Cag, 2004. 1. Margaret Olin, Pogled; In: Kriticki Termini Istorije Umetnosti,
2. BarneHvuro ummtposcky, Mat Bo PajoT, Bo: MBo Benjaros, Mat Bo Priredili Robert. S. Nelson i Ricard Sif, Svetovi, Novi Sad, 2004.

Pajot, Myaej Ha rpag Ckonje, Ckonje, 2004., cTp. 8 2. Valentino Dimitrovski, Pat vo rajot; In: Ivo Veljanov, Pat vo rajot,
3. Marcel Proust, U traganju za izgubljenim vremenom, Vojvotkinja de Muzej na grad Skopje, 2004, p. 8.

Guermantes |, Mladost-Zora, Zagreb, 1972., cTp. 125 3. Marcel Proust, U traganju za izgubljenim vremenom, Vojvotkinja

De Guermantes I, Mladost-Zora, Zagreb, 1972, p. 125.
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UBso Bervanos, AHpanyauwja (6akHex) / fvo Veljanov, Andalucia (kiss), 1978




MBo BesmsaHos, Koc - Kokowwka / lvo Veljanov, Cos - Chicken, 1978
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PobepT Jatikynocku, Cw jy cv mu, 1998-2001, nHTepakTUBHa MHCTana
Robert Jankuloski, See You See Me, 1998-2001, interactive installation




H

Po6epT JaHKynocku
Robert Jankuloski

Corba Abauvesa

In & Out of Photo
MNpowwuvpysare Ha MeguyMoT

“If 1 had not been born at this time and place,
I would not have been able to use this form of expression..
Cindy Sherman'

WHTeH3mBHaTa 1 ekcnaH3ueHaTa ynotpeba Ha oTo-

rpachmjata BO MakedOHCKUOT fIMKOBEH NPOCTOP BO

gesegecetTute roavHy Ha 20. BeK, MOXe aa ce cMeTa
3a HejauHa peHecaHca. BpojoT Ha MnaguTe ymeTHUUW?,

KOV NOBPEMEHO WM NepMeHaHeTHO ja BKryyyBaaT BO

CBOJjOT AWUCKYPC, 3HAUYMTENHO NpUAOHeCyBa 3a Hej3UHW-

oT ronem come back Bo MakedoHuja, CyWTUHCKK

BK/IOMeHa Ha CBETCKO paMHULLITE BO OBOj MeAUyM, ywTe

npu kpajoT Ha 19. Bek.

3a pasnvka 04 MHOTyMUHA SIKOBHW YMETHWLM KO ce

3aHMMaBaaT co doTorpacmja, PobepT JaHkynocku nma

npodecnoHaneH 6ekrpayHa 1 Kako akagemcky o6paso-

BaH MajcTop Ha hoTorpadiCKMOT 3aHaeT, KOHCTAHTHO

NPaKkTUKyBa KOPEKTEH OAHOC KOH oBOj meauym. OBOj

hakT e MHOry 3HadaeH Bo enabopauuvjata Ha HerosuTe

YMETHUYKN UcUeKopu og BoobudaeHaTta doTorpadmija’,

BO CMWCMa Ha HejavHa KOMMMEKCHa ekcnnoartaywja Bo

NPOLWMPEHN NIMKOBHN chopmun.

Hekonky MmoganuTeTu Ha ja3nkoT Kaj oBoj aBTop 6apaaT

nocebHO TOMKyBaHe 1 ce OAHeCyBaaT Ha eKkCcTeH3njaTa

Ha MeauyMoT, NPUK/OHYBAjKW Ce FfaBHO KOH MNOCT-

ModepHUCTHHKaTa Kay3a®.

- [Je-KoHCTpyKumjaTa BO MeTogonornjata Ha uckasor:
hparMeHTOT Kako OCHOBHa rpagbeHa eguHuua BO
pe-KOHCTpyKuMjaTa Ha NnpeTcTasara;

- Uutuparse u peuuknupawe Ha oTorpadckarta
eMnupuja, KopucTerme Ha doTorpacumjaTa Kako
CypOBUHa 3a HOBW gena.

JaHkynocku gebutupa Ha nukosHaTta cueHa Bo 1992. co

nosHaTaTa ugeja Ha coTorpacmTe, geka OBOj MeauyMm

MOXe Aa ro Npuka)e Co HOBW TEXHOSOWKM 3adaTi oHa

E M E

Sonja Abadzieva

In & out of Photo
Extending the Medium

“If I had not been born at this time and place,
| would not have been able to use this form of expression..."
Cindy Sherman’

The intensive and expansive use of photography on
the Macedonian art scene of the 1990s can be consid-
ered its renaissance. The number of young artists?
who occasionally or constantly include it in their dis-
course, has significantly contributed to the great come-
back of photography in Macedonia, part of the global
photography already in the late 19" century.
In contrast to many artists who are involved in photog-
raphy, Robert Jankuloski has a professional back-
ground, and as academically educated master of the
photography profession, he constantly maintains a
rather appropriate attitude towards this medium. This
fact is very important in course of elaboration of his
artistic divergence from the usual photography® in con-
text of its complex exploitation in expanded art forms.*
Several modalities of the language used by this photo
artist require special interpretation and relate to the
extension of the medium, leaning mostly to the post-
modernist cause.®
- De-construction in methodology of expression: frag-
ment as the basic construction unit in re-construc-
tion of presentation;
- Citing and recycling of photographic experience,
use of photography as raw material for new works.
Robert Jankuloski made his art debut in 1992, using
the known idea of photographers that this medium can
show by means of new technical attempts what, for
instance, in the field of painting, matter implies a pic-
ture of structures and factures. The non-referential atti-
tude of his photographs is focused on small ‘clippings’
of reality in nature (micro ‘tissues’ of stone), which by
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Pobepr JaHky nocku, Bubpauun, 1995,u/6 coTtorpacum
Robert Jankuloski, Vibrations, 1995, b/w photographies

WTO, HA NpUMEp BO CNWKApPCTBOTO CO MaTepuja e
03HA4YeHO KakKO CfuvKa Ha CTPYyKTypu u hakTypw.
HepedepeHuyujanHata CTOJHOCT Ha OBWE HErosu
doTorpachvm ce ycpefoTodyBa Bp3 Manu uceyouu of
peanHocTa BO npupogaTta (MUKPO ‘TkmMBata Ha
KameHOoT), Kou BO LpHO-6ena TexHwka ywTe noHa-
CTOj4MBO ja HarnacysaaT uny3ujata Ha oBeKoBeYyBarbe
napye og BucTuHaTa. BuctuHaTa Tyka e camo u3roBop
3a rnojasa Ha anCTpPaKTHA rMETKW.

DoTO-KONAXUTE BO AenoTo Bubpayum (1995) ja peanu-
3vMpaaT KOHTpa-Te3aTta Ha MEMOPUCKUOT U TpajHUoT
kapakTep Ha choTorpacmjata. CTpoexoT Ha npeTcTasa-
Ta e pesyntaT Ha NPEeKNONEeHU NPOEKLUn Ha eNeKTPOH-
ckutTe Meauymun u cpotorpacmjata (CUCTeM Ha ceHasud
nocTaByBarbe Ha HEraTUBUTE).

PuTamoT Ha NOBTOpPYBaHETO HA XOPU30HTanHUTE dpar-
MEHTU (NOTOA KOMMOHMPAHW BO BEPTUKANHW HWU30BW)
pedepupa egHoBpeMeHo Ha MoHApwWjaHOBUMOT reome-
Tpu3am un Ha xpoHocpoTorpachumte. OBOj MeToq Ha ade-
KOHCTPyKUWja Ha npeTctaBuTe (OTNOCNE pe-KOMMOHU-
paHu BO KOMMNaKTHa LenvHa) ce nojaBysa BO hopma Ha
ob6jekT n BO genoTto Teno / uHgopmayuja (1995).
Pa3no)keHocTa Ha 40BEYKOTO TENO Ha Tpu Aenosu
(rnaBa, Hora, paka), CMECTEHO BO TpU OA44EMHU KYTuw,

use of the black-and-white technique even more per-
sistently underline the illusion of making a small piece
of truth eternal. Truth here is only a pretext for appear-
ance of abstract views.

His photo collages in the work called Vibrations (1995)
depict the counter-thesis of the memory and lasting
character of photography. The structure of the presen-
tation is rather result of folded projections of the elec-
tronic media and photography (a.k.a. system of ‘sand-
wich’ positioning of negatives).

The rhythm in repetition of the horizontal fragments
(afterwards composed into vertical series) refers at the
same time to both the Mondrian's geometrism and to
the chrono-photographs. Such method of deconstruc-
tion of images (afterwards re-composed into a compact
whole) also appears in form of an object in his work
called Body / Information (1995). The deconstruction of
the human body into three parts (head, leg, arm),
placed in three separate boxes, is again composed in
the final stage as integral object (placing the boxes
each on top of the other). Such object is not sufficient
to renew the human figure, yet it is adequate to sug-
gest the illusion of possibility to make re-construction.
Jankuloski also utilizes similar type of ‘playfulness’ in



Po6epr JaHkynocku, Bubpauwm, 1995.4/6 dpoTorpacpum
Robert Jankuloski, Vibrations, 1995, b/w photographies

BO hvHanHaTa haza NOBTOPHO Ce COCTaByBa BO MHTe-
rpaneH 06jekT (CTaBare Ha KyTuaTe edHa Bp3 Apyra),
KOj He e 0BONeH 3a BO30OHOBYBare Ha 4YoBeuykaTta
durypa, HO € O0BONEH Aa ja cyrepvpa unyaujata Ha
BO3MOXHOCTa 3a pe-KOHCTpykuuja. CnuyeH Tun Ha
JoceTku npumeHyBa wn Bo objektute Mny3um (1996),
npetctaseHn Ha Manudpecta 1 Bo Potepgam. Bo
npukaxxysarmeTo Ha  Ae-uHAvBWAYyanu3avpaHoTo
YOBEYKO TENO pasfnoXKeHo Ha parmMeHTun “dotorpad-
cKkaTa CHMMKAa e TpeTupaHa Kako KOHTaKT-Komuja Ha
HeratwsoT™. dparMeHToT og nNpodun unm éucTa (Tpu-
naTu NOBTOPYBaH BO BapujaHTU U CNOXXEH BO Tpu 0bjek-
TW), eKcrnepuMeHTUpa CO CBeTNMHaTa, CTPYKTypuTe u
BOOMLWTO CO MOXXHOCTUTE Ha MeanymoT. doTorpacumTe,
npenywiTeHn Ha 3aBefimMBOCTa Ha WCTPaXkKyBam-eTo,
ryéart o OHTONOWKWUOT KBaNMTET, HO KOMNEeH3upaaT co
HOBOTO IMKOBHO 3Ha4ene. 3aHaeTckaTa TOYHOCT oBAe
ce noapeayBa Ha yMeTHU4YKaTa BUCTUHA.

[lo 0BOj MOMEHT JaHKynocku ru cmecTysa osue 06jeKkTu
BP3 S\ Unv BO NPOCTOP Kako MOHOMTU. Ho, BO npoek-
TuTe Heune oko rnega Bo sac (1996) n Bo 6e3 Hacnos
(1997) aHanMTuykaTa nocranka eckanuMpa Bo NpocTop-
Ha ‘pacpnaHocT Ha cpparmMeHTuTe (04M BO MPBUOT,
O[HOCHO NopTpeTn Ha ckynnTopoT Wbpaxwm Beau Bo
BTOPUOT cCny4aj). MpocTopHaTa pacnpegeneHocT Ha
cnajgosuTe unu cotorpaduute, 40 Kpaj ja packaxysa
npvkasHaTta 3a MoXxHaTa AeNnnvMBOCT Ha chparMeHTuTe u
HMBHaTa €eKCnaHanja W ekcTeH3uja. JaHKynocku

his art items called /llusions (1996), which were origi-
nally shown at the Maniefsta 1 exhibition in Rotterdam,
the Netherlands. In presenting the de-individualized
human body de-composed into fragments, ithe photo-
graphic image is treated as contact-copy of the nega-
tive”.®

The fragment of profile or bust (trice repeated in varia-
tions and placed in three objects) experiments with
light, structures, and generally with the possibilities of
this medium. These photographs, let loose to the
curiosity of the research, are deprived of their ontolog-
ical quality, yet they compensate with the new artistic
meaning. The professional exactness is here subordi-
nated to the artistic truth.

Until that moment, Jankuloski used to place these
objects on a wall or in space like some kind of mono-
liths. However, in his projects called Someone's Eye is
Watching You (1996) and No Title (1997), the analytic
procedure escalates to spatial ‘extension’ of the frag-
ments (eyes in the former, that is, portraits of sculptor
Ibrahim Bedi in the latter). The spatial allocation of the
slides or of the photographs tells the story of the pos-
sible separability of the fragments and their expansion
and extension. At the same time, Jankuloski shows
also the ability of such deconstructionist methodology
still to be able to allow reading of anthropological ele-
ments in the microstructures. The decomposition
method in the street / gallery project called See You,



76

Pobepr Jarky nocku, Nnyaum, 1996, goTo-06jekT / Robert Jankuloski, lilusions, 1996, photo object

WCTOBPEMEHO YKaXxyBa W Ha crocobHocTa Ha Taa Ae-
KOHCTPYKTUBUCTUYKA METOAOoMoruja, ce ywTte, Aa ro
OBO3MO>XXYBa YMTaHETO Ha aHTPOMOJIOWKOTO BO MUKPO-
CTpyKkTypuTe. Pa3rpagyBaqkoTo npocefe KynMmuHupa
BO YNMYHO/ranepuckuoT NPoeKT Bo npouec See You See
Me (1998 — 2001). Toj ce cnpoBeayBa Ha NOBEKe HUBOA,
UMajKM M Kako MOTUB NapanesnHo astopedepeHuven-
HUTE U COUMO-ETUYKUTE KOMMOHEHTU. [lerpaavparbeTo
Ha doTorpadupaHMoT aBTONOPTPET Ha 6aHanHo
pamMHUWTe (NeyaTere Ha NnakaT) € aKkT Ha [Je-KOH-
CTpyKuymja Ha npumapHuoT meauym (cdoTtorpadpujaTa),
KOj TpaH3uTupa BO aBTO- AECTPYKTUBEH, buaejkm camnoT
HOCa4 Ha NOpTPETOT (aBTOPOT) ce npeTBopa BO cpea-
CTBO 3a MaHunynauuja (MHTepakTuBHOCT). [nakatute
CO NMMKOT Ha JaHKYrnoCKW, OCTaBEeHW Ha MUNOCT W
HEMWUNOCT Ha (He)CNy4ajHUTe MUHyBaYn U noceTuTenu
(KUHEeTW, YKpTaHW, TMEeYEeHW, TYTKaHW, Tra3€eHu...)
3HAYEHCKN M U3MeCTyBaaT npasunaTa Ha penauywvre:
VHAVBUAOYANHO-KONEKTUBHO, €TUYKO-HEEeTUYKO, NpBO-
CTENEeHO-BTOPOCTENEHO, MOAEPHO-NOCTMOAEPHO MUTH.
Ha npawarbeTto Kako ga ce B0306HOBW cnvkaTa-npeT-
cTaBaTta pacuneHeTa Ha AuXoToMuu: Cy6jekT -3aegHuua
OfHOCHO opuruHan (doTorpacmja) — CYNCTUTYT
(nnakart), JaHkynoBcku ogrosapa Co nocTanka CyLTUH-
CKW UMaHEHTHa Ha choTorpapckuoT Mmeauym — Co gOKY-
MeHTapHOCTa (CHMMarbe Ha LenuoT npouec co hoTo u
KWHO-kKaMmepa, ynaTyBarbe Ha nNUCMeH anen Ao
rnegayute, u3pabotka Ha aHKETHW NUMBYUHbA, Neva-
Terbe Ha nybnvkauuja 3a UEenoKYNHUOT HaCTaH).
3akny4okoT 04 OBaa KOMMNMEKCHA (MHTep)akuuja u
BOOMWTO 04 AOCera CNnoMeHaTUTe Aena Ha aBTopoT, ce
cybnumupa BO ufejata 3a nocteneHa aHvMaumja Ha
POTO-TEXHUKUTE N Ha [E-KOHCTPYKTUBUCTUYKUTE
nocTanku, Co NPEMWUH BO XXWBA AUHAMUKA, OBWXEHE,
wTo bpakaTta MaHaku ro npeTouumja Ha hunmMcka neHTa,
a JaHKynocku BO MHTEp-TEKCTyanHa U MHTep-akTUBHA
TBOp6A.

See Me (1998-2001) reaches its peak point as a
process. It is realized in several layers, having as
motifs at the same time both self-referential and socio-
ethical components. The degradation of the photogra-
phed self-portrait to a banal level (printing of poster) is
an act of de-construction of the primary medium (pho-
tography), which transits into self-destructive one,
because the implementer of the portrait (i.e., the
author) is transformed in a means of manipulation (i.e.,
interactivity). The poster with the image of Jankuloski,
left to the disposal of the (non)incidental bystanders
and visitors (torn, scribbled, pushed, folded, kicked...)
change meaningfully the rules in the relationship: indi-
vidual-collective, ethnic-unethical, primary-secondary,
modern-postmodern, etc. A question is raised: how to
renew the picture-image broken down into
dichotomies: subject-community, that is, original (pho-
tograph) — substitute (poster). Jankuloski responds by
a procedure that is basically immanent to the photo-
graphic medium: documentary (shooting the entire
process by photo and movie camera; sending written
appeal to the viewers; preparation of questionnaires;
printing of publication about the entire event). The con-
clusion of this complex (inter)action, and, generally, of
the works by this author cited thus far, is sublimated
into the idea about gradual animation of the photo tech-
niques and of the de-constructivist procedures, by
making shift to live dynamics; a motion that Brothers
Manaki transposed on the fim sheet while Jankuloski
transposed it into an inter-textual and inter-active work.
The curiosity of Jankuloski for the phenomenological or
for the formal elements in art, especially underlined in
his works Vibrations, Body / Information, and lllusions,
can be construed as: “transition from the semiotics of
the heterogeneous to a semiotics of subjectification”.”
Later on, his own personal view as author “makes con-
nection with the existing external forces™



Jby60nuTCTBOTO Ha JaHKyocku 3a heHOMEHONMOLWKOTO
unm ¢hopManHoOTO BO YMETHOCTA, OCOH6EHO Har naceHo BO
penata Bubpaywm, Teno / nHgpopmaymja v Bo Unysum,
MOXe Aa ce pa3bepe Kako “TpaH3vuumja of ceMmoTuka-
Ta Ha XEeTeporeHoTo BO CEMUOTMKATa Ha CybjeKTu-
dvkauujaTa”. MogouHa, Bo 0bjekToT Ciao Diane (1997),
doTo-npoekTuTe fa ru 3avysame criomernte (2000) un
12 cpebpenn BojHnyn (2001), aBTOPCKOTO rregdarbe
“cTanysa BO BPCKa CO NOCTOEYKUTE HaABOPELUH Crin™,
YnoTtpebeHaTa hoTo-eMnupuja He € CaMO OMaXk, CBeCHa
MHCNMpauuja 04, HEKOrO UM HEWTO, TYKY € rpafexeH
maTepuan 3a HoBo pgeno. O6jektoT Ciao Diane®,
NoCcBETEH UM CO34afeH BO YeCcT Ha doTorpadkaTta
[ajaHa Apbyc, peynknuMpa Ha aBTOPCKM HAYvH efHa o4
Hej3MHMTEe no3HaTu doTorpacdum Ha XeHAUKenupaHu
yvua of MapruHUTe Ha XXMBOTOT. Beke gedopmupanuTe
durypy Ha nopTpeTupaHuTe, ‘CKOUKaHW BO Kouka
(cboTorpachuja co BONymeH), cyrepupaaT ApYrocT:
Xunep-HaTypammaMoT Ha OpuruHanoT, npeTpnyea
HagpeanucTudka TpaHcdopmauuja. lMNMpepaboTkaTa Ha
no3HaToTo, WCYeKOopyBa 04 CTaHgapauTe npeky
aBTopoBaTa cMMUCNa 3a goceTka.

Bo coTo-npoekToT fa ru 3avyBame criomeHuTe'
JaHKynocku uutupa cpparmMeHTm (CTonumkea, Macu, npea-
METW, eKCTpemuTeTw...) oA doTorpachumTe Ha 3advp
OwaekoB. OTCYyCcTBOTO Ha fuvuyata 0f NUYHOCTUTE
coTorpachupanm BO atenje, ro aHUxMMpa KnacuyHuoT
KO W ja MHBEPTMPA BUCTUHCKATA CMUCHA HA OpurvHan-
HUTE CHUMKW: MPBOCTENEHOTO Ce 3aMeHyBa CO BTOpOCTe-
neroTo. Co ‘fine disregard’ (Kupk BapHegoe) unv co mana
MHBEP3Mja ce NOCTUrHyBa edheKkT Ha ancypa.

[vpekTHO no3ajMyBare ce cnydysa U Bo hOTO-NPOEK-
TOT 12 cpebpeHn BojHMyM''. JaHKYNOCKU M nocTaByBa

in context of his object Ciao Diane (1997) and of the
photo projects called Let's Keep Memories (2000), and
Twelve Silver Soldiers (2001). The utilized photo expe-
rience is not just an homage, intentional inspiration by
someone or something; rather, it is also a construction
material for a new work of art. The object Ciao Diane,’
dedicated or created in honor of woman photographer
Diane Arbus, recycles in his own way one of her
famous photographs of handicapped children living on
the margins of life. The already deformed figures of the
portrayed people, ‘cubed’ into a cube (photography
with volume), suggest otherness: the hyper-naturalism
of the original undergoes a surrealistic transformation.
The processing of the known deviates from the stan-
dards by means of the wittiness of the artist.

In his photo project called Lets Keep Memories,™
Jankuloski quotes fragments (chairs, tables, various
items, extremities...) out of the photographs made by the
late photographer Zafir Osavkov. The absence of faces of
the persons photographed in photo studios annuls the
classical code and inverts the genuine context of the orig-
inal shots: the primary becomes the secondary. With “fine
disregard” (Kirk Varnedoe), or with small inversion, the
effect of the absurd is obtained.

Direct borrowing is also made in the photo project Twelve
Silver Soldiers". Jankuloski places his photographs of
soldiers in parallel with the photographs borrowed direct-
ly from other authors.™

The respect for the primary features of photography is
implied in the borrowed postures: the stiff pose and
frozen facial expression; the documentary axiology
(the authenticity); the white-and-black technique. The
semantic identification of the portrayed people, through

Pobepr Jankynocku, Teno / Uncbopmaumja, 1995 , choto-objek T/ Robert Jankuloski, Body / Information, 1995, photo object
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Pobepr Janky nockw, 12 cpebpenu Bojauum, 2001, u/6 cotorpacum / Robert Jankuloski, 12 Silver Soldiers, 2001, b/w photographies

ceBouTe doTtorpachum Ha BOjHULM napanenHo Ha
doTorpachumTe npeB3eMeHn AUPEKTHO 04 Apyru
aBTopu'. MouMTyBaH-€TO Ha MPUMapHUTE OCO6EHOCTU
Ha doTorpadhmjaTta ce uaTa BO MPEB3EMEHUTE MNo3w:
BKOYaHETUOT CTaB W 3amp3HaTuTe u3pasu Ha NUueTo;
OOKYMeHTapHaTa akcuornoruja (BepogocTojHoCTa);
ypHo-6enaTa TexHuka. CemaHTudkaTa ngeHtudmkaymja
Ha NOPTPeTUPaHUTE NPEKY OrHEHOTO OPYXje KakKo YHU-
Bep3anHa O3HA4YEHOCT, € KOPUCTEHa CaMO KakKO KOH-
CTPYKTUBEH MaTepuan 3a gpyro geno. OBaa KoHCTaTu-
paHa Tunu3ayuja Ha BOjHUUUTE, U NOKPaj MUHUMaNHUTE
pas3nuyHoCcTU (BO yHUdopmMaTa, ambnemmnte, opy>jeTo)
My 003BONlyBa Ha aBTOPOT Aa M uM3edHaym CONCTBEH-
UTe, CO CHUMKWUTE OBEKOBEYeHW O0f pa3sfvyHu
doTorpadcu. Bpemursata v npoctopute, aBTOHOMHOTO U
XETEepOHOMHOTO, BO OBOj MPOEKT Ce 3ryCHyBaaT BO edHa
TOYKa, NOHULITYBAjKN Ce MefyCcebHO KakO OUCTUHIBU-
paHu eHTUTEeTU. 3aeHN4KK uMeHuTen Ha 12 cpebpexun
BojHuym (choTorpaddcku naneanu co cpebpeH 6pomug) e
€034aBareTo MPOTOTUN Ha BOWHOT Kako nonpedvyBay
Ha cnobogarta. 3amuMcnara, Kako U nepdekuvjata Ha
3aHaeTCKOTO MajCTOPCTBO Ce ecTeTcka peakuuja Ha
NONMUTUYKUTE U MOpanHUTE HenpaeAwu HU3 ucTopujaTa.
3ameHata Ha vHAMBMAYANHOTO fuue (Ha BOAAYOT,
MMNepaTopoT...) CO YHUopMupaHaTa npeTcTaBa Ha
BOMHUTE KOM ja OgpXXyBaaaT BO KOHAWUMja HWBHaTa
XEereMoHUCTUYKa nacvja v kay3a, € KoHoTauuja Ha HeuH-
aveungyanHoto. OgnykaTta ga ce wusegHadaT pasnuy-
HOCTWUTE € recT Ha aBTOHOMHO rnefare Ha nocTaBeHa-
Ta aBTOpoBa Te3a.

the firearms, as universal meaning is utilized only as
constructive material for something else. Such estab-
lished typifying of the soldiers, in spite of the minimal
differences (as seen in the uniforms, the insignia, the
arms), allows the author to equalize his own photo-
graphs with those shot by various photographers.
Times and places, the autonomous and the heteroge-
neous, are compressed in a single point in this project,
annulling themselves as differentiated entities. The
common denominator of Twelve Silver Soldiers (photo-
graphically molded with silver bromide) is creating a
prototype of the warrior as suppressor of freedom. The
elaboration, together with the perfection of the profes-
sional mastery, represents an aesthetic reaction to the
political and moral injustice throughout history. The
replacement of the individual figure (of the leader, the
emperor...) with the uniformed presentation of the sol-
diers, who maintain good condition of their hegemonic
passion and cause, is connotation of the non-individu-
ality. The decision to equalize the differences is gesture
of the autonomous view of the set thesis by the author.
Quoting of models belonging to the classical photo
legacy also implies involvement of the physiognomy
aspect.”™

The self-portrait presentation in See You, See Me
shares the subjective self-analyses with the self-cari-
caturing of several famous artists (the expression of
surprise with Rembrandt, the mood of a clown with
Frans Hals, the look of a madman with van Gogh, the
theater grotesqueness with Cindy Sherman, or the



Pobepr Jarkynocku, Cv jy cn mMu, 1998-2001, nHTepakT1BHa WHCTanauvja
Robert Jankuloski, See You See Me, 1998-2001, interactive installation

LUutupareTo Ha mogenu of knacudHaTta ¢oTo-
3aocTaBHWHa ro nogpasbupa v BKNyyyBareTo Ha
(hM3MOTHOMCKMOT acnekT"”. ABTONOPTPETCKUOT NpuKas
Bo See You See Me ru cnogenyea cybjeKTuBHUTE
cebeaHanuan CO aBTO-KapuKUpameTo Ha peguuya nos-
HaTW yMeTHUUM (3a4ygeHvoT u3pal3 Kaj PembpaHar,
KNOBHOBCKOTO pacnonoxenue kaj ®paHc Xanc, Hanya-
HW4aBuoT nornefd Kaj Ban [or, TeaTpanHaTta rpoTec-
KHOCT Kaj CvHgw Llepman v akTepckute eravbuuuu
Ha Jacymaca Mopumypa). Ha TeHgeHuyvno3HaTa aucTop-
3uja Ha CONCTBEHVOT UK / Nyue, aBTopPOT My Ao4aBsa U
€NeMeHTU Ha naTorHoMuja: “OXKMBYBauKW 3HauUWU Ha
ctpact”. Kopucteneto Ha asete kateropuv (uaumor-
HOMMjaTa U NATOrHOMMjaTa) Ce KOpUCTAT Kako KOHTpa-
Tesa Ha CTaH4apHOTO MHCUCTUpare npu doTorpadu-
pareTo: MpeTcTaByBaHeTO HE OHAKBU KakBW LUTO CMe,
TYKY Kakeu WITO cakame aa uarnegame. Toa ocobeHo ce
O/HecyBa Ha jaBHATe NNYHOCTW 3a Bpeme Ha usbopure.
Ha HVWBHWUTE nNa>kHM NWMKOBW, BO YNWMYHWOT Aen of
npoekToT See You See Me, aBTOpOT wM ja cnpoTuUC-
TaByBa CONCTBEHaTa ‘OTKadeHa' BapwjaHTa, WTO HEeKoU
04 aHkeTupanuTe rpafanv ja gedvHupaa Kako ‘JyaeH
Aedko, ‘TexHaypuja’, ‘ygana’, Hekoj Ha Koj ‘My cbanm
HewTo','Ko] He e 3a nonuTtuka'... MpegunssukyBadkaTa
urpa co BakBUOT HEroB uarneq Aobv og pasnuunu nyre
pas3nuyHn 03HauYyBarba U BpeaHyBarba, 3aToa LWTO UM
0BO3MOXXW [a ro yMTaart o4 BHaTpe U Hero v OnwTecTBO-
To. EgeH oa Tue rpaackv hbnaHepu 3aknyyysa geka
‘HEWTO HOBO cCe cnyyyBa BO Cekoj norneg'.
KomeHTapute eckanupaaT BO MHOry nogpamaTuyHu
oncepsauuu:. “oBa e ka'o dotorpadmja Ha 3aTBO-
peHuk... OBa e napagokcanHo HewTo... YoBekoB e

Pobepr JaHkynocku, Cu jy cv mu, 1998-2001, nHTepakTvBHa MHCTanaumja
Robert Jankuloski, See You See Me, 1998-2001, interactive installation

actor exhibitions of Yasumasa Morimura). Here
Jankuloski adds elements of patognomy to the tenden-
tious distortion of his own face / figure: ‘animating signs
of passion’. Utilization of both categories (the physiog-
nomy and the patognomy) is done as counter-thesis of
the usual insisting in photography: presenting people
not as they are, but as they would like to be. This is
especially true of public personalities during elections.
The author opposes, to their hypocritical faces, in the
street part of the project See You, See Me, his own
‘nutty’ variation. Some of the polled people defined this
as: ‘weirdo’, ‘'the techno guy’, fool’, someone who ‘has
a defect, someone ‘who is not for politics’... The
intriguing playing games with such his looks was given
different connotation and meaning by different people,
because he enabled them to read from within both him
and society. One of such city flneurs (i.e., walkers)
concluded: iSomething new is happening in every
wayi. Further comments gave observation that is more
dramatic: “This is like a photo of a prisoner... This is
something paradoxical. This man, in a way, is captured
by society, he is very scared. The system pushes
him.”™

By involving the banal reality and allowing interaction,
Jankuloski transfers photography from the phenome-
non of the closed, the studio, to the phenomenon of the
community: he enriches photography with social
dimension. The wittiness, playfulness and socializing in
this complex work, connected with the everyday life,
incorporate the magic of the unusual.

The careful crossing of photography with other disci-
plines as done by Jankuloski does not raise the rating
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oHaka 3apobeH 04 oNWTecTBOTO, MHOTY € ucnnaweH. Mo
nputucka Hero cuctemoT™™. Co BK/y4yBaHeTo BO
6aHanHaTa peanHocT U CO OBO3MOXXYBaHETO Ha UHTEp-
aKTWBHOCTA, JaHKynocku, og heHOMeH Ha 3aTBOPEHO-
TO, aTenjepckoTo, ja TpaHcdepupa doTorpadmjata BO
deHoMeH Ha 3aegnuuaTa: ja 36oraTyBa CO couyujanHa
AvmMensnja. [loceTkaTta, urpata u NoonwTecTeyBareTo
BO OBa KOMMMEKCHO Aesfio NOBP3aHO CO CEeKOjaHEeBMETO,
ja BrpagyBaart marujata Ha OHEO6bUHEHOTO.
BHumMaTenHoTo BKpCTyBame Ha oTorpacdmjara Ha
JaHKynoBCckn co gpyrute AuCUMNNWHW, He o3Hadysa
nokavyBar-e PejTMHrOT Ha OBOj MeAUyM (TOa HE My € HW
uenTa), HO 3ana3yBajku ro NPOHEeCUoHaNHUOT PecnekT
KOH HEro, TOj ycnesa MHTEPTEKCTYasiHo J4a ro obmuciv ,
aHy mpajku rv rpaHuyuTe Mefy yMeTHUHKUTE U BOONWTO
XyMaHUTapHATE OUCLMNIVHN U TeXHUKUTE. Y4eCTBOTO
Ha choTorpachmjaTa Bo HeroBuTe NPoeKTU e BUANMBO, HO
He e BU3yesiHO U BPeAHOCHO JOMWHAHTHO, LiefejKn KOH
TonepaTHa BPaMHOTEXEHOCT W YUAT/MBOCT Ha WHTe-
rpanHaTa copma Ha hMHaNMHNOT NIMKOBEH NPOAYKT.

-

. Cindy Sherman, In. Noriko Fuku, A Woman of Parts, Art in America,
June 1997, p. 80

2. Tyka mucnam, npea ce, Ha ymeTHuunTe Enusabeta AspamoBcka,
XKaneTa Banrenu, Tome Aymescku u Hapa Mprea.

3. Kora anconsupaHuoT 3aHaeT He NpeTcTaByBa MoBeKe Npeanssuk,
Toj AobuBa aHaxpOHW4HA KOHOTaLMja U TOKMy 3aToa BakBaTa
nocTanka Ha JaHKynocku ctTaHyBa norudHa. CurypHocTta Bo
oapeaeHa obnacT e cocToj6aHa HaAMOKHOCT. Taa My r oaBp3yBa
paueTe Ha aBTopoT, Ho NoToa 6apa CyncTuTyLuja, HOB NPeAN3BUK.
EkcnepumeHTuTe U xenbata 3a Apyrv SIMKOBHU NPOCTOPU Ke
6uaaT HEeroBOTO HOBO Nose 3a TBOPEYKN pa3MuciyBarba.

4. MNpeameT Ha MOETO TOMKyBarbe e AejHocTa Ha PobepT JaHKynocku
op 1992. (kora ce ogpxyBsa HerosaTa npea camocTojHa usnoxoéa
B0 JAT ranepujata Ha MCY, Ckonije), go 2001.

5. Bo TekcToT ce ocBpHyBaM Ha hoTorpadckuTe acnekT BO NpoeK-
TuTe Ha JaHkynocku, 6e3 aa Hasnerysam Nognaboko BO HUBHUTE
KOHLIENTN Kako NocebHn eHTUTeTH.

6. Bugwn: Nebojsa Vilic, Robert Jankuloski (npearosop 3a kartanor),
Manifesta 1, Rotterdam, 1996.

7. Bugum: Gilles Deleuse & Felix Guattari, A Thousand Plateaus, Athlone
Press, London, 1988, p.170

8. Ibidem.

9. OBa peno e u3naraHo Ha 3aegHnykata wusnoxb6a Ha Pobept
Jankynocku u Hapa Mpsba: Out of Photo 2, KynTtypeH yeHTap Mana
ctaHuya, Ckonje, 19-26. 12 1997. fiseTe uanox6mu Out of photo, 6ea
KOHUmMnupaHu oA a-p Hebojwa Bunuk Ha To4kaTta Ha cuHXpoHujaTa
Mely OAp>XXyBarbeTO Ha KOHTaKTOT CO KnacudHaTa cpoTtorpacuja n
Ha Hej3UHOTO NOHULLITYBaHE.

10. doTorpachcka w3noxba nocseTeHa MakegoHCKUOT poTorpad
3acpmp Owaskos (1905 —~ 1996), npukaxkaHa Bo CrerneH ranepujara
Ha KynTypHaTta nokayuja Mecro, Ckonje, 20.12 2000.

11. 2 cpebpenu BojHMYKM NPB NAT Ce u3naraHu Ha usnoxobarta Lurary,
My3ej Ha coBpemeHaTa ymeTHoCT, Ckonije, 25. 10 — 10. 11 2001

12. KopucteHu ce cpotorpacpumte Ha Jonde Mon Ctedbanuja (1915 —
1983), 3acpup Owaskos (1905 — 1996), MunToH MaHaku (1882 —
1964), beccbopg Umamu (1975), Mupocnas BerbaH (1903-1998) n
Esctaxve Jonecku (? — 1937).

13. Cnopeg John Casper Lavater. in: Facets, Art Forum, XI, 1988, foot-
note 15: “Physiognomy is the science of knowledge of the correspon-
dence between the external and intemal man, the visible superficies
and the invisible contents”.

14. Uuratute ce npes3emeHu oa: Pobept JaHkynocku, See You See

Me (kaTtanor), MakegoHcku LeHTap 3a coTtorpadumja, Ckonje, 2001

of this medium (he has no such intent whatsoever); yet
in preserving the professional respect for this medium,
Jankuloski manages to elaborate it in inter-textual
manner, thus eliminating the borders among the art
and generally the humanitarian disciplines and tech-
niques. The participation of photography in his projects
is apparent, yet not in visual and value-dominating
manner, aiming thus towards tolerant balance and
readability of the integral form of the final artistic out-
come.

Translated by Darko Putilov

1. Cindy Sherman, in: Noriko Fuku, A Woman of Parts, Art in
America, June, 1997, p. 80.

2. in this context, | mostly include such artists as: Elizabeta
Avramovska, éaneta Vangeli, Tome Aduievski, and Nada Prlja.

3. When the already learned profession does not mean challenge
anymore, it obtains anachronous connotation and hence such
procedure used by Jankuloski becomes logical. Being certain in
a specific field denotes situation of superiority. This unties the
hands of the artist, yet afterwards it requires substitution, a new
challenge. Experiments and a desire for other artistic fields would
be his new frame for artistic elaborations.

4. The subject of my analysis is art production by Robert Jankuloski
starting from 1992 (when he staged his first individual exhibition
at the 'JAT Gallery’ of the Museum of Contemporary Art in
Skopje) until 2001.

5. In this text, | am treating the photographic aspects in the projects
of Jankuloski, without going in detail about their concepts as sep-
arate entities.

6. See: Nebojsa Vilic, Robert Jankuloski (foreword in the catalogue),
Manifesta 1, Rotterdam, 1996.

7. See: Gilles Deleuse & Felix Guattari, A Thousand Plateaus,

Athlone Press, London, 1988. p.170

Ibidem.

This work was shown at the joint exhibition of Robert Jankuloski

and Nada Prlja: Out of Photo 2, at the iMala Stanicai Culture

Center, Skopje, 19-26 December, 1997. Dr. Nebojsa Vilic con-

ceived both exhibitions called Out of Photo, in context of the point

of synchrony between keeping contact with the classical photog-
raphy and its abolishment.

10. A photo exhibition dedicated to Macedonian photograph Zafir
Odavkov (1905-1996), shown at the ‘Stepen’ Gallery, as part of the
‘Mesto’ Culture Point, Skopje, 20 December 2000.

. Twelve Silver Soldiers was shown for the first time at the exhibi-
tion Quotations, Museum of Contemporary Art, Skopje, 25
October — 10 November 2001.

12. Photographs made by Jonce Stefanija (1915-1983), Zafir Osavkov
(1905-1996), Milton Manaki (1882-1964), Besford Imami (1975),
Miroslav Beljan (1903-1998), and Evstahie Joleski (? -~ 1937).

13. According to John Casper Lavater. In: Facets, Art Forum, XI, 1988,
footnote 15: iPhysiognomy is the science of knowledge of the cor-
respondence between the external and the internal man, the visi-
ble superficies and the invisible contentsi.

14. Quotes have been borrowed from: Robert Jankuloski, See You,
See Me (ex. cat.), Macedonian Photography Center, Skopje,
2001.
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Po6epr Jarkynockm, Ciao Diane, 1997, boTo-06jekT Pobepr Jankynocku, Ham Llyw Majk, 1996, rymutunum
Robert Jankuloski, Ciao Diane, 1997, photoobject Robert Jankuloski, Nam Jun Paik, 1996, gum bichromate

Pobepr JaHkynocku, Be3 Hacnos 1997, cnajg-vuHcTanayuja Pobepr JaHkynocku, Heune oko rnega Bo Bac, 1996, oTo-06jekT
Robert Jankuloski, Untitled, 1997, slide-installation Robert Jankuloski, Some Wye is Watching You, 1996, photo-object






®oto cnyyka / Photo Event

Na3so MNnaBeBCku

Tpw cotorpachuu Ha AnekcaHaap KoHges

Bo kny6ckute npocTopuv Ha hoTo KNy6oT “Bapaap” Bo cpe-
AvHaTa Ha cepympeceTTUTe roAvHW MOCTOjaHO KpyXKelue
werata (BO pa3nuWyHM Bapujauun) Aeka, Aeka ako
Anekcanaap Konges (p. 1950) nouHe ga rv 6pviue ceoute
HeraTueuM nped Aa M kKonvpa, Ckonje ke 6Guge MHOry
noHeuwicTo. 3appkaHumMMTe O BakoB BUA HajHeCcTo rpe-
LM3HO ro norogysaat npobreMoT co Koj oAapeeHa rpyna ce
coovyBa - KonuuTe Kou v paboTewe OBOj TaneHTupaH
doTorpadp nocTojaHo M Hocea Tparute of HeAOBOSHO
4YMCTUTE HeraTuBM. 3ropa Ha Cce, He ro ro Mp3eLle HYB Aa rm
petywwvpa. Ce cekaBam feka Kora Bo KnyboT Ke goHecelue
Hekoja fobpa coTorpadmja, a Toa ce oaHecyBa U Ha OBue
Tpy dhoTorpachum Kou 1 oabpasmMe 3a penpoayLuparse Bo
lonemoro crakso, nocTojaHo Toa My ro 3abenexysasme!
Bakeute cutyaumm Tewko ce 6paHaT, HO KoHaeB Gele
yrnopeH BO Toa [eka HaBUCTWHA He F0 WHTepecupa Aanv
hoTorpachumte My ce wicTu v He. Toj 6elwe HechopmaneH
™n.

3owwTo ce npuceTyBam Ha oBaa edpeMepHa cnyyka o npes
30 roguHn?

Pab6oTejkv Ha eaeH Apyr NPOeKT 6aM30K HA 0BOj TEMaTCKU
610K Ha o1emoTo cTak/10, Nocne JoNro Bpeme, CKOpo Mo
TpU fAeueHun, MOBTOPHO U BUAOB OBUE TpU AeTCKu
nopTpeTn. AKO cekaBarbeTO He Me naxe, Konges m
poHece hoTorpachumTe BO KNYy6OT peuncy uctarta Hegena
Koraru chumun. Tue Toraw 6ea “Tase”, WTOTYKY U3neseHu
oA hoTo-nabopaTopujaTa U NneHea co ceojata Herocpea-
HOCT, HO He NocToeLle AOBOSHA AWUCTaHLa 3a Aa ce cneyu-
dvuympa HuBHaTa BpefHocT. Bo MoeTo cekaBarbe Tue
ocTaHaa Kako Hajaobpute oTorpadum Ha aBTOpOT, HO
MeMopujaTa 3Hae MHOry 4ecTo Aa buae HecurypHa, a cpej-
6uUTe co HeKoM apTedaKTu Kou UMaaT CrvyeH npeas3Hak
YeCcTO e MHOr'Y AenpecuBHO HernpujaTHa. 3a cpeka He belue
Taka - BpemeTo 0BOj naT paboTesio BO HWBHA nonsa. Tpu
cjajnu choTorpacmm Ymja Bpe4HOCT e BO HenocpeaHocTa Ha
MarmMTe mogenm Kou npep cpotorpadhckvoT anapat ja

e e Y I O

Lazo Plavevski

Three photographs by Aleksandar Kondev

In the mid 1970’s, there was a joke often going on (in dif-
ferent versions) within the club premises of the Skopje
“Vardar’ Photo Club that if Aleksandar Kondev (b. 1950)
were to start cleaning his negatives before copying them,
then Skopje would have been a dirtier place to live in.
Jokes of this kind very often address precisely the problem
that a particular group of photographers faces: the copies
produced by this talented photographer always had some
leftover traces of the insufficiently clean negatives.
Furthermore, he was not so lazy as to retouch them later.
| remember when he used to bring in a good photograph
to the club (this also refers to the there photographs we
chose to be shown in the "Large Glass” magazine), we
always had objections conceming this habit of his! Indeed
such situation is hard to defend; nevertheless, Kondev
was a stubbom photographer persisting in the fact that he
was not at all concemed if his photographs had been clean
or not. He was rather an informal guy.

Why do | remind myself of this ephemeral event dating
30 years ago?

Working on another project similar to this thematic block of
the “Large Glass” magazine, | had the chance to again see
these three child portraits after a long time - aimost after 30
years. If | remember correctly, Kondev brought in the pho-
tographs to the club in the same week when he shot them.
They were then ‘fresh’, just coming out of the photo lab and
seized viewers with their directness; yet, there was no ade-
quate time distance in order to specify their value. These
photographs remained in my memory as the best ever
photographs made by this author; however, we cannot
always rely on our memory. Facing some artifacts that
have similar connotation is often unpleasant. Fortunately,
this was not the case; time had worked to their benefit.
Three excellent photographs the value of which lies in the
directness of the child models that show before the cam-
era their life joy, so inherent with them. At the moment
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AnekcaHAap KoHges, Hacmeska, 1973 / Aleksandar Kondev, Smile, 1973

MaHudecTupaaT XuBoTHaTa paAocT Koja UM € CBOjCTBEHA.
Bo MoMeHTOT Kora nocne fonr nepuog, noBTOPHO MM BUAOB
ce gharus camnoT cebe geka MpeO LWITO Hanpasve € Aa
npoBepam KONKY ce HeYUCTH, Aa ro Buaam ctapuotr KoHaes.
Ja crnomeHyeaMm oBaa cnydka 3a fAa Hanpaeam Hekoja
napabona Koja MoXe Aa Hé npubnxu A0 MOMEHTOT Ha
3a40BONCTBOTO KOE CEe 4YyBCTBYBA Kora ce rnepaat
oTorpachumTe. [flelyata MocTojaHo Ce CMAWKaHW, HUBHUTE
NMKOBW U NornNeauv ce Aen og onwrtaTa eudyenHa KynTypa.
Beke nogonr nepuvon Tue ce u cBoesuaeH cumbon Ha
MOTPOLLYBaYKOTO onwTecTBo. Co HUBHUTE NIUKOBW C& MOXe
Aa ce npodage, cé MoXke aa ce peknamupa. fla ce cnukaar
[eua BO CEpUO3HU YMETHUYKWU noTdhatv cekoraw 6uno
0COOEHO TELWKO U PU3UYHO 3aToa LWITO KWUYOT, unn 6apem
necHata gonaanveocT, AeMHeaTt of cute ctpaHu. OcobeHo
ako ce choTorpachmpaat cpekhu, Becenm aeua. Mpawareto
KOe BO 0Ba NO3uLMja MU ce HAMETHYBA € Kako, U 30LUTO,

when | saw them again after long time, | ‘caught’ myself
that the first thing | would do is check how dirty these pho-
tographs are, that is, visit that o/d Kondev.
I want to mention this event in order to make some para-
ble that could bring us even closer to the moment of sat-
isfaction felt when seeing the pictures. Children are con-
stantly photographed; their figures and expressions have
become part of the general visual culture. Children have
become for some time a unique symbol of the consumer
society as well. Their figures or faces can sell or adver-
tise anything. It has been always difficult and risky to take
pictures of children in serious, artistic attempts, because
kitsch, or at least superficial cuteness, is found in all
sides. Especially if happy and joyful children are pho-
tographed. The question | raise here is how, or why
Aleksandar Kondev was so successful in approaching
the group of children so preoccupied by their pastime.
Before the arrival of the photographer, the children were
anyway in their own world; yet the photographs show the
children are aware they are photographed and in spite of
that, they go on with their child play. Usually with children,
disruption or pause in their on-going activities of the
moment results in unavoidable artificiality of the situation
given. However, it did not happen this time. Kondev had,
in some way, to approach them as someone being very
close or familiar with the children, being one of them, or
their own peer, as if the children were taking pictures of
themselves. As mentioned, he used to be an informal guy
who did not care for conventions; it was this that enabled
him to approach the children in so innocent and invisible
manner and even start playing with them. Photo camera
was always his own ‘toy’ to play with.
In some strange way, these photographs possess the
element that makes them insufficiently compatible with
the then tendencies of the club photography, thus hinting
the structure of some future solutions to appear some
years later. The photographer in these pictures is not an
invisible registrant of life situations happening around
him. He starts becoming an active element in the occa-
sion that is photographed; subjectiveness in this period
demonstrates unpredictable dimensions in its realization.
That rare event of some 30 years ago enabled a small
serial of photographs which still capture viewers with their
unusual originality. Children have continued to play their
games anyway; however, | still have not come across pic-
tures that would show child play so sincerely and vividly
as these photographs by Kondev do.
Nevertheless, let me end my story: what did | see when |
routinely checked if there were any white traces of the
hairs and the dust of the negative on the emulsion sur-
face of the photographs? | do not how or why, yet these
copies were clean! These are the only c/lean copies made
by Kondev in that period of time, a fact | cannot explain
to myseif.

Translated by Darko Putilov



AnekcaHgap KoHges ycnean aa uce npubnwkn Ha Manata
Apyx6a 3abopaBeHa BO urparbeto. Tve BO CekOj cnyuaj
npeg, HaMmHyBareTO Ha hoTorpachoT 6une BO CBOjOT CBeT,
HO Ha ¢hoTorpadhumTe Tue ce cBecHn aeka ce hoTorpadm-
paaT 1 BO TOj YMH U NOHaTaMy ja NpOAOSMKUIe cBojaTa urpa.
BoobuyaeHo Kaj pfeuyaTa NpPeKUHUTE Ha TEKOBHUTE
aKTUBHOCTW pe3ynTupaaTt cO HecoBafnvBa HamecTEeHOCT
Ha cutyauvjata. Oeojnat T0a He ce cnyduno. KoHpes
MOpan, Ha HeKOj HauMH, Aa UM Mpujae Kako HeKOoj MHOry 6/u-
30K, KakO HEKOj CBOj, KakO HEKOj Of HWUB, Kako Tue camu
cebe pga ce chotorpachupaat. Beke cnomeHas, Toj 6ele
HethopMareH Tun Koj He ce rpykelle 3a KOHBEHLMN - TOKMY
TOa My OBO3MOXWINO TONKY HEBUHO W HEBU4/MBO Aa M NpuU-
joe v pa ce 3avrpa co oBvie gella. HeroeaTa urpayka ceko-
raw 6un cpotorpadbckmoT anapar.

Ha Hekoj uypeH HauvH oBue hoTorpachum ro noceaysaat
€fIeMEHTOT KOj M Npaeu HeAOBOMHO KOMNaTUOWUNHW CO
TEKOBHaTa Norvka Ha kny6ckara coTorpacuja oa Toj nepu-
OA VW ja HaBecTyBa CTpyKTypaTa Ha HEKOW WAHN pelleHunja

AnekcaHngap KoHges, Wrpa, 1973 / Aleksandar Kondev, Game, 1973

KOM Ke ce nojasaT Hekoja roguHa nogouyHa. dotorpachot eo
HVB HE € HEBUAJIMB PErUCTPATOP Ha >XUBOTHATE CUTyaumu
KOW ce cnydysaaT npeg Hero. TOj nNouHyBa Aa cTaHysa
aKTVBEH eneMeHT BO cnyykaTa Koja ja hoTorpachumpa - cy6-
jeKTMBHOCTa BO OBOj NEpUOA MaHuchecTupa HenpeasuaMen
[OMMEH3WUM BO HEj3MHOTO OCTBapyBaHbe.

Taa petka cnyyka of npesd TpyM AeleHu OBO3MOXWNa
eaHa mana cepuwja doTtorpachum Kou cé ywTe nneHaT co
cBOjaTa HecekojgHeBHOCT. [leata npoAo/mkuja ga cv
urpaart, HO c€ yWTe HeMaMm BWAEHO Aena KOW HueHaTa
3aHeCceHOCT TOSKY UCKPEHO Ke HU ja npeHecaT Kako oBue
coTorpachum Ha AnekcaHgap KoHaes.

Ho, He ja 3aBpwuB npuKackaTa: WTO BUAOB KOra
WHCTUHKTUBHO NOrfnefHaB fAa/m no noBplwMHaTa Ha
emynavjaTta Ha oTorpacumTe uma 6enm Tparv o4 BNak-
HaTa W nNpawuHaTa BO HeratMBoT? He 3Ham Kako, HO
oeue Konum 6ea yuctu! Toa ce epuUHCTBEHUTE YUCTH
Konum Ha KoHpee oA TOj nepuopa, WTO caM Ha cebe He
MOXaM faa cu ro o6jacHam.




doTorpacum: ieo Mupkoecku, Buena ! Photo: lvo Mirkovski, Vienna

®oT0 ecej / Photo Essay
51. 6ueHane Bo BeHeumja / 51°'Venice Biennial

MakepnoHcku naBunjoH Bo Manauo Sopsu: AHToun Ma3nescku: bpopot Ha Mouapt, 2005
Macedonian Pavillion in Palazzo 2orzi, Antoni Maznevski: Mozart’s Boat
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PyHa Wcnam, Bugy npeuoT wTo rnega WTo rnegaw kako wro rnegaw, 2004, kpatok unm /
Runa Islam, Be The First To See What You See As You See It, 2004, short film
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91. bueHane Bo BeHeuuja
51*Venice Biennial

Mapwka boysaposa / Marika Bocvarova

U3nox6bute Ha Mapuja ae Kopan u Po3a MapTtuxes / The Exhibitions of Maria de Corral and Roza Martinez

BeHeuuckoTo 6ueHane oTcekorall NpeTcTaByBa NMPOCTOP CO HEKOj HEMperneaeH XOpU3oHT Ha Aena 3a KOW HUKOrall He CTe CUrypHv danun cte
rv Buene BO LenvHa unu ce Toa caMmo OCTaToLv 04, HEKOj MpoLec, NOToa Aany cTe r Buaene cute, Konky cTe ru ancopbupane, ro npenos-
HaBame M HUBHWOT KOHTEKCT UMW He, BO KOj KOHTEKCT Ce CTaBeHn Ha u3noxobaTa, a koja 6u 6una HMBHaTa He3aB1UCHA COAPXMHA ... OQHOCHO
BP3aHO Of, TOa U KOMKY MNPETXOAHO Aa ro No3HaBaTe HUBHWOT 06EeM MM 3HaYeH-e 1 Mo NaT Ha cenekuuja Aa ce ABUKUTE HU3 TOj NaBUPUHT
Ha YMETHOCT, Aypv 1 Aa umaTe JOBOMHO BpeMe (Koe cekorall 61uno npobnem) cekoraLl, cekorall ce nojaBysa NPOKNETCTBOTO Ha WHNaum-
ja Ha MpeTcTaBuTE U Ce WTO e NoBp3aHO Co HUB. Toa e BeHeuuja — nocTojaHo ‘cnaba’ KoH cnekTaknuTe, Ho NOCTOjaHOo BO paMHOTEXa Ha Taa
XuWua 3a eksurmbpuparse Mefy peneBaHTHOTO W CNeKTaKynapHOTO, HUKOoral ctabunHa, Ho NnocTojaHo xuea. OBa BepojaTHO Ce CRyyun U roau-
Haga, uako nagoT Gele MHory usseceH. buieHaneTo BO paMHOTEXa ro 0ApXyBaaT CUNHATE KypaTOPCKU KOHLENTW, BaKBU UMW OHaKBW, TUe
HyAaT nuHvja Ha NpoTok mery genata. OBOj naT AoHEKaAe v Toj cermeHT 6elue ctaseH Bo BTOp nnaH. OTTamy TeKCTOT ro BOA4am BO HAacoka
CaMo Ha OHa LUTO KypaTopuTe 3aMvcnvja ga ro nocturHat.

I"nasHuTEe NyHKTOBM Ha 51. BueHane Bo BeHeuwja, 3a Nps naT BO HeroeaTa uctopuja, UM 6ea Aofenenn Ha Age »enu, obeTe og LUnanuwja. Toa
ce Mapuja ge Kopan n Po3a MapTuHes, Kou BO MOMEHTOB Ce ABWXaT BO KPYroBuTE Ha eNUTHUTE KypaTopw Bo cBeTOT. Tue 6ea oabpaHu
nopagu cneyyudu4HOT HOB NpUcTan 1 Nopaau HOBUOT OHOC KOH CEH3MOUNUTETOT BO TPETMAHOT Ha NOCTapara, Ho v Ha peLeHTHaTa akTyern-
Ha YMETHOCT BO CBETOT. BCyWHOCT, BO HUBHUTE UCTpaXKyBar-a Ha OBUE YMETHUYKU TPEHAOBW OHa LUTO M NoBp3yBa e NOCTUrHYBareTO efHO
KOMNaKTHO rnedarbe Ha 6MMCKOTO MUHATO U Ha OHa WTOo e 6nucky Ao uaHvHaTa. 3aToa opraHusaTopvuTe Ha bueHaneTto ce pewmja 3a egeH
TaKoB KOHUeNT, buaejkv cnopef HUBHWUTE cTasosu BueHaneTo He noctasysa NUMUTW, e4HOCTABHO ce oApeavja da ce hokKycupaat u Ha
Cnyyysarbarta B0 MAHUHaTa.

W3nox6aTta BO UTanujaHCKWOT naeunjoH BO LenvHa 6ele ocMvucneH og cTpaHa Ha Mapuwja ge Kopan. TprHyBajkv of waejata ga He m
3aTBOPU AUCKYCUUTE OKONy ceraluHaTa yMEeTHOCT, ro uH1Lupalle HacnosoT MCKycTBoTo Ha ymeTHocTa. MNpocTopoT Gelle ucnonHeT co gena
KON UMaa TeHAeHuMja Aa ro OCMUCNaT Kako MECTO He CamO 3a pa3MeHa Ha UCKYCTBa, TYKy W Ha whew, 04pasv Kako npoBoKauwuv Kou co3-
[AasaaT npvkacka KojawTo He Tpeba Aa uMa Kpaj, HO cenak Kako npouec fa rv gedvHupa 04HOCUTE MOMEFy PasnuuH1TE COAPXUHN 1 (hopMn
npov3nesenn of, Cy6jeKTUBHUTE acnekTu BO peann3auujata W KapakTepoT Ha MeAuyMoT. HejanHaTa BO3HEMUPEHOCT W 3arpvXeHoCT ce
npeav3svkaHu o4 CoCTojbUTE BO COBPEMEHOTO OMWTECTBO U CE MAEHTUYHWA CO CUTyauuuTe LITO Ce NOBP3aHU U Ce HaMeTHyBaaT Kako TeMu
BO YMETHMYKUTE gena. Pearvuparara Ha yMTEHULMTE Ce U3pa3eHn Ha peaneH, NOeTCKU UK HECTO BU3MOHEPCKN HauvH, BO PeYMCH HameT-
HaT KOHBEHLWMoHaneH Ayx. 3atoa Bo U360poT Ha aBTopuTe He nbelle BaxKHa reHepaumckaTa npunagHocT, HUTY A4aTyMOT Ha HacTaHyBarbaTa
Ha genata. [lobap fen o4 nanoxx6arta € NOCBETEH Ha ‘KNAaCU4HO' OCMUCNEHUTE CIMKMK (CO NOHOBM AaTyMWN) Ha NnocTapute yMmeTHUL: dpeHcuc
Bejkn (Francis Bacon), AHTonno Tammec (Antonio Tapies), ®unun "actoH (Philip Gaston) wnm Ha Arhec MapTtuH (Agnes Martin), Ha HuB ce
HafoBp3yBaaT CNMKUTE Ha ABajua of cpefHaTa reHepauyuja Ha BepHap ®pu3 (Bernard Frize) n Ha Xyan Ycne (Juan Uslé), nocouenv 3apagu
HUBHWTE BapujauuMv BO CTPYKTypuparbe Ha CNMYHA KOMMO3vuwuv WITO Ce BKNOoMysaaT BO uAejata 3a ucnpenneTysarbe Ha uckyctearta (Bo
Agara cnydau co oHve Ha XKan Mecaxje). Bo ckynntyparta Bo oBaa cMucna ce u3fsojysaart rpynHuTe v noeguHedHuTe gena Ha XyaH Mynoc
(Juan Munoz) n Tomac Wyre (Thomas Schutte), koj ja 4o6u HarpagaTa 3a NocTap YMeTHUK Ha uanoxbara). Bo suageo nHctanaywre ceé
3anoyHyBa co foajeHoT bpyc HaymaH (Bruce Nauman), ce 3aokpyxyea CO OHaa Ha efHa of Hajmnagute npetctasHudku Kengvc Bpejy
(Candice Breitz). lobuTHu4kaTa Ha HarpagaTta 3a »uBoTHO geno bapbapa Kpurep (Barbara Kruger) 0Boj nat goMuHupalue co NpoeKkToT Ha
[eKopvpare Npeky KOMOPUCTUYKWU UHTEepBEHLMM BPp3 YenHata dhacagaTa Ha MtanujaHckuoT nasunjoH. HasegeHuTe npumepu camo ce Bo
Hacoka Aa ce ‘onpasgaat’ mucnenarta Ha [le Kopan geka AeHewnuTe yMeTHUALM He ce NoAeneHy No CTUNoBW 1 Aeka ce ondaTexn co rnob-
anucTudkaTta yHU(OPMHOCT, Na 3aToa ce pewiasaaT 3a KOHCTpyupame Ha NMYHa ecTeTuka Koja He ro ogberHyea yHMBEP3anHOTO, HO CTojaT
BO 0odbpaHa Ha COMNCTBEHWOT MPOCTOp Ha fAejcTByBare 1 CONCTBEHaTa nepuenumja Ha ceeToT. Ha osa ce HafoBp3yBa U ofpeAeHaTa Hoc-
Tanmmja KoOH MMHaTOTO UMK ceratuHocTa, u3paseHa npeky metacopu. CEKOjAHEBHUOT XUBOT, COLMO-NONMMTUHKMOT KPUTULIM3AM HU3 XYMOp U
MPOHWja, NpUKarkyBarbaTa Ha CNnku npeky dotorpadum, (hunmosm v Bugea rnasHo M mapkvpaar cpepute Ha akyuiTe, hakTute unu Mem-
opvjata. MvkTypanHaTta pednekcvja, anctpakTHaTa norvka co ogpefeHa 3HakOBHOCT Ce JOMVUHAHTHW KapakTepucTUKX Ha oBaa u3noxoa,
a pedhepvpaat Ha peanHoTo, HO He U Ha NojaBHOTO. 3Hauw, cenak ce paboTu 3a e4HV ONWTU TEMU U NOETUKM CO KOWU HECTO Ce Marunynupa.
Taa cmeTa geka 0BOj naT yMeTHULUTE pearvpaa Ha KynTypHaTa h eKOHOMCKaTa peKOHCTpyKLUWja Ha NOCT-UHAYCTPUCKOTO OMWTECTBO LWITO o
TpaHcdopMUpaaT UHAVBUAYANHAOT, HO U COLMjANHNOT MOEHTUTET.

KoHuenToT Ha u3noxx6ata Ha Po3a MapTtuHe3 Bo ApceHaneTo uarnegalle MHory no3tueH, NoKOMMaKTeH, BO CBOjaTa NOCTaBEHOCT MapKaH-
TeH. BneuaTokoT e npov3neseH o HejanHaTa ogbpaHa peveHuya Ha Mackan Bo BoBeAoT: “AKO UMalle noseke Bpeme MOjoT TEKCT ke bele
nokyc”. Kako nHcnupaumja nce HameTHaa aBaHTypute Ha KopTto ManTese, jyHak Ha CTpUNoBUTE Ha BEHELMCKUOT LpTay Xyro NpaT, 4w asaH-
TYpV Ce NoBp3aHM CO POMaHTU4HM naTysarba. HacnosoT Ha uanoxxbata Cekoraw masnky noganeky € WOeHTUSeH CO efHa Off KHurute
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noceeTeHu Ha oBOj MvK. MapTuHes e umnpecuoHnpaHa o He3aeucHocTa Ha Kopto ManTese, kako u o4 Heroeata OTBOPEHOCT KOH mpeau-
3BULM U PU3NLWK, NOCE6HO O BeYHaTa »kenba 3a npemMuHyBarbe Ha cuTe BuaoBu rpanHuuy. Bo oeaa cmMucna Taa rm BooYyBa M M komnapvpa
OHME MOMEHTM KOWWTO ja oApeAyBaaT HWCKaTa WM BUcOKaTa Kyntypa. 3aTtoa oBOj (OMKTUBEH JIMK MOXE M Aa HU NOMOrHe Nogo6po Aa ja
pa3bepeme peanHocTa. [pocneayBareTo Ha Hej3uHUTE 06pa3noXkXeHuja ce HagoBp3aa Ha MPeAnoroT 3a M3noxba Koja e MHcnvpupaHa of
unysumjaTa aa ce co3aage ‘maeaneH CoBPeEMEH CBET Ha uBeere. BakBnTe n3noxxobu, NOTTUKHATU O OApeAeHN uny3un, Moxe Aa ce cda-
TaT MeTadhopuHHO, Kako naTyBarbe, 6UAEKN ce UCMONHETU CO NPeYKM, U3HeHaAyBara U Napafokcu. Taa KoHCTaTMpa Aeka KOHTEKCTOT Ha
naTyBarbaTa, NPoCcNeAeH NPeKy MATCKUTE U UCTOPUCKUTE NMUYHOCTU AeHeC € u3rybeH. HUBHUOT pomaHTUYeH KOAeKC e BO paueTe Ha ‘Typ-
ucTudKaTa MHAYCTpuWja’, Yvja ynora e Aa He crnpoBefe BO MUrOBHUTE [0XKMBYBaHba Ha HEKOj er3oTWHeH OCTPOB, HA APEBEH NOKanuTeT, a
noce6HO, HarnaceHo BO HEj3MHUOT TEKCT, Aa He BOBeAE BO CNy4yBarbaTa Ha HEKOe 0 MefyHapoAHUTE 6ueHanHu MaHuchecTaumm Bp3aHu 3a
ymeTHocTa. Co efeH BaKOB NpUCTar, OBOj TUM HAa U3N0X6M Taa r'm MgeHTUMMKYBa CO CBOEBUAEH TIPOAYKT KOJLUTO HE CE pa3fiMkyBa 04 OHWe
KOW CEKOjAHEBHO HU Ce HyAaT No mapkeTuTe. KnyyoT Ha oBWe pa3muciiyBarba ro npoHaora Bo pa3MeHaTa Ha UCKycTBaTa, He caMo BO MoSu-
TH4Ka U eKOHOMCKA CMUCNA, TYKY U Ha OHUE KoM ce BO cdepuTe Ha rbyboBTa U CEKCOT, KoM ce cuMb0n Ha HaaexXTa BO rnobanHuTe NPOMEHMN.
HejauHnuTe nny3um ce, Ha OBMe cTapv Npaemna, Aa vM ja UMNyTvpa AuMeH3vjaTa Ha hakTopu WTO ja OcTBapyBaaT 6apemM KynTypHaTta He3a
BMCHOCT. BO OBOj KOHTEKCT Ha n3noxx6ata Taa ce obuayea Aa rv npoHajae HoBuTe hopMU Ha penauumTe Ha YMETHALMTE Of Pas3fnyHU reH-
epauyum 1 pasnuyHN KynTypHUA CPEAVHW, 41K Norneau ce ocrnoboaeHy o naeonowkaTa o4roBOpHOCT (MAEHTUYHO co TesuTe Ha fle Kopan).
Taa ro nocTaBsysa npawaHeTo Kako Aa ce oncTojyBa 3aefHo, Kako Aa ce Aonpe couuwjanHarta ytonuja? Baka 3amucneHaTta ngeanvavpaxa
KOHUenuuja, BO Koja Tpeba 3aegHUYKM Aa ce AejcTByBa KOpecnoHAupa co NPeTX04HO HanpaseHuTe ‘mperoeopu’. ONTUMM3MOT, cenak, ro
Haco4yBa KOH ManuTe HeluTa Ko npeTcTaByBaaT ckana koH MOToTo Ha lpycT: ... peanHuTe COHyBa4M ce OHUe Kou uctanysaaT Bo 06MaoT
Ha NoTBPAYBaH-ETO Ha HewTaTa., HO U BO mMMcraTa Ha efHa of (PEeMUHUCTUHKUTE nucaTenku AeKka ,BpakareTo Ha3ag € HEBO3MOXKHO'.
WponmjaTa, npeauseukaHa o4 HaBeAeHWTE CTaBOBM Ha KypaTopoT, 6elle BOO4YeHa Ha cammoT MoYeToK o4 u3noxbarta, kora nybnvkarta
TpebaLlle aa ce coo4m co ‘packolieH 6apokeH nycTep u3paboTeH 04 CTOTULM XKEHCKN TaMMnoHU U 06eceH BO LLIEHTapOT Ha NPOCTOPOT KOjJWTO
6ewe popeneH Ha JoaHa BackoHcenoc (Joana Vasconcelos). Ha ogpeaeH HauvH Toa ro noYyBCTBYBaBME MPpU CREAEHETO Ha MynTumeau-
janHmoT NpoekT Ha CuHi Hocesu (Blue Noses, rpyna ymeTHuum og Pycuja), HO BO pasnnyHu KOHTEKCTH, BO AYXOT Ha LIPHUOT XyMOp KOjLITO €
ynaTeH KOH AEKOHCTPYKUMja Ha KynTypHWATE, cakpanHute unm mopaniute ctaHgapau. O npoekTute BO KOW HacuicTBaTa ce OncecuBEH
MOTMB, H4ECTO CO MHTUMHU KOHOTaLuK, Ce u3asojyea Buaeo nepdopmarcoT Ha Peruna Xose ManmHao (Regina José Galindo), 3a koj gotu
Harpaza 3a Mnag ymeTHuK. HejsuHaTa peakuuja npeky uHTepBeHuujaTa Ha CBOETO TeNo Koe ce ABWXM 1 No ypbaHuTe nocTopu, e ynateHa
Ha MOMYEHETO Ha MHCTUTYLMUTE, HA XaocoT BO OMWTECTBOTO BO ['BaTemMana. CrinyHo Ha Hea, PyHa Wcnam (Runa Islam) Bo kpaTKuoT connm
ro KOPUCTUCBOETO TEO Koe € BO akLuja, cera BO 3aTBOPEH MPOCTOP, HO CO MHTEHLMja Ha NPaKTUKyBaHe Ha MarvjaTaHa parareTo Ha HeLWTo
HOBO. YnoTpe6aTa Ha oBaa HarnaceHaTa cocmcTMLmMpaHa ecteTuka ce A40XXUBYBA M BO NOBEKECNOHMOT npoekT Ha Mapvko Mopu (Mariko
Mori). Kaj Hea e noTeHumpaHa ngejata aa ce npemMmHaT NONUTUYKUTE U KYNTYPHUTE rPaHuLM, @ Hej3UHUTE BU3WUK M NpeHeCcyBa NPeKy NOBUKY-
BarbeTO Ha NnybnukaTa Aa Brese Bo CKynnTypanHo o65mKyBaHa KOMopa BO KOja pearnHuoT CBET ce NPETBOPA BO BUPTYESEH, KOJITO ja npe-
B3eMa MHULMjaTMBaTa Ha BOCMOCTaByBake Ha KOMyHUKaLMK, KOM MOXaT Aa ro 4OCTUrHaT CTENEHOT Ha pasbupareTo. HajronemmoT 6poj oa
NpoeKTUTE (3a Ko OBAE HEMA AOBOMHO NPOCTOP Aa ce enabopupaaT) MMaa CcBOja Npukacka, ce pasbupa n KOHTEKCT, cekoj 3a cebe nmalue
HeKOe 3Hayere U KOpeHcnoHaupalue co OCHoBHaTa uaeja Ha MapTuHes.

Ha oBa BreHane ogpa3s Haofa TeHAeHUmjaTa 3a HanyLwTake Ha UcTopuckaTa Kateropuja Ha yMe THUHKMTE CTUIIOBU U HUBHATa CyncTuTyumja
CO Pa3HOPOAHUTE MUYHW, rrobanHu, eHAEMCKW, KONMEKTUBHW, TPYMHU UMM e AMHEYHN onpeaentu, pacnonoxXenue hoKycuMpaHo Ha rpyrHuTe
MM nuyHUTE XOpu3oHTU. PeanHo, egHa ctabunHa pacnnmeHeTocT. Ho, npalware e Kako Aa ce ogHecysa HabrbyAyBadqoT BO eAHa Bakea
cuTyauujakora un TeauTe 3a KOHUENTOT Ha NPOEKTOT ce penaTuBHU 1 audy3Hu, pedmrcn camo HadppnieHn. Cenak, oea e ycnosHa onpeaenba,
KOja BO OCHOBa caka Aa ro uckaxe Bne4atokoT aeka 51. bueHane Bo BeHeuuja BO Hajronema mepa € Npyukas Ha peleHTHaTa yMeTHUIKa npo-
Aykumja Bo EBpona n ceeToT, 6€3 0gpeaeHm ronemm NnpobueK BO BUAYBAHETO HA MAHUTE, HEA0BOJTHO jACHU XOPU3OHTH.

Curn Hoceam (co KOHCTaHTUH Bpyc Hayman, TOMHO BO TBOjaTa Wanka — XyaH Mymwoc, TpuHaeceT cMeejku ce
CkoTHukoB), HosuTe 60xju 6yaanu, 1999 rnaea Ha ctonuua, 1990, BuAeo uicTanauumja efeH KOH apyr, 2001, meTan

Blue Noses (with Konstantin Skotnikov), Bruce Nauman, Shit in Your Hat — Head on a Juan Munoz, Thirteen laughing at each
The new God's fools, 1999 Chair, 1990, video installation other, 2001, bronze and corten steel
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JoaHa BackoHcenioc, A Noiva, 2001, yenuk, OB TamnoHu (4,70 m) / Joana Vasconcelos, A Noiva, 2001, stainless steel, OB tampons (4,70 m)

KeHauc Bpejy, Majka, 2005, Buaeo wHcTanauvja
Candice Breitz, Mother, 2005, video installation
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Macumo Bapronuum (Utanwja) / Massimo Bartolini (ltaly)
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26. MeryHapoaHo rpachu4ko 6uenane - Jby6mana (1955-2005)

26" International Graphic Biennial - Ljubljana (1955-2005)
Jby6rbana, jyHu - oktomepu 2005

3axapuHka A. bavesa / Zaharinka A. Baceva

JiukoBHa manudbecTaumja, BpcHudka Ha [lokymeHTa oa Kacen, Ha Koja, NnoyHyBajkvu o4 npBoTo 6ueHane (1955) Ha koe ydecTByBaaT 25
AP>KaBW CO KOHLENT Ha HaLMOHAamHO NpeTcTaByBare No nNpumep Ha BeneuuckoTo 6ueHane, ce 0BO3MOXyBa NpBaTa noBoeHa cpeaba Ha
pasgeneHa EBpona Ha egHa noroneMa m3nox6a, Ha KojawTo yMeTHUUUTE ycneBaaT Aa v corfiegaaT CBOMTE NMKOBHW BpeAHOCTU BO
AOMEHOT Ha rpacm4kuoT meanym. CammoT chakT Aeka Ha oBaa mefyHapAHa maHudbecTaymja ydecTyBaa u AgobvBaa Harpagv aBTopy Kou
ce gen og uctopujaTa Ha coBpemeHaTta NMkoBHa yMeTHOCT Ha 20 Bek (Mupo, Bazapenu, Kanorpocu, Maonouw, PayweHn6epr, XokHu ...)
360pyBa 3a BUCOKOTO CBETCKO peHOMe Koe ro uma JbybrbaHckoTo bueHane.

Op cammoT NOYETOK HErOBOTO 3HaYeHe, CNO60AHO MOXEME Aa KaXkeme, e rnobanucTuHKo, M HagMUHyBa NONUTUYKUTE, UAEOOWKUTE,
E€KOHOMCKMTE U ApyrM cneunduyHOCTU. YYecHUUK, CEeNeKTOpU U YNEHOBM HAa Xupu KomucuuTe 6ea Haj3HadajHuTe no3Haeayu Ha
rpachmykaTa yMeTHOCT 1 TeopeTckaTa Mucna co Wwro JbybreaHa 6ewe ueHTap Ha Hajpa3nuyHm rpacmyku norneau. Co apyrm 36oposu, Taa
cTaHa cpeauwTe Ha coBpeMeHaTa BU3yernHa YMETHOCT T.e. MecTO Ha npe3eHTauumja Ha CBeTCKkuTe rpadmyku ocTBapyBaa M OCBPT Ha
COBPEMEHUTE JIMKOBHU UCKAa3W.

Ho, chakToT WTO NOCcneAHWBE roAnHM He ce 0Ap>Ka HU eAHa BanmAgHa 3HadajHa ceeTcka rpacmyka npeseHTauumja ro npumopa opraHusa-
TopoT Ha bueHaneTo ywTte oa 2001. aa HanpaBu ogpeAeHa NPOMEHa BO KOHLENTOT Ha MaHudecTaumjarta.

PesutanusaumjaTta Ha bueHaneTo T.e. npoMeHaTa Ha KoHLenuujaTa e 3amuciieHa Kako NoAoNropoYeH NpoLec CO BKIyYyBare Ha pa3muc-
M Ha AOMALLHM CTPYYHM NKLA OA PasfiMyHW noApadja u Ha NMYHOCTU 04 MefyHapoAHaTa NiMkoBHa TeopeTcka cepa. Taa pesutanusaumja
OpraHM3aTopoT ja 3acHOBa Ha pasbuparse Ha rpachmkaTa kako penpogykumucka TexHuka. Of AeHeleH acnekT rpadmkarta e npea uHTep-
AVCUMNIIMHApHA YMEeTHUYKA TexHUKa 1 NpB NpuMep Ha nonynapHa Kyntypa. bugejku co passojoT Ha TexHonorujata rpacmkaTa ce CTeKHy-
Ba CO APYrY YMETHUYKM TEXHUKM KOW Ce TONKYBaaT Kako YMEeTHUYKO opyaue (coTtorpadmja, kcepoke, M, KOMNjyTEPCKU Nporpamu...)
pachn-koTo bueHane mopawe Aa ro gecuHupa cBOjoT O4HOC KOH CUTE OBUE HOBUHM.

Bo npeute HueHM 0buam (2001. n 2003.) HaYMOHANHUTE Cenekuun ce HagonoHeTH CO Npe3eHTauun Ha NoKaHe TN Ha4BOPELWHN YMETHU-
LM 1 KypaTopu NpM LUTO KnacuyHaTa aBTopcka rpachuka nocTeneHo NnpeMuHa BO UCTopUCKa NpeseHTaumja. BcywHocT, ce npeTcTaBysaat
Aena Bo Kou rpachmykMoT MEAUYMOT MM UCTAKHYBa CBOMTE HOBM MOXXHOCTU BO CMUCNA HA LUMPEHE HA KOHLENTOT Ha MyNTUNAMLMPaHOTO.
Ce HanywTa jaBHMOT HATNPEBap 1 ce Npe3eHTupaaT pasnunyHM KypaTopcKu M3noxou. Nako gomawHaTa KynTypHa jaBHOCT KPUTHYKK ce
OCBpHyBa Ha HoBaTa KoHUenuuja Ha bueraneTo, opraHn3aTopoT NpoAoKyBa co paboTa Bp3 HOBUOT KOHLENT BO KOj Ce COorneAyBa UHBEH-
TMBHOCT KOja unomara Ha MaHudecTaumjaTa Bo Hej3aMHOTO Bpakare Ha MefyHapoaHaTa NInkoBHA CLeHa.

JybunejHoTo 26. MefyHapoaHo rpadhmyko 6ueHane ywte nojacHo e NpocneAeHo co NocTaByBarbe Ha HOBUTE COrneAyBarba NoBp3aHu 3a
npupogaTta Ha bueHaneTo co uen ga ce BO306HOBU HErOBOTO MefyHapoAHO peHoMe.

Co KOHLEeNTOT Ha roaguHelHOTo bueHane, n3paboTeH 04 YMETHUHKMOT AupeKTop, Ap. Jype Mukyx, a usbpaH mefy npeanosute NpucTur-
HaTW Ha jaBHMOT KOHKYpC Ha MI MLl oa aekemepu 2003., ce HacTojyBa Aa ce UCTaKHe HAaYernoTo Ha NOCTKOMOHW|AaNHOTO, NNypanHoOToO U
nocTMOAEpHOTO BO YMETHOCTA.

3a ga rv ucTakHe pasnuuHuTe norneau KOH coBpeMeHaTta rpadmka v NnpouecoT Kako HauvH Ha NoAroTeyBame Ha usnoxbara, Toj
3ano4yHyBa CO CMMNO3WYM 3a AejcTBYBarbaTa Ha NONeTo Ha coBpemeHaTa rpaduyka ymeTHoCT Bo Agekemepu 2004, a 3aspwysa Bo 2005.
co u3nox6éute Bo TobauHa JbybrsaHa u MI L.

Ha cumnoanymoT ce gebaTtupalue okony ynorata Ha rpacuykute 6ueHanHum u TpueHanHum usnoxou, 3Ha4eHeTo U HaMmeHaTa BO opra-
HU3MPAHETO Ha OBOj BUA M3NOXOM KaKo U Pa3BOjHUTE HACOKKN KOM MM HOcaT co cebe HoBUTEe yMeTHUYKK Nobyau u ynotpebaTa Ha HoBuTE
coBpemeHu TexHonoruu. Bo Toa yyecTeyBaa KypaTopu o4 18 MHCTUTYLMM oA cuTe cTpaHu Ha cBeToT, o4 Eepona, Aswja, Adpvka fo geete
AMepYKK (My3ew, TpaguumuoHanHu rpadmyku paboTuUnHULM, AUrMTaniu NPOAYKLUMUCKU KYKW, HALMOHaNHM 6ubnuoTtekn u bueHanHm wunm
TpueHanuu rpacduyky nsnoxkbu) Kom AejcTByBaaT BO pasHu KYNTYPHU KOHTEKCTU U 3acTanyBaaT pa3Hu YMETHUYKU U KyNTYPHU CTaBOBM.
Jype Myky>X Ha camuTe KypaTopu UM ja npenywTa MoAepHUCTMYKAaTa nNpyuBMNeruja n NocTMogepHaTa 0 AroBOPHOCT Npu n36opoT Ha yMeT-
HAUMTE n genata. He uMm npaka NpaBuHUK KOj BoobudaeHo BO MmHaToTo T.e. 4o 2001. ro ncnpakaa Ao asTopuTe. HamecTo Toa Toj rm
noeukyea u 6apa o4 HMB Aa oAroeBopat Ha npawareTo LUTo e rpaghukara geHec? Taka bueHaneTo ctaHa usnoxba Ha 18 usnoxébmu
nocTaeeHu o 21 KypaTop co WTo MUKyX 0BO3MOXW Ha €AHO MecTO Aa ce NpeTcTaBaT noBeKe Nnorneau Bp3aHu 3a rpaduykuoT Meauym,
HO 6e3 xuepapcucko BpeaHyBare. Bo cornacHoCT co AeHEeWHOTO NoMMane Ha NOCTMOAEPHUCTUYKOTO BO YMETHOCTA CO KOE IMKOBHOTO
OocTBapyBak-e Ce u3efHadyBa CO CEKOjAHEBHUTE YHOBEYKM AEjCTBYBarba, NPENYLWITEHO €, BO KOHKPETHWOT CNy4aj, Ha KypaTtopoT Aa ro
M3pasu COMNCTBEHOTO MUCTIEHE 32 MECTOTO Ha rpadmkaTa geHec.

OAanocneaHaeanpeseHTauumja (149 ymeThuym, 304 gena) jacHo e Aeka TpaavumoHanHUTe KpUTepuyMmn Kom ro oagbenexyeaa bueHaneto
BO MMHATOTO, HE Ce BO MOXHOCT Aa ro usgp>kaT NpUTUCOKOT Ha HOBOTO, HUTY KBANMTETHO Aa oAroBopaTt Ha Toa npawarse. Mako co
MeHyBaHeTO Ha KoHUenTute og 2001. go AeHec ce co3gagoa MHOry Hegopasbupara Mefy T.H. TpaguuuoHaNUCTU U eKCNEepPUMEHTaTopu,
Ke ce cornacuMe geka vako Npeky ekcnepumeHTOT BO TpeTuparmeTo Ha rpadmkarta ce HagmuHyeaaT cneundukutTe Ha MeauymoT, co
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ocnobogyBareTo 04 CTporuTe rpadhuykn KaHoHW, AobuBame KBanUTEeTEeH YMETHUYKM (NMKoBeH) Nnpou3eos. BeywHocT ce npudpaka muc-
neweTo Aeka rpachukaTa AeHec He e caMo OTUCOK Ha XapTuja unu MaTepujaneH oTnevaTok, co WTO u camoTo BueHane 3ano4HyBsa fa ce
ABWXXM BO HACOKA HA KOHLENTYanH1oT ja3uk.

MpocTopoT Ha TobayHa JbybrbaHa, AoHnpad Ha MITJIL o4 kKomMnaHujaTa, OBO3MOXM HECeKOjAHeBHa npe3eHTauuja Ha pas3nnyHu TONKY-
Barba Ha npawareTto LWro e rpagukara geHec? kako nocnegwua Ha LUTto e ymerHocta geHec? op HaaveoT SUNEK (Ogpas) ce
CpeKkaBaMe CO pa3HOBUAHU TOMKyBarba Ha NOCTABEHOTO Mpallare: 0f KNacuyHO TpeTupare U Nnpe3eHTupare Ha rpatuykmoT Meauym
(npe3eHTaumjaTa Ha HauvoHanHaTa 6ubnmMoTeka Ha @dpaHumwja npeTcTaBeHa Npeky 8 aBTopu u3bpanu of KypatopkaTa Mapu Cecun
MwvecHe) fo cocema cnoboaHoO TpeTupake BMANMBO BO NOronieMuoT 6poj Ha npe3eHTaumm Mefy Kou ce UCTakHyBaaT npeseHTauyujaTa Ha
Calcografia Nacional og Kpanckarta akagemuja Ha y6aBute ymeTHocTn Ha CaH ®epHaHgo, Magpug Bo Koja e u He3bexkHnoT Anvw Kanyp;
ekcnepuMeHTOoT Ha pyckute ymeThuun Ceprej BpyjxaHoB u Csjatocnas [loHomapjoB gen og cenekuwjata og 11 ymeTHuum of
HoBocubupckoTo 6ueHane Ha coBpemeHa rpadmka; npocTopHaTa rpadmka Ha NONCKUOT YMeTHUK AHxej begHapuyk nsbop Ha KypaTopoT
Tomas lMpurneeuy og MefyHapogHOTO rpadhuyko TpueHane Bo KpakoB, KOj Npeky ancTpakTHa penpogykuuvja v MynTunavuupaHa v
mMaTemaTuyka Kankynauuja 4obuea Kako kpaeH pedynrar rpaduyka pednekcuja co 6pan pasnoxysarba U NpekpllyBarba; NPOEKTOT Ha
Macumo BapTonuHmn, npeTcTaBHUK Ha HayvoHanHWOT MHCTUTYT 3a rpadmka o4 PuM; MHTUMHaTa ucnoeed wu ekcnpecuja Ha cuHckaTa
ymeTHudka Tymja ApmuHeH mM36op Ha KypaTopkaTta Bupee Ivnja og cvHcKoTOo MefyHapogHo rpadmyko TpueHane Graphica Creativa;
rpachmukarTa CKynnTypa Ha apreHTUCKMOT yMeTHUK Pumep Kapawrbo Kyna Ha ntuym og rivHa, Hagta v nenen npenosiHa co MHAWjaHeKa
vkoHorpacbuja, 40 NPOEKTOT Ha amepukaHckata aBTopka [lesopa Cnepbep Koja cO eneMeHTOT Ha cdepHaTa cTakneHa Tonka Aasa
MOXHOCT fa ce BKNy4aT noceTUTenuTe BO HejauHaTa uaeja.

OBue kapakTepucTukn Ha nocnegHoTo paduyko buenane Bo JbybrbaHa ce BUANMBK U BO Npe3eHTaumjaTta Ha AOOUTHUKOT Ha eaunH-
cTBeHata llonemara Harpaga Ha bueHanerto , npe3eHTayujaTta Ha Trienal Poli/Grafica og Can XyaH oa MNopTopuko. Bugnuea e uHeer-
TuBHaTa ynotpeba Ha KOHUENTOT nevyaroT BO jaBHara cgepa - neyaror Kako meragopa n jacHoCcTa Ha NPOEKTOT NPeKy pasHu
Anjanosn u npukasHu Nnpe3eHTUpaHu Bo genata Ha uanoxobara. MpumapeH MOTUB e weeceTroguwHOTO 6ombapampare Ha OCTPOBOT
Buekyec og cTpaHa Ha mopHapuyata Ha CA[l, ocTpoB kage ce u3spLiyBane npeute npobu Ha GMONOLWKO U XEMUCKO OpYXje, Npes HUB-
HaTa ynotpeba Bo BueTHam, Wpak u AsranuctaHn. OBoj najc MOTUB ro cneavme Kaj cute aBTopu u3bpanum og KypaTopoT EnBuc
®dyeHTtec. YMeTHuumTe Allora@Calzedila gokymeHTUpaHo npoTecTupaaT NpOTMB OKynauuvjaTa Ha 3emjaTa, oKynauyuwjaTta Ha TyroTo
He60. Muryen JlyunaHo CBOJOT aHraxkmpaH O4HOC ro npeTcTaByBa NPeKy XapTWEHU 3MaeBW HA KOW ce OTneyaTeHW NopTpeTuTe Ha
Xutenute Ha Buekyec co 3HameTo Ha opTopvko BO payeTte. Tve neTeyku nopTpeTu ro npeTcTaByBaaT XUBUOT WTUT KOj M NOBU
6ombapaepuTe, a 3HaMUbaTa Ce HUBHOTO OpYXje.

[pacmkuTe-nnakaTu, BO TexHuka apeopes, Ha MapeuH Cuepa, pacnopedeHn Kako Ha CTpenayku NoMuroH, rm npeTcrasysBaaT CcTpe-
AuTe WTOo rv ynaTyBa KOH BOjHUUUTE, XenukonTtepute, 6ombapaepute n 6pogosuTe.

W ppyrute aBTOpM (AHTOHWMO MapTopen, Mapu MNaTtuepHo, HaTanuja Myr03)

Ha pa3fnMyeH, HO CeKOorall aHraXkupaH HaduH 36opyeaaT 3a KOH(PMKTOT Ha OCTPOBOT.

3a gpyrvoT ,nopTopukaHckn® ocTtpos, Manhattan, 36opysa ymeTHukoT Agan MangoHaao HapekyBajku ro El Spirit Republic of Puerto
Rico, 6uaejkn e BOCTaHOBEH 0f reHepauum nopTOPUKAHCKKU ucenenuun Bo hbyjopk, T.H. kyjopyanu. Toj uapaboTyBa naTHU NUCTW,
BW3K, MOLWITEHCKU Mapkn 1 Apyrn okymeHTu 3a [opTopukaHckaTta ambacaga. Bo ranepujata Ha nopTpeTn Ha HapOAHM jyHauu u
AUNNOMaTU NPEeTCTaBeHN Ha AOKYMEHTH, LWTO BO eAeH Nepuoj ce TpeTupaHun kako cybBep3vnBHO AejCTByBare KOHTPONUPaHo 04 BNna-
pata Ha CA[l, Toj rnega none Ha y3ypnauuvja Ha HapOAHWUOT UAEHTUTET.

OparoeopoT Ha npawareTo Lo e rpacukara geHec? opraHu3aTopoT Ha BrveHaneTo ro Haofa BO MaTepujanuanparse Ha KputepuymuTe
Ha KyNTypHUTE U reorpad)CKUTe pervony Kage Wro AejcTByBaaT MHCTUTYLMMTE, U3pa3yBajku ro Ha TOj HAYMH NOCTKOMOHWjaHUOT norneg
Ha ymeTHocTa. Co uanox6ata SUNEK (Ogpa3) BO Koja ce UCTakHyBa MOKTa Ha yMeTHOCTa Aa rv 3abenexuv pasnuyHute o43viBU, MUCIU
M YyBCTBA, 03HA4YyBajKu ro MECTOTO HA NIOKANHOTO HAacnpoTu rnobanHoTo, JbybrbaHckoTo rpacmyko 6veHane ycnewHo ce Bpaka Ha
MefyHapogHaTa NKOBHA CLEeHa, LITO He MOXXe Aa ce pede 3a HaweTo MefyHapogHo rpacuyko TpueHane Bo butona, MmaHudecTaymja koja
Anaboko HaBnese BO chepaTa Ha NPOBWHLUMjaNHOTO, BO HEAOCTaTOK Ha uaeja v xenba 3a jaceH KoHuenT.

Bo ,npoekToT" MeryHapogHo rpagpuyko buerHane - JbybmaHa (1955-2005), ce BKNy4eHU U TpU U3BOHpPEAHU M3NoX6u NoCTaBeHn BO
MefyHapoaHWoT rpaduykmn NnukoBeH LeHTap. Egnata e camocTojHaTa uanoxba Ha aMepukaHCKUOT YyMeTHUK PajMoHa MNeTuboH, JOBUTHUK
Ha lonemara yactHa Harpaga Ha MuHaToTo 6ueHane. KnyYyHMoT uspas BO HErOBOTO TBOPELUTBO € OAHOCOT Mefy TEKCTOT U LPTeXOoT.
TeKCTOT M UpTeXOT WTO NOoTeKHyBa Of CTPUNOBCKWUOT ja3nK T.e. YHUKATHUTE XMbpuaw, umtaTy, 3eMeHW o4 pas3nuyHu KOHTEKCTU TOj M
CcMecTyBa BO HOBM cuTyauun. Bo HeroBuTe gena ce Haofaat uutaTi, MUCNIU U CNIVKKU KOM aBTOPOT MM Haofa BO COBpPeMeHaTa rmrepaTtypa
na cé go Cs. ABrycTuH n bubnujata. Ha HauMH KapakTepucTuyeH 3a NocMoAepHaTa CUTe KHUMM v CMecTyBa BO eHa ronema KHura nopa-
Av wro 6eceauTe BO HeroeuTe LpTexu Tpeba BHMMATENHO Aa ce pasrnedyeaaT 3a ga Moxart ga 6uaaT 4o6po NpoymUTaHu.

Bropata u3nox6a e Hajybasu rpaghmky npoekT Ha npod.A-p Jewa [leHerpu BO Kou e npeTcTaBeHa crnoBeHeykaTa rpaduka Bo nocnea-
HuTe 50 roavHm Kora Ao u3pas goara v 3HadereTo Ha JbybrbaHckaTta rpaduyka wkona. Bo oBoj aHTonoruckun nsbop Ha penpeseHTaTuBHA
rpachuykn NUCTOBM € npeTcTaBeHa KnacuuHata rpadmvka Kako YUCT M3pas U Meguym BO COrNacHOCT €O MoAepHuamoT (J. Bephuk, B.
Bopuwy, P. le6erbak, 3. Mywwuy, M. Mpererss...), HO U 3HA4YajHM NPUMEPK BO KO CE HAaBECTYyBa NOLUMPOKO NovMarbe Ha rpachmkaTa Kapak-
TEPUCTUYHO 3a NOCTankuTe Ha NocTMoAepHUaMoT (Irwin...). Mpe3eHTupanuTe Hajaobpu Aena Ha crnoBeHeuykaTa rpadmka co3gageHn Bo
nepwog og 1955. go 2005, T.e. og MoMeHTOT Ha lMNpBoTo MefyHapoaHo rpaduyko 6ueHane Bo JbybrbaHa 4o AeHec, ywTe egHall ja noTep-
AyBaaT KoHcTaTauuwjaTa feka BO OBME rouHu cnoBeHeykaTa rpacmka AOCTUrHa BUCOKW CTaHgapAv co MefyHapoaHa BpeaHOCT.
TpeTtata uanoxb6a /1psa nmHuja e NPoeKT NoAroTBeH o cTpyyrbaunTe og MIJILU: JbursaHa Ctenanuny, Bpega LWkpjaHey u Boxwvaap
3puHckn. Bo 0BOj NpoekT npeky npetcrasyBare Ha 117 aBToOpW M rpynu e AafeH LenoceH Npukas Ha aBaHrapgHoT U anTepHaTUBHUOT
neyaTt Bo CnoBeHuja 04 KOHLUENTyanmMaMmoT A0 AeHec. [evaTeHnoT MaTepujan, Koj Kako HOB YMETHUYKU TEPMUH U HOBA YMETHWYKA KaT-
eropuja ce BoctaHoByBa BO 200T Bek, € KNnyyeH 3a 0BOj NpoeKT. U360poT Ha nevaTeHnoT Aen Ha uanoxbaTa ondaka aBTOPCKU KHUTK,
nnakaTu, neToun u Apyrv pa3MHOXXYBaHW aBTOPCKU Aena, peknamu, namneT, yMe THAYKN KHUMW, UHTEPHET NPOEeKTH, TaneTw, Aonuc-
Ha ymeTHOCT, apTedakTu u ap. flenata ce co3gageHu Bo nocnegnute 40 roguHn BO 4Be ONWTECTBEHO-NOMNTUYKK ypedyBarba u ase



npeoBnagyBayku yMeTHUHKN NapagurmMmn, Kora pasnuyHo, ONwTeCcTBEHO U YMETHUYKW, Ce onpeaenyBaa pagukanHoTo U aBaHrapgHo-
To. MNpeky oBaa nanoxo6a ja KoHCTaTMpame pa3BojHaTa NMHWja BO CrIOBEHeYKaTa YMETHOCT 0/ NOYeTOKOT Ha AejCTBYBAHETO HA KOH-
uenTyanHaTa nNpakTvka 4O AeHEeC Kora napagwrmara Ha KOHLenTyanu3moT CTaHyBa COCTaBeH Aen BO ymeTHocTa. McTo Taka, npu-
AOHECOT Ha aBaHrapAHNOT 1 anTepHaTUBHUOT NeYaT e U BO OCTBapyBareTO Ha HOBUTE U3N0XKEEHU NPOCTOPM. HMBEH npocTop He ce
ranepumte, TyKy KOMyHUKauuckata u guctpubytepckarta mpexa. [Juctpubyumjata Ha KHUrMTe, Nnakartute, cnucaHmjaTa € HoBuOT
NpOCTOp Ha Npe3eHTauuja Ha YMETHOCTA, HOBUOT TvN Ha ranepuja.

Pumep Kapgumo (Aprentuna) / Rimer Cardillo (Argentina) Tyuja Apmurer (PuHcka) / Tuija Arminen (Finland)

Aesopa Cnep6ep (CAR) / Devorah Sperber (USA) HAesopa Cnepbep (CAL) / Devorah Sperber (USA)







9. MerynapoaHo uctaHébyncko buenane

9" International Istanbul Biennial
(16 centemspu - 30 okTomepm 2005)

Maja Yarkynoscka / Maja Cankulovska

“The World is Yours™'

HacnosoT Ha roguHewHoTo Buenane e egHocTasHo MictaHbyn. Mlako 0Boj HACNOB He Hé 3aBeyBa CO NOETCKU MeTadopu U 38YHHW/ MHOTY3-
HaYHU HACOKW, MaKOo e eHOCTaBeH U AUPEKTeH, He Tpeba Aa ce pa3bepe Kako eAvHCTBEHA Tema, TYKy NoBeke kako nnaTtdopma of Koja ce
naHcupa ocHosaTta Ha u3noxbara nosvuyvonupaHa Bo penauuja co rpagort.

Opf npeTcTaBeHUTE NPOEKTU € ounrnegHo geka kyparopute Yapnc Ewe (Charles Esche) u Bacud KopTyH (Vasyf Kortun) umane Hamepa ga
ce chokycupaaTt Ha OKonuHaTa BO Koja genaTta ce MpuKaxaHu W fa ja nocTasaTt yMeTHOCTa BO Auwjanor CO pas3nuyHu acnekTu Ha rpagoT.
JNouyvparbeTo Ha NPOEKTUTe BO pamMKUTE Ha jaBHUOT AUCKYPC € 3HayaeH recT KOj 3a NpB naT pe3ynTuvpalle CO HarnaceHa gvcnepavija Ha
noseKe NogeaHaKkso 3HavajHW NPoeKTY 'pasdenenn’ Ha pa3nuyHKU NokKauum Bo rpagoT. Mako BakeaTa pacnpegenta Ha NpoeKkTUTe goHekaae
MOXeMe fa ja npeno3Haeme Kaj Apyru CBETCKU maHnudpecTauum og oBoj Tun, 3a MictaHOynckoTo 6ueHane cenak npeTcTasyBa ogpeaeHa
npecspTHULA BO KOHLENUMCKa CMUCNA, a, Nak, 3a NOTeHUUparbe Ha HOBMOT U CBEX Nornea Ha ypbaHuoT acnekT Ha MaHudecTaumjaTa v cexkoj-
[OHEBHOTO XKUBEEH-E 1 OMKPYXXyBar-e BO rpagoT roguHasa KypaTopute ce NOManky HaCO4eHW KOH UCTOPUCKUOT Typyu3am v NoBeKe KOH CoBpe-
MeHaTa peanHocT Ha rpafoT, Mpy WTO ce OTCOPIEHN ApamaTUHHATE UCTOPUCKU NOKaLuu.

EaHaog kpyuujaniute 3agaw Ha 9-1o Mictanbyncko 6ueHane e ga ce 06nMKyBaar cuTe AONMPHU TOYKKU Mefy YMeTHULUTE, rpagoT, apXuTeK-
TypaTtaw rnegaqdoT v Aa ce ocTasaT HUBHWUTE NOTEHLMjanHu 04rosopy WTO e MOXHO noseke oTeopenn. Cnopeg Hapnc Ewe v Bacud KopTyH:
"9-to Wctanbyncko 6ueHane He e ctyguvja. Toa He e obua Aa ce cymvpaat cocTojouTe BO YMETHOCTa AeHec wnu Aa ce npeseHTupaar
oApeaeHn TEHAEHUMM BO COBpPeMeHaTa npakTuka. Toa e cepuja Ha yMETHUYKU NPOEKTU HanpaBeHn U CENEKTUpPaHN UMajKu ro NocTojaHo Ha
yM rpagot Mctanbyn’." BaksaTa no3yLMOHUPAHOCT BO O4HOC HA XMBATA PEAnHOCT Ha rpagoT v HEjBUHOTO MPUKaXKyBare 3HauW v ogpeaeHa
HY>XXHOCT op, site-specific gena n3paboTeHn of yMeTHULM KOM BO MOAONT Nepuog NpecTojysane BO 0BOj rpag, CoO HaMepa Aa ro npukaxart
WctaHbyn eugeH Hu3 ouite Ha [lpyrute, O4HOCHO Aa ce npeTcTasu cnvkarta Ha [lpyrute BO MHTUMHWOT rnorneg Ha osa mecTo. [lenata Ha
rogvHewHaTa u3nox6a ce n3paboTeHn 04 yMETHULM NOKaHeTW Aa paboTaT BO rpafoT, HO U Takeu WTO NapTuuunupaaT co Beke rotosu gena
KOW O/ CBOja CTpaHa HyJaTt noTeBpAa 3a CNUYHOCTa NoMery pasnuyHu reorpadicku, KynTypHA U ONWTECTBEHU NOKaLu.

3a npeseHTuparbe Ha NPoeKTUTe ce M3bpaHu penaTUBHO aHOHUMHWU U CEKOjAHEBHM 3rpagu, NoManu nokauum 1 mecta Wwro 6yksanHo ce npo-
ronTaHu of TKUBOTO HA COCEACTBOTO, U KOWU UM HyAaT Ha yMETHULUTE Npean3BUKyBayka OCHOBa 3a HMBHaTa paboTa. [lenata ce uanoxexu
Ha noseke nokKauwv kou pecpepupaar Ha CeKOjAHEBHUTE aKTUBHOCTW, NPOMEHWUTE 04 NOCT-UHAYCTpujanu3aumjaTta, UanikoTo HacNeaCcTeBo
Ha MOAEPHOTO OMWTECTBO W NPEMUHOT KOH NOTpowyBaykaTa ekoHomuja. Cute u3bpaHn nokauwm 3a ogpxysarbe Ha 9-To MefyHapogHo
WcTanbyncko 6ueHane - Deniz Palas Apartments, Garanti Building, Tobacco Warehouse, Bilsar Building, Antrepo no. 5 n Garibaldi Building
(ocBseH Platform Garanti) ce kapakTepuaupaar co cneyucuyeH apxMTeKTOHCKU CTUN, UHTepecHa UCTopWja, U UMaaT HepelleH ynoTpebnue cra-
TyC, NOTOYHO BO NPOMEHaTa KOH rnobanHuoT Kanutanu3am gen of HUB OCTaHane pyvHupaHu, Aen ce PeKOHCTPYWpaHu, U cute ocTaHane
HeHaceneHu 3a BpeMe Ha 0apXXyBareTo Ha 6ueHaneTo. Keaptoeute Bejorny u Manata, co HMBHaTa uHTEpecHa uctopuja og 19. n 20. Bek, ce
edHn of npeuTe MaHuecTayum Ha uctaHbynckara jasHa cdepa CO MHOWTBO MAaSUMHCKO HaCeneHue, eMUrpaHTy, KOH3ynatu v cakpanHu
o6jekTn. OBue AenoBu Kou (PyHKUMOHMpaaT Kako pasgeneHu v 3aedHuuku ceetosu Bo MctaHbyn, HyaaT HA3a OTBOPEHU MOXHOCTM, Taka
WITO YMETHULMUTE MOXAT Aa KpeupaaTt HOB norneg, 3a MapruHanu3upanute U CKPUEeHU, HEKOM JOMUHAHTHO 3anyLwTeHn U CUpOMaLUHWA NoKaLmm.
Kako BoBes BO akTUBHOCTUTE Ha BueHaneto moxe ga ce 3eme npoekToT Ha 'pyno A12 (Gruppo A12). OBOj NPOEKT, UHUUMpaH o4 HoBaTa
KOHUenuvja Ha BuenaneTo u notpebata da ce 03HayaT v Npeno3HaaT HOBUTE NoKauuy, Ce COCTON 0f UHTepBeHLum (co 60ja) Bp3 thacagute
Ha pasnuuHUTe 3rpaaw, Npy Toa He HapyLyBajKu M HUBHUTE apXUTEKTOHCKN Kapak TepucTuku. MpoekTot Ha Oaa Mpoyecu (Oda Projesi), ucto
Taka npeTcTasBeH Ha cuTe nokauwv Ha brueHaneTo BCYWHOCT, NpeTcTasyBa KHAra BO Koja Ce NPETCTABEHN HUBHUTE Pa3fMyHN NPOEKTU KOM
ce ofHecyBaaT Ha MaprvHanuaupaHuTe saegHuyn’,

Og npoekTute nanoxenu sBo Deniz Palas Apartments nomery gecetuHata npe3eHTMpaHn NPOeKTU ce u3agojyBaat genara Ha ®un KonuHe
(Phi Collins) koj cnposeayBa efeH BUA Ha Kapaoke akuuja Mefy ydecHuUmM Bo pasnuynu peantu emucuy; Cepeet Kodjyuut (Servet Kogyigit)
1 HerosaTta MHCTanauvja 3a COBPLIEHOTO AOMALHO OMKPY)XXyBame Ha TypckuTe goMakuHkW, Hegko ConakoB KOj packaxysa npukasHa 3a
npecenbarta Ha e4HO YMETHUYKO Aeno NPeKky Mapkupare Ha Mectata npeasuieHy 3a peHosupamse; u Muxaen Bnym (Michael Blum) co
MCTPa)KyBa4YKWUOT MPOEKT 3a XXMBOTOT Ha 3HauajHaTa Typcka u amepukaHcka Mapkeuctka u doemuHuctka Cadmje Bexap (Safiye Behar), uve
3Hayer-e 3a NpB nmaT e NpusHaTo BO Typuuja NpeKy 0BOj NPoeKT. Bo NpoCTOpOT Ha OBaa eneraHTHa pyvHUpaHa 3rpaja Cce CMeCTeHu
BrnevaTnMBM NPOeKTW KOW aKLUEHTOT ro cTaBaaT Ha naTtuHaTa U UHTUMHOCTE, JMYHUTE MpUKasHu BO 3abopaBeHn NpocTopw/mpocTopwu,
HajMHOry NOBP3aHM CO CeKojaHeBHaTa pyTuHa v Tpagvumja. The World is Yours e aeno og Mapaap Euge EvHapcon (Gardar Eide Einarsson),
M3NuUWaHo BO BUA, Ha peknamHa nopaka Ha nokpusoT Ha Deniz Palas Apartments.

CospemeHnnoT npocTop Ha Garanti Building e B0 penauuja co npoekTuTe Kou ce ogHecysaarT, npej, ce, Ha TpaHcopmaumjaTa Ha rpagosute/
ONWTECTBOTO/ NyFeTo, Kako U Ha ypbaHOTO COBPEMEHO >XUBEEHE BO pa3nuyHu rpagosv v mecrta. lpoekTute ja npeTcrasysaar ypbaHaTta
AvHamuka, NOTOYHO PasBojoT Ha rpagoBWTe W NpoMeHaTa BO couuvjanHaTa CTpyKTypa. Boseg Bo 0BOj MpocTOp € NpoekToT Ha Akcen LioH
Bviegep (Axel John Wieder) n Jecko ®ezep (Jesko Fezer), 6a3unpaH Bp3 e4HO COLMONOLWKO-MCTOPUCKO UCTpaXKyBarse 3a rpagoT bepnur, nsse-
[EH BO CTUNOT Ha KaHLenapucku gusajH og 60-Te co TPOAUMEH3VOHANHA MOAENW KOW 'Y ManupaaT NpoOMeHuTe No narareTo Ha bepnuHckuoT
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sug. Bo sugeara Ha [lanven N'yaman (Daniel Guzman) myaukara vrpa rnas-
Ha ynora v Mpeky Hea ce npevcnuTysaaTt OApedeHu Knuviiea BO OAHEeCy-
BarETO Ha NyfeTo, 0AHOCHO BO MpeTcTaByBarbeTO Ha Toa ogHecysBarbe. Ha
0BOj MOMEHT ce Hagosep3yea w Baen Wasku (Wael Shawky) Bo sugeoto
Cave, HO BHeCyBa v UpOHUWja, NpUKaxyBajku ce cebecy Kako LeTa Bo ypbaH-
VOT eHTepuep Ha CynepMapKeToT M nMpuToa peuvuTtvpa (NoBTOpyBa) CTUXOBU
oa KopaHoT. Scene for a New Heritage e npoekT (Buaeo 1 vuHcTanauuja) Ha
[asvg MarbkoBuk 3a MemMopujanHuMoT CrnomeHuk Ha Bojun bakuk og 1981.,
noceeTeH Ha XpTeuTe og BTopaTa ceeTcka BOjHa, KOj NO peyvicy KomnneT-
HOTO yHULITYBare BO nepuodoT 1991.-1995., kora erauctupa eguHCTBEHO
Kako apTedakT, cTpykTypa 6e3 dyHKuuja.
Bo ronemuoT npocTtop Ha Antrepo No5 6ea cmectenu noronem 6poj Ha
pas’nuyHn UHAVBUAYANHU NPOEKTW, MOYHYBAjKW Of Cekorawl BreyaTnvsuTe
IRWIN » HuBHaTa cepuvja Crvkn cobpanun v NpukakaHu Ha efjeH OrpoMeH sug,.
Op MHOryTe NpoeKTU U3MOXeEHW BO OBOj HajroneM npocTop, ce u3asojyea v
makeTata Ha rpagot Wcrtanbyn Ha Epuk [oHrpuy (Eric Gongrich), sugeo-
vHcTanauvjata Ha Cmagap [pajdyc (Smadar Dreyfus), koja ce ogHecysa Ha
HagMWHyBare Ha jasoT nomery nepuenuujata U KymnTypHOTO pasbuparbe.
WHTepeceH MOMEHT BO OBOj MpOCTOp fele W MpUKaxyBareTO Ha noBeke
pa3nuyHW rPynHA NPOEKTW Ha MOMNaaW TYPCKU aBTOPU U YMETHAYKU rpynu.
MpekpacH1oT 3anyLwTeH NnpocTop Ha Tobacco Warehouse e MecTo kage Wwroce
nNpuKa)aHm oANMYHA NPOeKTU: WHCTanauujata Ha Jlyka ®peun (Luca Frei),
pasnuuHuTe Bugea Ha Joxana Bununr (Johanna Biling), TunTuH Bynua (Tintin
Wautia), Mapua EukxopH (Maria Eichhom) n Jakyn ®epu (Jakup Ferri), apseH-
ute maketu Ha Flying City, upHo-6enute coTorpacum Ha Anekcangep Yraj
(Alexander Ugay), n Moxebu egHo og, Hajaobpute Aena BOOMLUTO NPUKakaH
Ha osa BueHane - 38y4yHaTa uHcTanauvja Ha MNMasen Byunep (Pavel Buchler).
OpnuunnoT [laH Mepxoscku (Dan Perjovschi) ro ‘'okynupa’ uenvoT npe kaTt Ha
Buncap Bungur (Bilsar Building) co Herosute nyuvaHv UpTeXu Ha sug - eAeH
HAan Nepxoscku, Nctanbyncku uptex, 2005, upTeXX HA sng BWA, Ha BM3yeneH AHEBHUK 3a XXVBOTOT BO McTaHbyn, CNnyyKWUTe Ha U OKOny
Dan Perjovschi, The Istanbul Drawing, 2005, wall drawing BueHaneTo, Kou BO KpajHa nuHWja ce ogHecyBaaT Ha NOSMTUYKN, EKOHOMCKU
1 yMeTHU4KM npobnemu. BropuoT kat my npunagHa Ha Ona Mexpcox (Ola
Pehrson) u Heroeute CTOTMHA Manu CKyNNTypu u3paboTeHn BO KOMOUHUPaHa TEXHUKa KOW NpeTcTasysaaT pa3nuyHi MOAENM Ha aHumMaLuvu.
Bo Mnatcopm Garanti Contemporary Art Center e npukakaHn npoekToT Ha XyceuH AnnTekuH (Hisein Alptekin) koj packaxkysa egHa uctopuja
Ha jaBHaTa YMETHOCT, XepouTe u nuaepvuTe, Npeky Konuite Ha Koreu of cacagata Ha CaH Mapko Bo BeHeuuja, npBUYHO HanpaseHu BO
WcTaHbyn v nanoxenn Ha XvnogpomoT cé Ao KpcToHocHuTe BOjHU, Kora bune ykpagenu Bo 1204. Bo Garibaldi Building, ocseH BuaeoTo Ha
Jakyn ®epu (noBeke Herosu Bugea 6ea M3N0XeHW Ha pa3nuyHW Nokauywv), 6ele nocTaseHa oanuMuHaTa uHctanaumja Ha U.3. Kamu (Y.Z Kami)
Ha KOj ce npeTcTaBeHu LpHO-6enu cpoTorpachvm 1 CKynnTypanHa wHcTanayvja MHCNupUpaHu of, cakparnHata apxvutekTypa Ha LieHTpanHa
Aauja u cydmckaTa cpunococbuja.
Bo cornacHocT co koHuenuujata Ha BueHaneTo, genaTta W3NoXKeHW Ha MOBeKe Nokauwv HW3 rpafdoT pedpepupaar Ha CeKojaHeBHUTe
aKTUBHOCTW, NPOMEHUTE 04 NOCT-UHAYCTpUjanu3auujata, hM3nyKoTO HACNeaCTBO HA MOAEPHOTO ONWTECTBO U NPEMUHOT KOH NMOTPOLLYBaYKa
ekoHomuja. Peuuncu cute gena ce BO cornacHocT co uaejata Ha bueHaneTo koja ce gsuxu BO HAacCOKa Ha NpUKakyBae NMPOeKTH LITO cTojaT
Ha penauvja jaBHO-MPUBATHO M KOW M Npe3eHTMpaaT akTyenHuTe COCTOjou Ha rpafoT Koj A0XuByBa TpaHccopmauwu, CO Hagex Aa ce
MCnpoBOLMpa HOBA CBECT 3a HEKOW BOOOWYaeHn nepuenuuu. OrpaHuyyBarbeTo Ha NPOEKTUTE BO penaTUBHO ManvoT PErvoH Ha KBapToBwUTe
[anaTa v Bejorny, rmegaHo of COUMO-NONUTUHKU acrneKT, € HayvH Aa ce OAroBopv Ha cneuvdudHaTa reo-noNUTUYKa CTBapHOCT U OBO3-
MOXYBa fa ce No4yBCTBYBa Kako ypbaHaTa, eKOHOMCKa peanHocT, Taka U UHTUMHOCTa W CEH3MBUNUTETOT Ha rpagoT. BakBUOT HauvH Ha
V3N0XyBare penaTuBHO CKPOMHU NPOEKTU MOXXebu e efieH BuA CyrecTuja 3a 3aMUCNEHO ogaanedysarbe 0f KOMepuvjanHuTe ctpaterum Ha
ranepucKvuoT cUcTem.
logvHelwHaTa TeMa, Mako HaBuagyM efHOCTaBHa, OTBapa H13a 3HauyajHu akTyernHu npaliarba Kou ce 0AHecyBaaT Ha YMEeTHOCTa, rpagoT v
nonuTuKaTa BO CBETOT BO eKkcnanauja. Mpeky guxoTomuuTe nokanHo/rnobanHo, jaBeH/npuBaTeH NPOCTOp, penpe3eHTauuTe Ha poa/apyrocT,
npoekTuTe ce POKyCupaHu KOH paarfefyBarbe Ha CUMMNTOMU Of CeralHocTa Kou ce ofgHecyBaaT Ha TpaHcdopmauvja Ha ypbanute
ONKpY>KyBarba, MPOMEHUTE YCNOBEHU O TpaH3vuujaTa KOH COBPEMEHOTO (MOCT)MHAYCTPUCKO ONLLTECTBO, MUKPOONKPYXyBaraTa BO rnob-
arHoTO LUMpEeHe, MUrpauumTe, KynTypHUOT ugeHTuteT... KOH(bNUKTHATE npallama, UCnuTyBarma U AUCKYCUM 32 COBpPeMeHaTa MonvTuKa,
Teopwja 1 ugeornoruja Kou ce OTBOPEHW NPEKY NMOBEKETO MPOEKTW, Ce NOTeHUWpaH obug aHraxwvpaHo da ce KpUTUKyBaaT nasapHuTe mexa-
HU3MKM Ha rnobanHWoT KanuTanu3am, fa ce cyrepupaaTr anTepHaTuBHW ‘uenu 3a COuMo-KyNnTypHa W vuHAWBWAYyanHa WCMOMHETOCT, CO
3aApXyBarbe Ha KBarmMTETOT Ha MHTUMHOCTA, XenbaTa, eCTeTCKOTO 33A40BONCTBO U MMHHOTO 3a40BOSICTBO 3a Kov 360pyBa yMeTHOCTA.

1. The World is Yours e HacnoB Ha agenoTo Ha Gardar Eide Einarsson, a Boe4HO 1 Ha TeKCTOT Ha Yapnc Ewe v Bacug KopTyH.

2. Esche, Charles and Kortun, Vasyf (2005) ‘The World is Yours', in: Art, City and Politics in an Expanding World: Writings from the 9™ International Istanbul Biennial,
NcTanbyn: istanbul Foundation for Cutture and Art.

3. YuecHuuym Ha 9 MeryHapoaHo McTanbyncko BrueHane ce: Hiiseyin Alptekin, Pawel Althamer, Halil Albndere, Yochai Avrahami, Yael Bartana, Otto Berchem, Johanna
Billing, Michael Blum, Daniel Bozhkov, Pavei Buchler, Phil Collins, Smadar Dreyfus, Lukas Duwenhoégger, Maria Eichhorn, Gardar Eide Einarsson, Hala Etkoussy,
Jon Mikel Euba, Cerith Wyn Evans, Jakup Ferri, Flying City, Luca Frei, Erik Gongrich, Gruppo A12, Daniel Guzman, Hatice Guleryuz, IRWIN, Chris Johanson, Y.Z.
Kami, Karl-Heinz Klopf, Servet Kogyigit, Yaron Leshem, David Maljkovic, Oda Projesi, Paulina Olowska, Sike Otto-Knapp, Serkan Ozkaya, Ahmet Ogiit, _ener
Ozmen, Dan Perjovschi, Ola Pehrson, Khalil Rabah, Mario Rizzi RUANGRUPA, Solmaz Shahbazi, Wael Shawky, Ahlam Shibli, Sean Snyder, Nedko Solakov,
SUPERFLEX & Jens Haaning, Pilvi Takala, Tintin Wulia, Alexander Ugay, Axel John Wieder & Jesko Fezer.
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Jlyka @peu, TyTyHcku cknag, 2005, uHcTanauyvja
Luca Frei, Tobacco Warehouse, 2005, installation

Epu [oHrpny, Hos Uctanbyn, 2005, upTexu n
¢doTorpachum Ha 6unbopaun, Ase cnajg
NpoeKuun, HcTanayuja

Eric Goéngnch, New Istanbul, 2005, drawings
and photos on billboards, two slide projections,
installation

[
>
-

Muxaen BnyM, Bo 4ect Ha Cadwuje bexap,
2005, wHcTanauuja

Michael Blum, A Tribute to Safiye Behar, 2005,
installation

Hepgko Conakos, YmeTHOCT u >KueoT (BO
MOjoT gen oa ceeToT), 2005, HcTanaywja
Nedko Solakov, Art & Life (in my part of the
world), 2005, installation

| Aasug MamskosuKk, CueHa 3a HOBO HacrneacT-
| B0, 2004, BuAeO vHCTanaywja, konaxw, Aoky-

MeHTauuja u mogenu (BojuH bakuk)

David Maljkovic, Scene for a new heritage, 2004,
video installation, collages, documentation &
models (Vojin Bakic)
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TpeTo meryHapoaHo 6ueHane so Tupana, CnaTku Tabya

Tirana Biennale 3, Sweet tahoos
(10.09 - 10.11. 2005)

Mwpa aknHa / Mira Gakina

Tpetoto BueHane Bo TupaHa, eTabnupaHo Kako MefyHapogHa maHnudecTauumja, e BO 3HaKOT Ha npouecuTe Ha AeKOHCTpyKuuja Ha
MWHATOTO W WHTerpauuvja Ha .rnobanHata ymeTHUWYKa cueHa“. Toa ce Te3u WTO Haj4ecTo Cce NOBTOpPyBaaT Ha BaKBUTE HAcTaHu
Hacekage Hn3 cBeToT. KOH OBOj 3akny4ok npu enabopauujata He BoAW U (PaKTOT Aeka ronem Agen of yMeTHAUUTE, HO U HUBHUTE
npoekTn 6ea nAEeHTUYHN CO OHME NPUKaXKaHn Ha roguHewHoTo Uctambyncko 6ueHane, HO 3akan, oBoj NaT BO ckpaTenu Bepaun. Co
Hamepa aa ce ogberHaTt HacTaHuTe Kon 61 Tpaene camo Kyc nepuog u 61 ro npusnekysane MHTEpecoT Ha NUMMTUpaHarta nybnuka,
opraHusaTopuTe ce pewuja Aa ro npukakat Bo enu3oau, NPOMOBUPaHN BO BpeMeHCcku guctaHun. Ha BuenaneTto 6ea nokaHeTu Hag
weeceTTUHA YMETHULM BO YMM pas3MucnyBarba U UCTpakyBarba Ce BHECEHW npawarbata 3a TabyaTa BO pasnuyHATe onwTecTsa,
O0AHOCHO penayumTte WTO Ce 0CTBapyBaaT CoO KOHLUENTOT Ha MOKTA, HO U Ha OHWEe KOW r'M NogHecyBaaT nopasuTte, Ha oHne Kom ce 6opat
3a gemokpaTuja, 3a gemuctudukaumjata Ha NpobnNeMoT OKONy CEKCOT U Ha KpajoT OKony Buaunte 3a uHTerpauvja. One U3aBoeHn
uenuHn ce NOTBPAN AeKa ce ucnpenneTtysaar v geka ro nocTurHaa ehekTor Ha KoMnneTmpare Ha LeNoCHNOT Bne4aTok.

MeTTe enm3oamn m n3paboTnja HEKONKY KypaTopu Of pas3nuyHn AenoBu Ha CBETOT BO YMW TEKCTOBM ce Boo4dyBaaT npobnemu, coc-
Tojbn kon ocobeHo ja 3aceraat AnbaHuja, kako pednekcuja Ha NOpaHewWwHNTe N akTyenHW NONUTUYKK cutyaumn. OTTamy U npounsne-
roa HMBHUTE Hacnosu: Uckyiwerunja, (Ean Myka/Edi Muka v Maum Kengpo/Gézim Qéndro, An6anmja - Komnekc Monaw, arpaga Bo
narpagba, 10 centemepu);, Ja rybuw 6e3 ga bugew rybutHuk (Pob6epTo MuHTo/Roberto Pinto, Utanuja - Komnnekc MNongn, 20
centemspw); fJemokparum (3aeHka bagosuHau/Zdenka Badovinac, Cnoeenunja - HaumoHanHa ranepwja, 30 centemepw); op4nso
cnarko (Joa JbyH6epr/Joa Ljunberg, Weeacka - Komnnekc longwn, 14 okTtomepu); Bnesu sHarpe (Xoy XaHpy/Hanru Hou, Kuna /
®paHuuja - HaynoHanHa ranepwuja, 28 okTomepu). Ennsogute Bo koHeuyHaTa Bepauja ce ondaTtenn nog Hacnos - Cnarku rabya (Sweet
Taboos). TabyaTta ce 3eMeHM Kako napagurMa Ha HMBHaTa MacoBHA MPUCYTHOCT BO COBPEMEHOTO onwTecTeo. Bo Taa Hacoka ce
ABwkea NoeTUKUTE Ha NoKaHeTUTe YMeTHULUMW, KOW 3a Aa ce NoBp3aT W YMEeTHUYKN fa KopecnoHaupaar Co couujanHnoT v reorpad-
CKN anbaHCKN KOHTEKCT, nNpecTojyBaa Aypw U N0 HEKONKY Meceuu BO oBaa 3emja. [len o4 HMB Ha cBOMTE NMPOEeKTW paboTea in situ,
Taka wro buenaneTo 6ewe noBeke HOKYCMPaHO Ha NpoLecoT, OTKOMKY Ha KOHUMNMpaweTo Ha camaTta usnoxba.

Bo npeaTa enu3oga, NorM4HO NpeKy pasnunyHn nornegu, KOHUENTU U TEXHUKW, YMETHULMTE Ce KOHLeHTpMpaaT Ha UCKYyLWeHnjaTa WTo
Tpeba ga M npekpwaT orpaHudyBarbaTa Ha ONwTecTBEHWTe KaHOoHW. HajsnedaTnueum u co cnuunu nornegu 6ea sugearta Ha dun
Konuhc (Phil Collins), Boja Bacuy (Boja Vasic), kako n MHTepakTUBHUOT npoeKkT Ha Onadyp Ennacon (Olafur Eliasson).

BtopaTa enusopga, noBeke e BO 3HaKOT Ha nepdopmaHcuTe, nako nocebeH BneyaTok ocTaBaaT BUAEO OcTBapyBarbaTa Ha Llum
[Aypxam (Jimmie Durham) n Hegko Conakos (Nedko Solakov). Bo HuB ce pecnekTupa 3Ha4yereTo Ha NopasoT, HO HE U HEMOKTA ga
ce nobegwn. [NaBHO ce 4yBCTBYBa anTepHaTUBHUOT NaT, NOHEKOraw WU co ONTUMUCTUHKW NOrnean Ha CBeToT.

[lemokpaTuiTe ce OCHOBHMOT W3BOP BO CO34aBarbeTO Ha genarta Ha yMeTHUUMTe KOW ce BKMyYeHn BO TpeTaTa enu3oga, a ce
dokycupann Bp3 3abenexyeBareTo Ha nocneguuute of napanenHutTe eKOHOMWW, O napanenHuoTt ypbanusdam u apxuTekTypa,
OfHOCHO Ha ONCTOjyBaHteTO Ha NapanenHnuTe CUCTEMU KOM Ce 3eMaaTt Kako efleMeHTU BO MperoBopuTe 3a BOCNOCTaByBarbe Ha CTaH-
[apAHM KONWM M NPOTOKOMM KOW Ce BO AOMEHOT Ha NocTmogepHuoT ceeT. OBoj aen of BuewaneTo pedepupa Ha gunemute okony
AeMokpaTtunjaTta: Kako ga ce AOCTUrHe egHakBOCTa Ha NapTHEPCTBOTO Mefy KanMTanuCcTUHKUOT CBET M ronemmoT 6poj Ha NOCTKOMY-
HUCTUYKK 3eMjm (Hajo6po KOHUMNUPaH BO 0BOj AyX e NPOeKTOT Ha rpynaTa/1nargopma 9.81 og 3arpeb). Ho, Bo oBaa ennsoaa, kako
HeoduymjaneH ,y4ecHUK" e BKNyyYeH NpumepoT Ha KonoputHute chacagm Ha TupaHa, nako oBaa akuuwja e pe3yntaT Ha aHraxmaHoT
Ha rpagckarta nonutuka.

Bo yeTtBpTaTa ennsoga HavgyBame Ha HEKONKy BO36yanveu Aena, oCOO6EeHO OHME CO3[afeHn Of XEeHW YMeTHWUW, Mefy Kowu ce
doTorpadumTe Ha AHe Onodcon (Annee Olofsson), aHumupanunoT ¢unm Ha Hatanm [jyp6epr (Nathalie Djurberg), Ha nepdopmaHcoT
Ha Monuka MenuH (Monica Melin), kako 1 BugeoTo Ha Llecuka Narynac (Jessica Lagunas). MNpuunHaTa ja rnegame BO CaMMOT HacnoBs
Ha TemaTa Koja e noBp3aHa co rby6oBTa 1 cekcyanHocTa. Ce UcTpaxkyBaaT BOCNOCTaBEHUTE HOPMW, HO € aKLeHTUpaH (PeHOMEHOT Ha
Tproeumjata v CeKc - TYpU3MOT UMK Ce yKaxkyBa Ha CEKCOT KaKo OpYxXje NPOTMB PasfMYHNOT TUM Ha KOH(PNNKTH.

Bo neTtTtarta ennsoga, Ha Kpaj, Bnerysajku Bo nocTojaHaTa noctaska Ha HauwonanHarta ranepuvja Bo TupaHa, yMeTHULUWUTE CO UHCTa-
nauwv, Buaeo npoekyun unu dotorpacum, ja nHuuMpaa Temara co co3fjaBarbe Ha CpejuwTe BO KOe Ce OCTBapyBa KOHUEeNToT Ha
cny4yBamaTa, O4HOCHO NoKanHata cutyaumwja ja uHTerpupaar Bo rnobanuute TpeHgosn. NocnearHnos neTTn cermeHT og Buenaneto
ja pocTurHa cakaHaTa ugeja Ha npukaxyBsarwe Ha cygbuHata Ha AnbaHnvja npeky HejanHaTa ucTopuja Koja e nosp3aHa Co
pacnarareto Ha peXxumoT U MOMEeHTanHarta cuTyaumja Ha, 3a HUB, HEeCeKOjAHeBHaTa UHBa3mnja Ha CUCTEMOT Ha “cnobogHa Tprosuja”.
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Cyena Kotwja, ABeHuja Ha sBe3guTe, 2003, hoTorpadmm AneH py6ewny, “Ucuepok”, 2003, Bnaeo
Suela Qoshja, Avenue of the stars, 2003, photogrphs Allen Grubesic, “Ooze”, 2003, video

Whrpng Myarru u Pobept Xarep, Tpocej, 2005, Li-npuHTOBM Ha anymMuHuym Cejna Kamepuy, ®anTasuparbe, 2004, Buaeo

Ingrid Mwangi & Robert Hutter, Trophy, 2005, C-prints on aluminium Sejla Kameric, Daydreaming, 2004, video

fbet s constrocted in Zagreb, Croatian capital, 2002

Onagyp EnnacoH, KonektueeH npoekT Ha TupaHa, 2005, 3 TOHWM nero Kouku Mnargopma 9.81, CynepnpusaTtHo, 2003-05, uHcTanumja
Olafur Eliasson, The collective project of Tirana, 2005, 3 tons of lego bricks Platforma 9.81, Superprivate, 2003-05, installation
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Kapukatypa / Caricature

Jlazo lNnasescku / Lazo Plavevski

'pannuu wnu HeBuHocT 6e3 3awTural
Borders or Unprotected Virginity!

Okpy>xyBaH-eT0 6eLue AenpecvBHO, a Me roHea U HenpyjaTHu TajMuHan. Oa HAM Hosa MakepaoHuja, koja e Bo cTevaj, Tpeballe fa npesemam v aa npecppnam Bo
Myaejot Ha rpag Ckonje 12 - 14 000 kapukaTypu (kako WTo e 3abenexaHo Bo aokymeHToT - HEMPEBPOEHO) oa CeeTckara ranepvja Ha kapukaTypu ce Haofaa
6ea BO egHa marna coba Ha 14-ot cnpart. Cé bewe paccpnaHo, NPaKTUHHO y6pe - KynoBu KapukaTypy Ha NOAOT U BO pacbTOBM KOM HEMaa HUKaKoB pea, HY1 CMUC
na. AKO Hekoj caka fja Hajae oApeAeHo geno Toa BepojaTHO MOXe NeCHO Ja ro Hanpaeu - ako npebapa mery 14 000 kapukaTypu. He cym curypeH geka oBoj
Hepep e pe3ynTaT caMo Ha CTedajHaTa noctanka. Toa e crimkaTa Ha yMMpareTo Ha cucTemute. Toa kako Bu3yenHa Metagopa ro 3Hae Cekoj, Toa € OnTo MecTo
BO HawwWTe NpeTcTaeu, HO Kora CTe BOH cdepaTa Ha 3HaKoT, kora TOj € NOoMellaH CO peanHocTa, OAHOCHO € peanHocT Koja ce NOKMoMNyBa €O 3HaKOT KOj ja
obenexyBa, Toraw ce co3aasa peakLpja Koja Be Tepa Bo genpecuja. Ho, oBaa cocToj6a Beke ja MMaB BUAEHO Npef HEKONKY AEHOBU, U Ce TPyAeB HULWITO OA
rneTkarta aa He Brvjae BO OpraHu3auyujaTa Ha TPaHCMOpTOT - ako paboTaTta He ce 3aBpLuM Toj JeH cé Ke oTuae Bo fybpe, 6ykBanHo, 6e3 meTacopu. Ekunata
no4HyBalle co paboTa, jac MopaB fa ce ABvXKam Ha NoBEKe MecTa 3a CceTo Toa Aa NouHe ga PyHKUMoHMpa (KoMOBuHba Ha npuaemje, nyfe 0o KOMMYKK Kou oA
NMETOT rv Npesemaat paboTuTe, fa KOHTaKTUpam co rbybesHuTe nyfe of CTevjHaTa ynpaBa Kov He 3HaaT WTo Aa npaBaT co ceTa AoKymeHTaupja og HUM - ot
...) NKOra Ha MOMEHT Ce NojaBMB BO ManaTa kaHuenapuva Ha YeTupuHaeceT TMOT kaT [yne (eaeH spiritus movens og MI'C) WToTyKy o4 eAeH BUCOK padT 3emalle
Kyn KapukaTypu. Toj He e 6al HajBUCOK U Toa, 3aeaHO co bpavHaTa u BoobuyaeHaTa HepBO3a BO BaKBMTE CUTyauun, Npeau3BrKa N3rarbe Ha HEKONKY Kapuka-
Typu 04 Kyn4eTo koe ro 6ewe patun kom No4Haa pa nafaat no noaoT. KoH meHe cuTe 6ea 3aBpTeHW co onauwmHaTa. EgHa og HWB BO BO3ayXx ce npespTe
NoKaXkyBajKu MU ro CBOETO Nvue - Toa belle MojaTa kapukartypa HaupTaHa Bo ganedHarta 1976 roguHa Ha Tema ‘T paHuuum”.

He 3Ham 30w TO, HO Hea HUKOral He ja cakas. VM ce ponaralwe Ha MouTe npujatenu, ocsom 'paH Mpy Bo cnomeHaTaTa roguHa, 6ele Toa gobpa catucdakumja
3a HacokaTa Koja cakaB ja ja ocTBapam, co napute o HarpagaTa ce Hanpaeu aobpa npolweTka no EBpona, Ho Taa MeHe ceroralw Mu npaeelue npobnemu. Ce
cekaBaMm, Be4yepTa Kora ja HaupTas (3ae4Ho Co ylWwTe aBe APyrv KapukaTypy Ha uctata Tema) MMaB cvniHa notpeba ga ja ckvHam - Toj 3adhar Bo Toj Nepuoa HecTo
ro npakTuKyBaB. Ce OTKaaB BO NOCneAeH MAr 0OCTaBajKu ro Toa 3a HayTpo - Toa e ,nonameTHo oA BedepTa“. Cabajneto cé Ha Hea uarnegalle nNpucaTIvBo u
Taka Taa KypTynu.

BoepeH gonr nepvo Taa My 3agaBalue 1 eaeH Apyr Npobnem: NocTojaHo MoWo ja neyartea. Bo No4eToOKOT Toa HeKkako ro NogHecyBaB, HejavHaTa cnvka Bo Moja-
Ta npeTcTaBa 3a Hea 6elue ce ylTe cBexa, HO CO BpeMe, Kora NoYHaB ja ja 3abopaBam, rv rneaas camo penpoaykuuiTe, a Te 6ea katacTpodanyu. Hosex
MOXe Aa 4yBCTBYBa MayHWHa 0 Pa3fvyHN NPUHUHKA M NOBY Aw, jac Hea peanHo ja AobvBam caMo Of TOLLO oTneYaTeHun (Mom) kapukaTypu. Kora cnyyajHo ke Gelwe
oTnevaTeHa BO HEKOj KaTasor ja norneaHyBaB cCaMo 3a MU M BegHaLl ja NPeBPTyBaB CTpaHu1LaTa - Taa He ,ivyelle” Ha HUWTO. M3paBaqmTe BepojaTHO rm KOpUc-
Tene cTapuTe goTorpachum of Hea 1 JONOMHWUTENHO HeMane HUKakBu ambuuum 3a fo6po nevatere Ha 6uno WTo. Bpeme 6elwe oBa aeno ga 6uae 3abopaBeHo.
Toa 1 He MM NagHa 0CO6EHO TELKO.

He 61 Moxen TOYHO Aa ce ceTam, HO HekaAe NPY KpajoT Ha AeBeaeceTTUTE roguMHu Taa NoYHa Aa ce nojaByBa BO MouTe 6e38e3H1 U 6e3npu-MHCKK pasmucny-
Barba. OfpeaeHa pemyHUCLEHLMja KOja ja NoBP3yBaB CO HocTanmmjata 3a Mnagewkute rogviu. Narneaa geka, oBoj nat, He 6uno Taka. MomuHa egHa GypHa
fAeleHvja Ha pacnagoT Ha COPJ, Hac He Yekaa HawuTe Npeau3BuLM, a FnaeeH npobnem Bo cute Gypu 6ea rpaHuLmTe.

Tuve 6ea TemaTa Ha kapukaTtypata of 1976 roauHa. HejauHaTa ocHoBHa paboTHa, MeToAcKa CTpyKTypa 6eLue HEKOj OCHOBEH 3HaK (BO Crly4ajoT: fiMHWja, ToYKa,
MMHWja /- - -/, 3HaKOT 3a rpaHuya) ga ce maTepujanvavpa BO
HEWTO KOHKPETHO (Ha npumep BO ¢hopma Ha Tapaba, kako BO
KapukaTypaTa) U noToa, BO TakBaTa nosuuuja, Aa ce usHajoe
HEeKOj ,WITOC", HeKOja cuTyauuja, HeKoja nopaka, Hekoja aTMoc-
epa. PelweHreTo CyM ro Hawon (,,... CyM ro Hawon ..." 3aToa WTo
cera He MOXXaM Aa ce noTceTam TOHHO Mo Kou Bapujauum Tevene
MOMTe MUCNK) BO 06paTHUTE NO3ULMK Ha DUrypuTe Kom ce NoT-
rnpeHn Ha Tapabata. HuB m . apxar' pasnuuHu rpaBmTauum,
cocemMa pasnuiHU OJHOCU U UHTEpPeCH KOH efieH (haKkT.
KapukaTtypaTta e co3gajeHa Kako pesynrar Ha urpa co Kombu-
HaLuu, 04 Moja AeHeleHa NepenekTUBa Kako - Mnagewxa wrpa
co kombuHaumn. pecmeTyBaB MOXHOCTU CO OMLITUOT NOUM
rpaHu1La, HEeMaB HWKaKBa BPCKa CO peanHocTa, a CUrypeH Cym,
HUTW Cakas Aa ja MaMm - HUTy Torall, a BepojaTHO, Kora cTaHyBa
360p 3a oBaa cdepa 04 NPeau3BULM, HUTY BO OBOj MOMEHT.
Kapukatypata 3a MeHe nocTojaHO ce nojaByea BO
meTacpopyHaTa npeTcTaBa Ha LWAXOBCKW Npobnem - Kombu-
HaLM 1 NO3ULMM KOW MOpaar npeLpmsHo mefycebHO aa ce ogHe
CyBaaT, XWBOTOT W NpeTCTaBMTe 3a HEro cCamo OBO3MOXYBaaT
oBue ancTpakuuv aa 6maat npounTaHun, ga buaat goseaeHn BO
perayuja co HeWwTo of WTO WHaKy He noTekHyeaaT. OcBeH BO
cnysamn Kora XWBOTOT Toa Taka He ro ogpe. MaTpuuute Ha
MWUTOT W COAPXAT CRy4KUTE KOW CUrypHO Ke ce cnydar. Op
BpemMe Ha BpeMe [JobvBaMe MOXHOCTW aa pearvpame Kako
Jocuch 6e3 HeroeuTe 6paKa, 6e3 HMKakBa NpuyMHa U NOBOA,.

Ha kpaj oA kpavwTaTa oBa Ce XWNOTETMHKW pa3mucnyBarba.
HawTo M He mopa pga 6upge TokMy Taka. Cakam caMo Ha
cerawHaTa jaBHOCT NOBTOPHO Aa W ja Npe3eHTWpam Kapukatypa-  Jfla3o Mnasescku, MpaHuum, 1976., Tyw v akBapen Ha xapTuja, 35,5 X 50 cm.
Ta Koja, eTe, NOCTOjaHO He Me ocTaBa Ha mupal Lazo Plavevski, Borders, 1976., ink and wather color on paper,
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Jbybuya famjaHoscka

Bo noyeTtokoT Ha oBaa 2005 roguHa ro usode CBOjoOT
XKUBOTEH NAT UCNOMHET CO HEBUAEHA eHepruja u BUTAnNHoCT
MojoT Apar Konera bopuc MNeTkoecku. He ycnea 3a an aa
janobeam bonecTa, Kako WTO ceKoraw ycneeaile garu Haj-
MWHYBA TeLWKoTuMTe BO paboTaTa.

Kako gonroroavweH AuvpekTop Ha My3ejoT Ha coBpemMeHaTa
ymeTHOCT BO Ckonje (1964-1976) Toj ro BnoXu CUOT CBOj
MnajeLku eHTy3unjasam u BUCOKO NpodecroHaneH oHoOC BO
OCHOBaH-ETO U pacTexoT Ha My3ejoT. Bo Taa Tewka 3a rpagot
Ckonje nocT3eMjoTpecHa JeleHuja 3a Hero He nocToeja
HUKAKBW NPEeYKK, CO YNOPHOCT Aa MM NPeMMHYBa TELLKOTUMTE
M Aa ru peanu3vpa cBouTe 3amucnu. Toj 6elie OCHOBHWOT
CTOXep Bp3 KOj ce odhopmyBalLe 1 Hagrpagysaile MysejoT, 3a
[AawuspacHe BO CBOEBW/JHA MHCTUTYLMja HA COBPeEMeHaTa yMeT-
HOCT BO MakeZoHuja, Koja BeKe cTaHa Aen of uctopujata Ha
HaWeTO KYNTYpPHO >XuBeerbe. Kako pesynTtaT Ha ronemaTta
MefyHapoAHa connaapHOCT KOH pa3ypHaToTo Ckonje Bo 1963.
ce cobvpaa npeuTe NoJapeHn Aena Ha YMeTHWUM of cuTe
MepuaujaHu. A nak Npeky CBOUTE NUYHU KOHTAKTW CO NOBEKe
BO/ZeYKN YMEeTHULUM 0of cpeAvHata Ha XX Bek TOj ycnesalle
nocTojaHo Jda ja 3ronemysa Konekumjata co gena of cospe-
MeHu esponcku majctopu. Oa apyra cTpana, ycnea ga cobepe
KaKo CBOM COpaboTHULM NOBEKE MNaaW MCTOPUYApU Ha yMeT-
HocTa. BeBMe Mnaj, HO CMOXeH KONEeKTUB, NOMH Co xenba 3a
CTekHyBatbe Ha NoronemMu npodecuoHanHu wuckycrtea. A
Bopwuc MNeTKOBCKM, Kako Haw AUPeKTOop, HECEOUYHO HU v Npe-
HecyBallle HeroBuTe BeKe CTEeKHaTu UCKYcTBa Bo obnacrta Ha
My3eonorujata o4 NnoBeKe eBpONCKU My3eun 1 ranepum.

Jac 6eB NpBMOT Heros copaboTHUK. [lonru roguHn copaboTy-
BaBMe, Ce HaZeBaM Ha B3aeMHO 3a40BoncTeo. O4 Hero MHory
Hay4me. Cekoraw Me acuuHupalle HeroeaTa YNopHOCT Ha
AONrUTE COCTaHOLM HA CTPYYHUOT KOnermym cute ga ce yco-
rnacyeame 3a KpajHOTO OCTBapyBarbe Ha NNaHMpaH1Te NPoeK-
7. MocebHn opraHM3aumonn Hanopu n yMewHocT MNeTkoBckK
BMIOXW U BO U3rpagyBarbeTo Ha HoBaTa 3rpaja Ha My3ejoT Ha
Kane, koja 3aeAHO co NpBaTa BapujaHTa Ha nocTojaHaTa
nocTasKa 6elle cBe4eHo oTBOpeHa Bo 1970.

HanopeaHo co avpekTopyBareTo Bo My3ejoT (1964-1976),
a ocobeHo NoToa, Cé A0 KpajoT Ha CBOJjOT paHO NpekuHaT
XWBOT, y4ecTByBalle Ha Pa3HOBUAHN HAYYHW COOUPH, KOH-
rpecy, cumMno3uymu U Ap. BO 3emjata u BO cTpaHcTso. Ho,
MeTkoBCckn ocTaBum ocobenn Tparn Kora ce jaByBa Kako
aBTop Ha 14 kHUrKM (MoHorpadwum, CTyaum 3a MakedoHcKaTta
COBpemMeHa YMETHOCT, CNMMKapCTBO, CKYNNTYpa, MOHYMEH-
TanHa ymeTHoCT u Ap.). Ob6jaBu noBeke CTOTUUM CTyAww,
ecenm N KPUTMKW 3a MakKedoHCKaTa M CBeTCkaTa NMKOBHA
yMeTHOCT. AKTuBHO Oelle BKNyYeH BO HacTaBHO obpa-
30BHMOT NpoLEC HA BMCOKOTO WKoNCTBO. lMpesasawe moa-
epHa N COBpemMeHa YMEeTHOCT Ha dakynTeToT 3a SIMKOBHM
yMeTHOCTU 1 Ha dunonowkunoT dakynTeT. Kako npodecop
Ha ®uNo3ockunoT hakynTeT (rpyna uctopuja Ha YMeTHOCT
CO apxeonoruvja) opranuaupaiie v NocTAUNNOMCKU CTYAuu.
04 pepoBuTe Ha 0BOj hakynTeT n3neroa noseke reHepayum
Mnaau uctopuyapu Ha ymetHocta. OcTtaeu 3a ugHuTe reH-
epayumn 6oraT TBOpeYKu Onyc 3a coBpemeHaTa yMeTHOCT,
€o3/aBaH KOHTUHYWUPAHO, CO AEeLEeHU.

Ljubica Damjanovska

In the beginning of this year 2005, my dear colleague Boris
Petkovski walked away on his road of life, a road filled with
huge energy and vitality. Unfortunately, he was not able to
overcome the illness, in the same manner as he always used
to overcome the difficulties in his work.

Being for a longer period director of the Museum of
Contemporary Art in Skopje (1964-1976), he vested all his enthu-
siasm of a young man and his highly professional attitude in
founding and then in the growth of the Museum. During the very
difficult decade after the Skopje earthquake, he was able to over-
come problems and hardships and realize his ideas through his
persistence. He was the very foundation pillar upon which the
Museum was forming and upgrading, in order to become a
unique institution of modem art in Macedonia, an institution that
is already part of the history of our culture life. As outcome of the
enormous intemational solidarity for the then destroyed Skopje,
as early as 1963 the first donated works of art from artists all over
the world were being collected. By using his personal contacts
with many leading artists of the middle of the 20" century, Boris
Petkovski was able to constantly increase the Museum collection
with works made by contemporary European masters. On the
other hand, he was also able to gather many then young art his-
torians to work with him. We represented then a young yet unit-
ed museum staff, all desirous to acquire high professional expe-
rience. Indeed, Boris Petkovski, as director, unselfishly shared
with us his already acquired experience in the field of museology
from many European museums and galleries.

I was his very first associate. We had fine cooperation for
many years, to mutual satisfaction, | hope. | learned many
things from him. | was always fascinated by his persistence at
the long meetings of the Museum professional staff to reach,
through talks, the common position regarding the ultimate
implementation of the planned projects. Petkovski also
showed additional organization efforts and skills in the con-
struction of the then new building of the Museum, located up
the hill on Kale. The new building, together with the initial form
of the Museum collection, was formally opened in 1970.
Simultaneously with being Museum director (1964-1976) and
especially afterwards until his early passing away, Petkovski
attended all kinds of scientific meetings, congresses, sym-
posia, etc. both in the country and abroad. Yet, Petkovski
should be also remembered in context of having written 14
books (monographs, studies on Macedonian contemporary
art, painting, sculpture, monumental art, etc.). He wrote sev-
eral hundreds of essays, papers, reviews, critiques, cata-
logues, promotions, etc. on Macedonian and international art.
Boris Petkovski was also actively involved as university pro-
fessor. He taught Modern and Contemporary Art at the
Faculty of Fine Arts and the Faculty of Philology. As professor
at the Faculty of Philosophy (Department of Art History and
Archeology), he was also involved in organizing the postgrad-
uate studies there. This Faculty has produced several gener-
ations of art history graduates. Boris Petkovski left to the
future generations a very rich creative opus on contemporary
art, that was produced continuously, for several decades.

Translated by Darko Putifov

107



108

[y6nukauum / Publications

Mapuka bouysaposa / Marika Bocvarova

Bubnuorpacduja n Bubnuorpadcdcku nperneg Ha gen og TBopewiTBOTO Ha Metap Mases
AsTop: JlunjaHa Hegenkoscka, MCY, Ckonje, 2005
Petar Mazev's Bibliography by Liljana Nedelkovska, MoCA, Skopje, 2005

Bo npaktukaTta Ha MCY - Ckonje obpabotkata Ha 6ubnmorpacdbckaTta rpafa 3a MakeAoHCKUTE NUKOBHW YMETHWUM A0 HeogamHa ro
coppxxelle caMmo MHoOpMaTUBHO-A0OKYMEHTAPEHWOT acnekT. Ho, Bo npeTxoaHo nybnukyeaHaTa ob6emHa 6ubnuorpadmja Wro ce oaHecy-
Ba Ha UCTOPWJATOT Ha OBaa MHCTWUTYUMja, UCTUOT aBTOP HarnpaBW UCHEKOP MPEKy KyCMOT OCBPT WM HAYMHOT Ha XPOHOMOWKW NoapeaeHnTe
HamMen Yvm Hacnoeu Tpebaa ga anyavpaaTt Ha HEeKOj HACOYeH HapaTuBEH Crnej Ha HacTaHyBameTo M pa3BojoT Ha MysejoT. Osoj naT
INvnjana HepenkoBcka, Nokpaj KOMANETHUOT Npernea Ha 6ubnuorpadckuTe NoAaToum WTO Ce OAHeCyBaaT Ha LieNoKYNHOTO TBOPELITBO
Ha lMNeTap Mases, 3a ga ja oaberHe CTepUNHOCTa Ha KNAcMYHOTO EBUAEHTUPaHE ce onpeaeny Aa BHeCEe HOBWHW KOW Ke rpeTcTaByBaaTt
[OMOMHATENHUTENHU MOMEHTU KOW Ke 6uaaT NnonpyBReYHn npu HejauHOTO npermcTyBare. OapeaeH 36vp Ha nogaTouu, Hekoja rpara co
XPOHOMOrMja cekoraw nocegyBa Hekoja npukacka unu, Bo donekcubunHa copma, Taa NocTojaHo HacTojyBa Toa Aa cTaHe. Hepenkoecka
npvMeHyea MeTo Koj Tpeba BO HU3aTa Ha npeHeceHu n3sagoum, 6e3 nocebeH ekcrnpecvBeH 04HOC KOH HUB, HaBWAyM He3auHTepecupa-
HO, XPOHONOWKM MHEPTHO, Aa NOTeHuMpa oAapeAeHa cocTojba - cocTojbaTa u 04HOCOT KOH yMeTHOCTa BO MakeoHuja BO NepuoaoT o4 cpe-
AvHaTta Ha negeceTTuTe OO cpeawHaTa Ha weeceTTuTe. CaMMoT TEKCT, HEKoj BoBed BO Hbubnunorpacmjata BepojaTHoO ja nocegysa gpa-
MaTa UM Len Kyn Ha MOXXHOCTW KOV Ce HaTanoXXeHn BO HaBnAyM aHemmyHaTa 6ubnuorpadcka Hu3a. LLiTo Taa cé moxe aa noHyav e egHa
off TEMATE Ha TEKCTOT.

WcToBpemeHo Tpeba faa ce uma Bo 06sUp 1 hakToT Aeka ce paboTu 3a NMMYHOCT Kako WTOo e crvkapoT Mases, KojwTo Bo obnacrta Ha
NIMKOBHAaTa YMETHOCT uMawe 6ypHa, Ha MOMEHTU KOHTPaAWKTOpHa UCTopwja.

Cnopepa BoBefoT, HegenkoBcka HacTojysa ga rv ipub vk MUCnerbaTa WTo Ce peneBaHTHY 3a CaMUOT YMETHWK, TONMKyBaHn BO objaBek-
UTE KPUTUKK BO jyroCNOBEHCKUOT U BO MaKefOHCKUOT feyaT, a noBeke ce oOfgHecyBaaTt Ha NpBUTE NeTHaeceTTuHA roAvHW Ha HeroBaTta
paboTa. lpuToa OBOj nmepwoA ro 3ema Kako MnpecydeH BO (hOPMMPaHbETO U feknapupareTo Ha HeroButTe YMETHUYKW CTaBOBW.
CTpykTypaTa Ha Baka NnocTaBeHWOT KOHLENT Ha YiTare Ha A4enoTo Ha Ma3es nocegyea MoliHe BO30yA4NMBO A0XXUBYBaH-€ Ha HEroBUTe
KpeaTuBHW pa3mucnyBsarba. Ha noyeTokoT Kora Tpeba Aa ce corneaaar ocTBapysarbaTta 0f nefeceTTuTe, BPeMeTO Kora Kaj Hac [OMUHU-
pa churypaTvBHOTO, TOjrv ancopbupa v rv npucnocobyea Ha CBOJOT CEH3NOUNUTET OHWE UCKYCTBA Ha paHaTa MoAepHa WTo 6ea CBOjCTBEHU
3a (hOBMU3MOT, HaApeanMamoT UTH. 3a 0BOj Aen 0/ TBOPEWTBOTO BO HanucuTe ce 3abenexxysaaT 0ApeAeHN KOHBEHLMOHATTHN UCKa3n BO
obpasnoxeHunjaTa Ha HerosuTe (hopManHO-CTUIICKO eCTETCKN obenexja, Haj4ecTo CO NO3UTUBEH oArnac. Ha no4eTokoT Ha weeceTTuTe
0f, CTpaHa Ha KpWTVMKaTa e BeKe KOHCTaTMpaH HEeroBuoT naT KOH ancTpakuujata, npu WTO Ce MocodyBaaT M KOHKPETHU Aena.
MoHaTamMOWHOTO UnTarbe Ha NPUIOXKEHUTE UMTaTh HE BOBMEKYBa BO MOWHTEPECHUOT AeN 04 COAPXWHATA, Yvja AHaMuKa e peaynTaT u
Ha BMETHaTUTE [ONONHUTENHM KOMEHTapW, NOHeKoraLl Kako KoHCTaTauum HanuwaHy o cTpaHa Ha Hegenkoscka.

HakpaTko Bo 0BOj nperneg mefy pefjoBu ce yKakyBa Ha MOMEHTUTE, WTO 6ea rnaBHUOT HEj3uH NPeau3BUK BO COOYYBaHETO Ha NofaTo-
LM 1 cTaBoBM Kou Hea HaABop of ccepuTe Ha pa3muciyBarbaTa Ha HalwuTe UCTOpUYapyu Ha YyMeTHOCTa. TakoB e CnyyajoT Co U3HEeCEeHUTe
Te3n OKOy ancTPakHOTO CAMKAPCTBO BO jyrOCMIOBEHCKU Pamku BO KOW 3@ HEroBOTO eH(OPMENHO CRMKapCTBO He ce u3Hajaoa napa-
nenuamu Bo aHarmaute. MNopagn KoHHOPMU3MOT Ha TorawHaTa Kputuka oBOj onyc ocTaHa 6e3 coogseTHa Knacudukauuja.

MoHaTamy Taa Kako Aa caka fAa ro CBpTW BHMMAHMETO KOH M3jaBuWTe Ha CaMUOT YMETHUK, KOJLITO Kankyrvpalle co uaeonorujata koja,
1ako BO 3amarneHa copma ce MHKOpropvpalle BO CTaBOBUTE Ha TOralHATE eMUHEHTHU aBTopu. KoMmnpomucuTe kow The Tpebaa aa rv
HanpasaT BO HUBHUTE W3jaBu UMM OTCTaNKU BO KOHKPETHUTE KpeaTuBHU OCTBapyBa-a, 3a CpeKa He ocTasuja ANnaboku Tparu 1 He npeu-
3BMKaa npeHacoyysarbe Ha HMBHaTa onpefgenba 3a ancTpakTHOTO. V1 Nokpaj uckasute WTo umaa naeonowku npuseyk, cenak Mases Bo
THe MArOBM MM HacnvKa CBOWUTE HajpeneBaHTHU ancTpakTHU gena. Ha osue cnvkun Hegenkoscka MM noceeTyea 0COHEHO BHUMaHWe, npes
cé, npeky objaByBarbe Ha HUBHUTE PenpoayKLuK. KOW 3a Hac ce HeAOBOMHO NO3HaTW. flen o4 HYB Ce NPOHajAeHW BO HALLMTE BECHWLM W
cnucaHuja unu ce perucTpupany u cpotorpacpmpann of ctpaHa Ha PenybnuukuoT 3aBoj 3a 3alTWTa Ha CMOMEeHUuUTe U KynTypaTta.
AKLEHTOT ro cTaBa Ha Crvkute HactaHatu o 1963., co oobpasnoxeHune geka 3a oHve og 1964.-1965. noctojaT peneBaHTHA NogaToum u
rnaBHO ce COOABETHO enabopupaHu.

Bubnuorpadhcku npernes Bo NpUNoXeHnuTe oCBTPY Ha TBOPewTBO Ha Ma3eB oA 1953.-1966. ro 3aBpLuyBa CoO HEej3UHUOT HeobjaBeH TEKCT,
nMwyBaH No noBog MoHorpadckaTa u3noxba, Koj Mnocny>Xu Kako efeH of AsaTa NoHyAeHn 3aknydouw: Msnoxbara Ha Mases so
Mys3ejot Ha coBpemeHaTa yMeTHOCT, Maj-aBryct 1990. 0Bo3MOXxu ga ro cornegame petpocrneKkTUBHO 4Ee/10TO Ha 0BOj M3BOHPEQHO N10[EH
aBTop, HO, UCTO TaKa, ¥ MOBTOPHO Aa rv No4yBCTBYyBaMe ‘NP OBOKaTUBHUTE' UMY fICK Ha MOQEePHUCTUHKMOT QyX, U Toa cera, Kora HoBUOT
CEH3UBUNNTET Ha NMOCTMO e PHU3MOT BHECE € JeH HOB Ha4yuH Ha BXKUBYBaHE BO YMETHUHKOTO [ero”.

BropvoT cermeHT og nybnukauuwjata e nocseTeH Ha 6ubnumorpadcpuckute eguHnum (1953-2005) kou ce obpaboTeHn cnopes BOCNOCTaBEH-
uTe NPUHLMAW 1 cTaHaapAau. Tue ce cucTeMaTu3npaHnui Criopes HUBHOTO 3HaYere, T.e. Kako: KHUMM, KaTanosaw, ecey, peLeH3u unu nHtep-
Bjya LUTO Ce 0HeCyBaaT Ha CaMOCTOjHUTE U3MOX6K, NOTOa Ha CTYAWUCKUTE, TPYMHUTE Npe3eHTaLuy, Ha eHLMKNONeAUCKUTE eauHILM N Ha
onwTUTe NpUKasm, NoNeMUKU 1 nHopmMaLun.
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JlnnjaHa Hegenkoscka / Liljana Nedelkovska

Hexat bekupu: M'pacmTi U Kopuaopu
Nehat Beqiri, Graffitti and corridors, 2004
Kyntypex ueHtap Todyka, Ckonje, 2004

HexaTt Bekupu e cnmkap koj Herysa Buj Ha CnMKapcTBO WTO YCMoBHO 6u
MOXENo Aa ce noBp3e co MojMoBMTE Ha HOBMOT eHdopMen u HoBaTa
ancTpakuywmja. Heroata m3nox6a wTo ce ogpxa Bo KynTypHUOT ueHTap
Touka, 2004. 6ewe KoHUUNMpaHa Kako mana cTyaucka u3noxba Ha Koja
Moxea ga ce BuaaTt “‘Ase ha3u”’ o4 TBOPEWTBOTO HA YMETHWKOT, MpeT-
CTaBHW NPEKY cnuku co3aaneHu Bo 2000/2001. u cnuku co3gaaedu so 2003.
Pasnukata Bo NMKOBHMOT ja3uk nomery agenaTta oj oBue “Ase dasu” Ha
n3nox6aTta 6ewe eBUAEHTHO noTeHyupaHa: genata of 2000/2001. ce co
ronemMu AuMEH3UM U TUe ce UCNONHEeTU CO MaKCUMYM MCUXONOLKAa U emMo-
TMBHa eHepruja u HanHaTocT, goAeka genarta og 2003. ce MuHujaTypu BO
KOW HanHaTocTa, noj AejcTBOTO Ha KOHTpoNMpaHaTta nocTtanka, nonywTra u
ce KaHanuaupa camo BO OrpaHuyeHu AenoBu Ha cnukaTta.

3a genarta co3gaaeHn Bo TekoT Ha 2000/2001. e nosp3aHa “akumjaTa” Ha
YMETHUKOT Ha pa3rpajgyBare, AeKoHNoHMpake Ha cueHorpadujarta Wwro Toj
ja n3paboTtun 3a npetcrtasaTta BocraHuero Ha [epsuiu Ljapa npu kpajoT Ha
90-Te roauHun. CuyeHorpadckuMoT Matepujan oj oBaa npeTcrtasa Toj ro
KOPUCTU Kako nognora 3a paboTa, Kako noAnora 3a cnvkare u annuuu-
parbe Ha pa3HOBUAHW CMKAPCKK U HECAIMKApPCKW MaTepujanu (rycTu Hacna-
rm Ha 6oja, xapTuja, cTuponop, jajua, u Ap.). Bo oBve gena npeosnaaysa

Hexar bekupu, Bes Hacnog, 2003, akpunuk Ha NeCOHUT
Nehat Begiri, Untitled, 2003, acrilyc on masonite

"o«

‘rpaaTa’, “6ecthopmHaTa” matepuja, HejauHaTa panaea, upHa, BO3He-
MupyBayka nojasa. Cnukute ce rpageHn Bo CNoesu, Npu WTO MaTep-
njaTta, rectoT U cnydajHiaTe oAHOCM Mefy CIMKapckuTe K Hec-
NMKapckutTe maTepujanu, ce Taka cyrecTMBHO MPUCYTHU Ha NnaTHoTo
WTO ce co34asa YyBCTBO Ha UCTOBPEMEHOCT Ha cobuparse (MMNno3u-
ja) v wuperse (ekcnnoawuja) Ha cnukapckara “maca”.

Bo cnuknTe co3aaaeHn Bo TekoT Ha 2003. bekupu ce obuayea noterort
Ha YeTkarta fga ro cMMpu 1M KOHTPONupa, Ha Hekoj HaumH ga ro cTpyk-
Typupa, na oTTamy M nocTankaTta Ha eaeH BuA KOHTposnupaHo opra-
HM3Mparbe Ha MOBPLUMHATE MOCTMrHaTa npeky, Kako WTOo UcTakHyea
Maja HaHkynoBscKa Bo karanoroT o4 u3noxbarta, “‘urpata co NMHUU Kou,
cnopepj Hero, cyrepupaaT KopuAopw, HO 1 NpobuBKM, BPCKKW, cnojyBarba
Kako BM3uM 3a [ABMXKEHETO Hanpej u ‘cnobofHOTO naTtysare’™.
Cumbornukarta Ha NMMHMMTE Kako Kopuaopu, Ho UCTOBPEMEHO U KaKo Npo-
6vByY, 360pyBa 3a aMEMBaNEHTHOCTA HA YMETHUKOBOTO A0XKWBYBaHE Ha
peanHocTa: oHa WTO orpaHM4yBa BO UCTO BPpeMe NOTTUKHYBa Ha OTBO-
parbe, Ha pasbuBarbe M npobuBarbe Ha “TeHkaTa nuMHuja” KojawTo ro
Aenu 4YyBCTBOTO Ha eraucTeHuujanHaTa 3arpo3eHocT o4 YyBCTBOTO 3a
MOXXHOCTa 3a cTabuneH n KkpeaTuBEH Nopeaok.

Hexar bekupu, Be3s Hacnos, 2003, akpuiMK Ha NECOHNT
Nehat Beqiri, Untitled, 2003, acrilyc on masonite
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WpeHa Mackanu: MpocTopHO-BpeMEHCKA aBTEHTUYHOCT
Irena Paskali: Space-Time Authenticity
My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2004 / Museum of Contemporary Art, Skopje

Ha pamHuwTe Ha Bu3yenHa npe3eHTauuja, NPoeKTOoT [IpoCTOPHO-BpeMeHcKa
aBTeHTu4HOCT Ha Wpena lNackanu cneiu Kako MPOJOSMHKEHWE HA Hej3uHUTe
NPeTX0AHN NPOEKTH, BO KOW NPEKY concTBeHaTa nu4HocT/ Teno rv 3abeneXysa
N KPUTWKYBA, Mpej Clo, COLMjanHuTe W NCUXONOLWKWTE COCTOjOM Ha NUYHOCTA.
OcBeH BO BUAEOTO EgeH geH, egeH xusor, 2000, Kage npeky NPUHUMNOT Ha
)KEHCKa ycHa uctopuja e packa)kaHa buorpaduja n npukasHa Ha eAHa mMapru-
Hanu3uMpaHa >XeHa, BO ocTaHaTuTe NPoeKTwu, rnasHo Bugea (Das /ch, 1999;
Tetragramaton, 2000; Momery, 2001; MHe3go, 2001; Ha nat koH/ o4 Makegonuja,
2002...), Ho 1 cboTorpachum (3a Hawie gobpo - Made in Macedonia, 2001), noBeke
WHTYWTUBHO OTKONKY KOHTEMNNaTUBHO M aHanuaupa onwTecTBeHO-Npu-
daTnuBMTE HOPMU NPEKY AyanucTUHKMTE OAHOCKM MHAWBMAYAanHO-COLMjanHo,
€MOLMOHA THO- PALMOHASHO UTH.

MocTojaT NoBeKe MOXHMW YMTarba Ha NPOeKTOT [IPOCTOPHO-BPEMEHCKA aBTEHTUHHOCT, MOYHYBAjKN 04 UMTUpareTo Ha AgenaTa o
ronemuTe MajcTopy Ha 3anajHo-eBpONCKOTO CIMKApPCTBO, M3pa3eHo NPeKY edeH “MeTa jasuk BO 04HOC Ha UcTopujara Ha eBporcKo-
T0 cnmkapceTeo” (E.Anekcues). Mako no3uuujata Ha, BO CNy4ajoB, rNaBHUOT XKEHCKU NUK € WAEHTUYHA, OAHOCHO CTaBOT Ha TENOTO
pedbepupa AMPEKTHO HAa ronemMuTe peMeK-aena, aBTeHTUHHOCTA HA UCTUTE € HarNaceHo NPOCTOPHO-BPEMEHCKIW BUAON3MeEHEeTa npeky
oTorpadbck MOHTaXu co cCoBpeMeHa UKoHorpadwmja, co WTo HaBeAyBa Ha AeKOHCTPYKuuja Ha NPOCTOPOT U BPEMETO BO YMETHOC-
Ta. ABTEHTHMYHOCTA € JoBe/JeHa BO npawarbe U NPeKy NpoLecoT HA 3aMeHa Ha YNoruTe Ha ocTaHaTuTe ‘NPOTaroHUCTW, Kako WTo e
npUMepoT co cnyruHkaTta Bo Ommnuja Ha MaHe Koja Bo cnyyajoB e npetcTaBeHa co HATO BojHUK. [POEKTOT MOXe Aa ce 4vta u
Kako efeH BuA KPUTUKA Ha ‘3aMOpOT BO yMETHOCTA', HO, Cenak, eaHa o4 MOXHWTE W HajHamMeTNMBU peuenuuM Ha NpeTcTaBeHuTe
JAena ce oAHecyBa AMPEKTHO Ha AemucTuukaumjaTa Ha NPeMonyeHUTe penpe3eHTaTUBHU KOHBEHLIUM BO CBETOT HA YMeTHOCTa 1
nosuumjata Ha MoKTa Ha rnejarbe.

M36opoT Ha Aena Kou ce 06paboTeHn BO 0BOj LUMKNYC (HajBepojaTHo) He e cnydaeH. Ce paboTu 3a UckNyunTenHo No3HaTu 1 Npenos-
HaTMBM dena of uctopujata Ha yMeTHOCTA, NOYHYBajKu 04 paHaTa peHecaHca (boTuuenwn, Parfarero Ha BeHepa), npeky oja (Fona
Maja v O6bneyeHa Maja), Benackes (BeHepa u KynugoH), na cé Ao dpaHuyckuoT peanu3am Ha Mane ([Tojagok Ha Tpesa, Onumnuja),
BO KOW LEHTpaneH MOTUB € ronarta nacuBHa W NOXOTHa >XXeHcka cwurypa, 6uno ga e 6oruHka, rocnodapka vnu aHoHUMHA
nNpuApY>XHU4Ka (o4anucka/npocTuTyTKa). BakoB HauYMH HA CTPYKTyMparbe Ha X EHCKUOT cyOjeKT BO pamKu Ha AOMUHAHTHUTE cUcTe-
MW Ha penpeseHTayuja e 61mM30K CO CTPYKTypaTa Ha XKEHCKWUOT maeHTuTeT Kaj CuHau Llepman, Ho 3a pasnuka of Hea, VipeHa
Mackanu, rm noctaByBa cBOUTE NPETCTaBK, KOW OCTaHyBaaT AeNyMHO KOCTUMMpaHu, HO 6e3 apTuduumenHm TenecH 4oaatouu, Bo
NOVHaKoB COBPEMEH aMOMEHT KOj HEHAMEeTNMBO A0ONUPA OAPEAEHN COLUMjanHn U NONMTUHKU MOMEHTH.

Oswe aena, Ha oApeAeH Ha4MH ce 6NMCKK A0 aHanNM3aTa Ha AOMUHAHTHUTE KAHOHM BO Knacu4HaTa ucTopuja Ha yMeTHOCT U3paseHu
npeKy deMuHucTUYKaTa Teopuja Ha npeTcTaByBarbeTO U Teopuja Ha NorneAoT Kako KPpUTUYKM O4roBOP Ha JOMWMHAHTHO MAalLKWOT
norneA. Ho, natpujapxanHute NpeTnocTaBKu 3@ NACMBHOCTA HA XeHaTa W Hej3uHaTa cekcyanHa pacnonoXnuBoCcT NPeTcTaBeHn o4
cTpaHa Ha reHujasHMOT YMeTHUK, BO 0BOj Cny4aj ce U3MecTeHu NpeKy ABojHaTa no3uymja Ha aBTonopTPeToT - MOAEenoT u asTopkKaTa
ce efHO UCTO, LTO NOBTOPHO HE HaBpaka Ha mpawarbeTo 3a MOKTa Ha nornedoT. HacnpoTu BoajepckuTe cTepeoTunu 3a AOMUHU-
paHaTa XeHa BO CUTe UuTupaHu Aena, asTopkara/Moaen (NOBTOPHO NOBEKE Ha HMBO Ha MHTYyMUWja) ja AoBeAyBa BO npaluarbe no3u-
uujata Ha MOK nNpeky AUPEeKTHUOT Nornej HacodeH KoH rnega4qoTt. OBoj nornes HamepHo ro NpeAu3BMKYBa BOAjepu3MoT, a npeky
‘MaHuny nuparbe co no3uyuuTe Ha soajep v Habrby fyBaH, yMETHUK U MOZE,
akTuseH u nacuseH” (L). Poy3), n pywerbe Ha no3uuujata Ha )KeHa-Kako-
06jeKT-Koj-e-rnegaH, nacMBHaTa )XeHa ro MeHyBa CBOJjOT MAEHTUTET BO A0-
MUHaHTHa camoceecT. MpeHa Mackanu, Kako eHa o4 peTkute MakeoHCKH
aBTOPKM KOW FO KopucTaT CONCTBEHOTO Teno (BO CNyyajoB COMNCTBEHOTO
rono 1eso), BO NPOEKTOT [IpOCTOPHO-BPEMEHCKA aBTEHTUHHOCT, HEj3uH (3a
cera) nocnefeH NPoeKT peanu3vpaH Bo MakeoHuja, ce noctasysa BO NO3u-
umja 6nmcka 4o NOCTMEMUHUCTUHKOTO er3nbuyMoHUCTUYKO NPUKaXyBarse
Ha )KEHCKOTO Teso 1 ce obuayea fja rv pasoTKpue u KpUTUKYBa HEKOM 04, ce
yliTe, BOCTAHOBEHUTE AOMWHAHTHU HOPMU BOOMLWTO.

Upenra Mackanm, MNpocTop HoB8pemeHcKka asTeHTM4HocT 11 2, 2002, nfloTep Ha NnaTHO
Irena Paskali, Space -Time Authenticity 1 and 2, 2002, digital print on canvas

B—+ T—] O—N- -6
E W

< I



112

Maja Yankynoscka / Maja Cankulovska

Wrop Towescku: Cnobogxu Teputopun
Igor Tosevski: Free Territories
Kyntypex wenTap Touka, Ckonje, 2004; YmeTHuuka ranepuja, Kymaroso, 2005

MpoekToT CnobogHn Teputopumn Ha Urop Towesckw, npetcTtaseH BO KynTypHuoT ueHTap Towka, Ckonje (2004) n YMmeTHuukarta
ranepuwja Bo KymaHoBo (2005) e coctaBeH 04 Hekonky dasn Ha npoaykyuwja. MNpeata dasa 3anoyHyBa CO UHTEpBEHUMja, OA4HOCHO
ucypTyBare €O xonta 60ja ogpeAeHn NPUBPEMEHN ‘3aTBOPEHU’ 30HW HA Pa3fMyYHU jaBHU MeCTa Ha BKYMHO ABaeceT U OCYM nokayum
B0 MakepaoHumja, oa kowm noBekeTo Bo Ckonje, notoa Benec, HerotuHo, Butona, Ctpyra. Bo BTopaTa dasa, ynorata Ha aBTopoT BO
NPOEKTOT € MUHMMM3UPaHa Ha HUBO MarkKy NOronemo oA nacueeH HabrbyAyBad Ha AejcTBujaTa WTO ce 0ABMBaaT BO paMKUTE Ha CMno-
604HUTE TEPUTOPUN YUN YHECHULWM CE, CBECHO UMW He, pa3nNnyHn Cy6jeKTU - MUHYBayW, NnpegMeT n cn. TOWEeBCKN BO CMy4ajoB € CHU-
maTen, 04HOCHO choTorpad-A0KYMEHTATOP Ha akuMMTe Kou ce ‘oaBuBaaT BO paMku Ha Teputopuute. O Apyra cTpaHa, nak, UHTep-
akuujata Koja HeHaMeTNMBO Ce 0ABMBA MPEKY ‘yHECTBO' Ha CNy4dajHMTe MUHYBa4qM € BO (PYHKUMja Ha co3aaBarbe YMETHUYKO 4eno,
[oaeka HTepBEHLMUTE BO jaBHW NPOCTOPW, CE YyWTE eA4EH aKT Ha 0BOj aBTOP HACOYEH KOH HAAMUHYBaHE Ha rpaHULMTeE NOMery Cekoj-
OHEBHUOT XXMBOT W YMETHUYKOTO Aeno. MpoekToT duHMWmMpa CO U3N0oXyBareTO Ha apxuBaTa Of pas3fMYHUTE akuuM Kako npoc-
TOPHO-BPEMEHCKW cnydyBama BO ranepuvjata. Mpu Toa doTorpadmjata ce KOPUCTU HA AOKYMEHTapeH, MHCOOPMATUBEH U €CTETCKU
HeyTparneH HauvH, a rnefaqdoT cammoT Tpeba ga ro PEKOHCTPYMpa YMETHUYKNOT MPOUEC U YMETHUYKUOT YWMH HU3 doTorpacdumTe u
TEKCTOT (NneToywn, ornacu BO AHEBHWOT nedyaT, TEKCT BO ranepuja). MouuTyBajku ja normkaTta Ha pa3BuMBarbETO Ha MPOEKTOT, BO
pamMKuTe Ha ranepuckuoT NpOCTOP aBTOPOT MHTEPBEHUPA CO ywTe efHa cnoboaHa TepuTopuja Kako MpOoHUYHA pedbepeHya Ha noc-
TOjaHOTO UCUpPTyBarEe FPaHvLK, HOBU TEPUTOPWM BO PamMKUTE Ha APYrn BEKe NMOCTOEYKU TEPUTOPUN CO MOXKHWU MOMUTUYKKN eKcn-
NMKaumn, HO U Kako CBOEBMAHA KPUTMKA Ha MHCTUTyLMOHan3ayujaTa Ha ymeTHocTa.

UcTopujaTta Ha npoekToT CriobogHu Tepuropun Ha Urop Towesckn Tpeba Aa ce cneau AeceTTuHa roguHn HaHa3az, NOKOHKPETHO Of,
npoektute lpemectysama (KynTypHo-uHcpopmaTtmeeH ueHtap - Ckonje, 1995/96) un Jocue ‘96 (Mysej Ha rpag Ckonje, 1997). Bo
lNMpemecTysara ToweBCKN KOPUCTU ogpeaeHn nokayum Bo Ckonje 3a Herosarta akumja (u3segeHa Ha 18.11.1995 n 01.02.1996) Ha
npemMecTyBare Cny4ajHO NPOoHajAeHn NpeaMeTN 04 efHa Ha Apyra nokauwja, a notoa 4oKyMeHTaunjaTa o4 oBaa akuyuja e npeseHTu-
paHa BO ranepuckmoT npocTop. Ha 0BOj KOHLENT, KOj BO OCHOBA Ha YYHOT Ha peanu3ayuja BKNy4YyBa pa3nuyHN UHCTUTYLMOHANHU 1
BOHUHCTUTYLMOHANHN NPOCTOPW, Ce HaaoBp3yBa U NpoekToT Jocue ‘96. ‘UcTpaxkyBarbeTo' 3a OBOj NPOEKT ce OABMBALLE BO NOBEKe
rpagosv B0 MakegoHnmja, a 06jekTute BO (byHKUMja Ha cBOEBMAHA AOKYMEHTaumja ro KpeupaaT ranepuckuoT npocTop.

Osue npoekTH, 3aeaHo co CobogHn TeEpUTOPMKM, MOXAT Aa ce NoAN0XaT Ha efHa noceondaTHa KoMnNapaTuBHa aHanv3a Bo nornes
Ha KoHUenyuckaTta CpOAHOCT M HA4YMHOT Ha HUBHA peanusauyuja (MCTpaxyBarba, akuym Ha pasnuyHn nokauum, CTejTMEHT, NpeMecTy-
Baha, AeTepuTopu3aumja, AOKYMEHTUpaHa Npe3eHTaunja 04 akuyujaTta BO ranepuja UTH.), Kako U Ha KpyuujanHATe MOMEHTU BO
aHra>kMpaHMoT NpUCTan KOH ManupareTo PasnnyYHU CouymjanHu, OnWTEeCTBEHW, NOMMTUYKN Npawama.

Cenak, eaeH o4 0CHOBHUTE npeau3suym 3a rop ToweBcku (NoMery ocTaHaTUTE CoLujanHo-0NWTECTBEHO-NONUTUYKI Npalamba), U BO
0BOj NPOEKT OCTaHyBa npawareTo 3a CTaTycoT Ha YMETHWKOT, yMeT-
HWYKMOT YMH N YMETHUYKOTO AENO KOe 0f NPOEKT BO NPOEKT CE noBeke
ro paspabotysa. HEroBuoT MPOHUYEH U KPUTUYEH NPUCTAnN KOH UHCTU- |
TyuuuTe ce HafoBp3yBa M Haarpaaysa Bp3 [JuwaHoBaTta, a NoToa U KOoH- P =y
yenTyanHaTta Tpaguumja Ha npornacyBarbe YMETHUYKN YAH U YMETHUYKO 3
aeno. Bo npornacoT 3a 3ano4HyBarbeTO Ha NPOEKTOT (M3jaBa/cTejTMEHT
Ha YMETHWKOT), Kafe ro u3noxysa CBOETO rMeAuliTe 3a YMEeTHUYKOTO
Aeno, yMeTHUKOT Benu aeka “CnobogHute Tepuropun ce 3amMuCreHv
KaKo NYHKTOBW BO KOW Ha CEKOj NOEAUHEL My Ce OBO3MOXXYBa CNoboeH,
CnoHTaH nepcopMaTuBEH U3pas. Toa ce BCYWHOCT TEMNYMN UK cTann-
LY BO YMM paMKWU CEKOj YvH, recT unn akuymja / (He)akuyuja, ceHka u cn.
CTaHyBaaT YUCT KOHUENTyaneH yMeTHUYKW YuH...” MpeucnutyBamaTa 3a
YMETHUYKNOT YWH 1 06MA0T 3a HEroBo AeuHupare BO TBOPEWTBOTO HA
Wrop Towescku cé ywTe ocTaHyBaaT KOHCTaAHTHa npeokynauwja. Cnopea
Toa, n geHec, B0 CriobogHN TepuTOpUM Kako HEros Hajcybnumupax
NPOEeKT BO 0HOC Ha OBa Npallake, MoXXeMe Aa rm cneuMe U Tonkysame
HEroBuUTE AUNEMU CNOPE/ HAYUHOT Ha KOj MM eKCNMyupa ywTe BO Npoek-
ToT Jocue ‘96, kora NOEHTUPA AeKa TEXWUWTETO Ha HEroBOTO AENyBaHe
ce oHecyBa Ha “04HOCOT YMETHOCT - XMBOT, HO TOj HE HYy AW pelleHne 3a
npo6nemuTe 04 cekojaHeBHaTa peanHocT, TYKy npeTcTasyBa caMo eieH
06K 3a COOHyBaHe Ha NPOTaroHUCTUTE Ha TOAa CEKOjAHeBNe CO HuBHaTa  Yrop Towescky, Crio60AHW TepuTopun, 2004
pPeanHoCT NPEeKy YMETHUYKMOT YiH U MeANyM'. Igor Tosevski, Free Territories, 2004
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Hu Ha He60, Hn Ha 3emja
Not in the Sky & Not on the Earth
My3ej Ha coBpemeHata ymeTHocT, Ckonje, 2004 / Museum of Contemporary Art, Skopje

®pasaTta Hu Ha Hebo, Hu Ha 3emja, 3eMeHa Kako NojAoBHA 0ApeAHULa 3a UCTOMMEHUOT rpyneH NpoekT Ha 11 ymeTHuum oa Bepnun,
AVPEKTHO, HO cenak He U HajegHOcTaBHO 61 MoXxena Aaa ce ob6jacHu Co TEPMUHUTE rToMery w Henpunarare. HacnosoT Ha uanoxbéarta
pednekTupa coctojba Ha Henpunarame, a YMETHULUTE, AeN 04 akTyenHaTa 6epnuHcka cueHa, NOTeEKHyBaaT 04 pa3fiMyHU 3emju n ce
rpynupany cnopes HUBHOTO MOMEHTAIHO MECTO Ha NpecTojyBare u paboTa, Koj BOe4HO € U efeH 3Ha4aeH My nTUHaUuoHaneH ymeT-
HUYKK UeHTap. ABTopUTe MOXXebn He ce TUNUYHKU NPeTCTaBHUUM Ha 6epriMHcKaTa yMeTHUYKA CUeHa, cenak HUBHUOT M360p AMPEKT-
HO cooABeTCTBYBa CO cocTojbaTa nomery. OBoj TpaH3UTEH MOAEN € MHOry 6MM30K U Ha UcTopujaTa Ha 0BOj rpaj, Koj U caMnoT NOMU-
Ha HU3 TpaH3uuuja (04 noaeneH rpaj BO efHa yenuHa).

Ha nanox6aTta 6ea npe3eHTupaHu pasnuyHu aena (MHcTanayum, hoTorpadum, BUAEO, AUrMTanHu NpuHTOBW, 06jeKTu n nepdopmMaH-
cu) og asTopuTte: JoBaH banoe o Makepgonuja; Apum Maneny (Archi Galentz) oa Pycwuja; LLapam EnTeka6bu (Shahram Entekhabi) og
UpaH; XenmyT Kangn (Helmut Kandl) oa AscTpuja, laH Muxantuany (Dan Mihaltianu) oa Pomanuja; MNetep Ojctecek (Peter Ojstersek)
op Weepcka; HuHa u TopeteH Pomep (Nina & Torsten Romer) og Pycuja, oaHocHo epmanuja, Maja Poc (Maya Ross) oa LUsajuapu-
ja, Erun CobjopHcoH (Egill Szbjornsson) og Ucnawg n Mapujana Bacunesa og Byrapuija.

WHcTanauwjata MojoT nu4eH koMnneT 3a npexusyBsare Ha Apuu aneHy npeTcTaByBa suj, Bpata u gena oa npuBaTHa yMeTHUYKa
Konekuuja, NOTEHUMPajKn ro 3Ha4eHEeTO KOe OBUE 06jeKTH ro nmaaT BO XMBOTOT HA YMETHUKOT. MpoyecoT Ha TpaH3uuuja € HajMHory
BOOYNUB BO BuAearta Ha Lllapam EHTekabu KOj Ha MPOHWYEH HaYWH ja TONKyBa penurnjata v ussefyBareTo Ha TpaguuuoHanHuTe
pPeNUrMo3Hu puTyanu Bo AeHewHuyaTa. Maja Poc Bo Hej3uHuTe [TopTpeTu o4 6p3uoT AUCK, HACNUKAHW Ha SUA BO NOMN-apTUCTUYKK
MaHup yKaxKyBa Ha BM1jaHWETO Ha AeHewHaTa TexHonornja Bp3 YosekoBaTa MHANBUAYanHOCT.

MapujaHa Bacunesa uM3noXxxum Mogenu Ha nexxanku BO KyTuM, Yvja BHATPELWHOCT € cuMynauuja Ha eaAeH ngunuyeH amOueHT, BO Kou
Ce 4yBCTBYBA OTCYCTBOTO Ha 4YOBEKOT, AoAeka BO APyrv Npeky asTONOPTPeTW € NOTEeHuMpaHo NpUCYCTBOTO Ha asTopkarta.
OTCcycTBOTO, MMM NONPEUM3HO 3aMOPOT U OTYFEHOCTa Ha YOBEKOT ce MpuUcYyTHU BO dhoTorpachumte U uHcTanaymjata Ha MeTep
Ojctepcek; laH MuxanTtuaHy m kKopucTu choTorpacumjata U BUAEOTO HA HEYTPaneH U 06jeKTUBEH HaYuMH, AOKYMEHTUPajKK bparMeH-
TV 04 CEKOjAHEBUETO; AoAeKa BO choTorpachumTe Ha XenmyT KaHan npukaxyBaaTt MecTa u NOpTPeTHn HU3 eHa, cenak, rop4nmea Hoc-
TanrMyHa HUWKa Ha cekaBamarta. Yp6aHvWoT u rpaacku ambueHTOoT (DYHKUMOHMpa Kako no3ajuHa 3a nepdopmacuTte Ha HuHa u
TopcTeH Pemep (M3BeaeHn Ha pa3nuuHKM MecTa, a BO My3sejoT Ha coBpemeHaTa ymeTHOCT, Ckonje npukaxaHu npeky cgoTtorpadcum),
a of Apyra cTpaHa, nak, Erun CobjopHcoH 3a no3agvHa Ha CBOJOT (My3udku) nepdopMaHC KOpUCTW SUAHA MHCTanayuja o4 cekoja-
HeBHW ynoTpebHn npeameTu. JoBaH Banos ce npeTcTasu co Ase Aena, NpBOTO AeCeT HOEBM jajua Hac/MKaHW cnopes cKynnTypu Kou
noctojat Bo BepnuH, kage Npeky NMMKOBUTE Ha aHrendumaTa rv npeTcraByBa eNeMeHTapHUTe HoBeYkn KapakTepu. BropoTo geno,
AeceT gurntaniu oTo-NPUHTOBK, MM NPUKaXyBa CUTE y4YecHUUM Ha usnoxobaTa 3aeAHO CO NaTUHCKM NMOrOBOPKW KOW ce ogHecyBaaT
Ha 3HayYeHeTo Ha yMeTHocTa.

CamuTe gena He ja TpeTvpaaT WCKNY4YMBO COLMO-NONUTUYHKATA CUTyauuja Ha 6EPNNHCKUOT KyNTYpHUOT NPOCTOP Kako LeHTpanHa
Tema. Uanoxbata Hu Ha He60, HU Ha 3emja Ha CYNTUNEH U He BeHAall BOOYNMB HAYVH ' akUEeHTUpa TeH3uMTe Mely 3emja Ha noTek-
no - 3emja Ha NpecToj, Tpaauumja - MoaepHo foba. Cnopes HUB, OBUE TEH3UM MM NOMECTyBaaT KyNTYpPHUTE BPEAHOCTU HacneAeHn of
3emMjaTa Ha NOTEKNOo, UCTUTE ce NpeHecyBaaT U aganTupaaT BO 3emjaTta Ha NpecToj, Npu WTO ce rybu HayMoHanHMOT UAEHTUTET U ce
Kpeupa HoB XMOpUAEH ja3uk KOj He € NPUMEHNNB BO HUTY eAHa oA oBue 3emju. Bo Toj koMnnekceH oAHOC NpawameTo 3a UAEHTUTe-
TOT peanHo BKNy4YyBa MHOWTBO ApPYyrM MefycebHO UCnpenneTeHn npawara: pas3nuyHocT, [pyrocT, naeonorvja, Murpauuja, MapruH-
anuMaupaHocT... KoHeYHo, u camuTe opraHu3aTopuy Ha uanoxobaTta, JosaH banos v LLlapom EHTekabu, BO BOBEAHUOT TEKCT 3a KaTta-
JIoroT ro AecovHupaaT OBOj LMBUNU3ALMCKN KOHM(IMKT Kako ,Npouec Ha oApeayBarbe Ha MUHATOTO M MAHWHATA, Ha Tyka W cera, Ha
AoMa n He-aoMa"“, Nnpouec Koj ,,co3fasa OTYIeHN YMEeTHUYKK cTpaTern’ n e hoKycupaH Ha UHaMBMAYyanHaTa aBTEHTUYHOCT, a Boea-
HO MOXE Aa ce 3aKny4u Aeka oBaa u3noxkba e Ha HeKoj HauuH obua Aa ce Hanpasu Nnapanena u ga ce NpukKaxe xeTeporeHocTta Koja
Bnagee Ha 6epnuHckaTa yMeTHUYKa cuyeHa.

MNako goHekaae uHTerpupaHn BO KOCMOMONUTCKOTO ONWTECTBO, 0AlykaTa Aa ce npeTcrasar co efHa Baka TemaTcku geduHupana
n3noxo6a, 36opyBa 3a HUBHWOT MHAWBMAYaANEH U ONWTECTBEH NPOLUEC Ha TpaH3Wuuja BO KOj ce ywTe ce HaoraaT. [lpeTcTaBeHuTe
Aena, MHUUMPaHW Of KOMNNEKCHUTE npawarba U OAHOCU KapaKTEPUCTUYHU 3a UCENEHWUYKMOT CTaTyC M NoyMpaHn BO KOHTEKCT Ha
HWBHOTO COLUMjanHO ONKPYXXyBare CO NOHeKoraw yHAaMeHTanHo pa3nuyHn KYNTYPHU €NEMEHTH, HE CNy4dajHO ce uHAMBUAYanHu
JIMKOBHW BUAYBarba Ha counjanHu, NONUTUYKKU U eTUUKK kaTeropun. CamaTa nsnoxba He e 6a3vpaHa BpP3 KOHKPETHW KypaTOpCKU
MPUHLUMNM UMM CPOAHOCT, TYKY BP3 NPUHLUMNOT Ha NOMarnky Uim noBeke WHAMBUAYaNHUOT HeAeduHMpaH ONWwTEeCTBEH CTaTyC, ako 3a
TakKoB ro 3eMemMe CTaTycoT Ha EMUrPaHTCTBOTO, WTO KOHEYHO ce 0Apa3yBa U BP3 YMETHUYKOTO TBOPEWTBO Ha Pa3nuyYHN HaYUHW.

T I O N S
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Hapa MNewesa/Nada Peseva

Tome Ayuvescku U CtaHko MaBnecku, Kuxo Hanpepnok 3 -Tpunoruja MposuHumja 2
Tome Adzievski and Stanko Pavleski, Trilogy Province 2,
HomHa kyntypata, e6ap, aekemspu 2004

Bo pamkute Ha npoekToT KuHo Hanpegok 3-Tpunoruja lMpoBuHumja 2 CTaHko

MaBneBcKn ro co3gage NPoekToT feno Hag khurata. KHura Hag kopuuute, Moja

AHTO/I0MMja- MaKe JOHCKa YMETHOCT 1 Kputuka 1954-2004, co obem oa 1002 cTpanu u

HacnoB HaNUILaH Ha 3ajHaTa Kopuua, u3gajena oa KuHo Hanpegok 3, Ckonje 2004.

Hej3vHOTO HacTaHyBare e KOHTYHYMTET Ha NpBaTa HeroBa KHWra HexarnuiuaHa KHura

[0 nocpepysaqoT W NPOAOXKEHWE Ha AWNeMUTe U CTaBoBUTE HA aBTOPOT MO

npawararta 3a NPUYUHUTE M NOCTOEHETO HA YMETHUYKOTO Aeno, OAHOCOT

KpUTU4ap/yMeTHUK 1 3ameHaTa Ha ynorute (aBTOPCTBOTO Ha KypaTopoT BO yMeT-

HUYKOTO AENO W aBTOPCTBOTO HA YMETHUKOT BO TEOPUCKOTO Aeno, Kako wro e Moja

AHTOnOrMja) Teopuckarta u unocodckaTa cTpaHa Ha yMeTHOCTa, HACNPOTKU Hej3uHa-

Ta NojaBHOCT, NpallarbaTta Ha BpeAHyBarbe Ha YMETHOCTA, HO U KOH(DPOHTUPaHeTO CO

KpuTHU4apuTe, TOKMy NpeKy YMHOT Ha Co34aBarbe HA eHa BakBa KHUra, Kako obua aa

Tome Aumescku u Cranko [lasnecku, o wanox6ara  C€ MONOMHN NPA3HMHATA O/ HEAOCTATOK Ha AOMALLHA MMUTEepaTypa Mo nNpawakbeTo Ha

Tpunoruja MpoeuHumja 2, [lom Ha kynTypata fle6ap, YMeTHoCTa. Cenak BO Hea e NOKaaH MHTepec Camo KOH OAPeAeH Nojasu BO HALWETO

2004 / Tome Adzievski and Stanko Pavleski, Trilogy ~ ONWTECTBO, W3pa3eHW NPeKy NONEeMUYKU CTaBOBM WM YMeTHWYKa npodyKumja.

Province 2 , Debar, 2004 Khurata 6u ja onmwana kako andabeTcku NoapeaeH cucTeM Ha nHcbopmaLim, 406u-

€HU CO COrnacHoCcT n No M3bop Ha 3acTaneHuTe aBTOpW, COrNAacHO MeToAoNruMjaTa Ha MHTEpeH KoA, BO KOj U NMOKpaj UMeHyBarbeTo

LAHTOSOMNJA®, meTogonorujata Ha npaboTka ro UcKny4yBa Hay4HUOT npucTan. Mako KHurata e TpeTupaHa u 3amucneHa Kako ymeT-

HUYKO [eno 1 Kako Takea BpeJHyBaHa BO NPOCTOPOT, Taa HaABop 04 nocTaekaTa Bo cebe ja coap)ku uHhopMauyujaTa Kako enmctemo-

nowika- peammcTudka kateropmja. Hdopmaymjata cama no cebe HeMa maca, HUTy eHepruja, 1 NPOCTopHa eKCTeH3uja, He Moxe Aa buge

BUAEHa, JonpeHa umm nomupucaxa. Ho, u nNokpaj ce, KHurata Kako (usukyc, e n3apoeHo 06jeKTuBHO Teno. MNMocTaeeHa Ha NoCTaMeHT BO

cpeAuHa Ha NpocTopumjaTa, camarta KHura Kako 36mp o4 nHhopmMaLMm BO KOHTEKCT Ha NPOCTOPOT ja 3a3eMa KaTteropujata Ha 06jeKTHOTO,

CTaHyBajku CKyNnnTypa u3asoeHa Ha nuegecTan.

Tome Ayvescku Bo Flux Sesion Bo [lebap — MNapagokc npeg crnoMeHuyuTe Ha MojoT Tarko 8o [jebap + Benec -/]lebap via floc AHyenec,

ro 6apam [JOH KEJLJ, ro npogomkyea NnonemMnsmpareTo o4 NPOeKTOT HapedeH KMHO Hanpegok, 3a yMeTHOCTAa, TeopujaTa, BpeAHyBarbe-

TO ¥ oncTojyBarbeTo. MpoeKTOT ce cocToun oA ABe cepuv Ha doTorpacmm; BO NpeaTta Toj APXejKu ja KhuraTta 3a FLUXUS no3uvpa npeA

cnoMeHuyunTe 1 BUCTUTE 0 HEroBWUOT TaTKO - CKynnTopoT Unuja Ayunescku, noceeTenn Ha HOB, 6opunTe u pesonyuujata, Joaeka sTopa-

Ta HacTaHyBa 3a BpeMe Ha HeroBuoT NpecToj Bo Jloc AHyenec, CA[l, netoTo 2004. 1 NpecTaeysa akuuja Co NeTOK, HAMEHCKW NPUrOTBEH,

BO Koja AymeBcku ro 6apa LloH Kejy no ynuuute n nokanute Ha rpagoT.

OsojnaT AmeBcku ce hoKycupa Ha NYHKT 04 cBeTcKaTa yMeTHU4YKa n nHTenekTyanHa mucna (QALA) n nuyHocTa Koja e MKoHa Ha npecep-

TOT- LloH Kejy, Koj Bnujae Ha Aen o TEKOBUTE HA yMEeTHOCTa [0 AeH AeHeC, HO He KaKo

MCKNyYyBaYky 3a ocTaTtaHaTuTe (hopMM HA yMETHOCTa KOW NOTEKHyBaaT 04 MoAepHU3-

MOT ¥ Kako 3ajoueTa hopma ce NpoBneKkyeaT u A0 AeH AeHec. [pu Toa coodyBajKu ru

YMETHUYKNTE (DEHOMEHM HA NOKANMHOTO HACNPOTK FNobanHoTo, ALMEBCKK M 3eMa aABaTta

AVCKypca unv Aeonorm Kow napanenHo oncTojyeaaT BO ABa pasnuy4Hu NONUTUYKKN CUC-

TeMM, HO 1 Kako JBa CUCTEMM Ha BPeHOCTH BO UCT ONITECTBEH CUCTEM.

1. [ebap Kako pedepeHLa 3a nokanm3miute BO Kov rnobanHuTe TEKOBK HA apaHrapara
ce TornKyeaaT u NpuchakaaT nouHaKy (ako BOOMWTO MoxaT Aa tuaaT uaeHTuduKy-
BaHW), BO KOj C& YLUTE XXMBEE COLPeaniCTMHKMOT MaHUp Ha M3paboTka Ha CNoOMEeHULY,
KOV MHAVMPEKTHO aBTOPOT ' NOBP3yBa CO MOAEPHU3MOT M COLpearm3moT HacTaHaT BO
Pycuja.

2. FLUX gewxerbeTo, ngeonorujata n asaHrap4ara, yumj wro 3a4eTHuK e LloH Kejy , ja
noenekyea cBojaTa HuWKa og PyckaTta aeaHrapga.

Kako moxe Jloc AHyenec Aa ce noep3e BO Lienata gunema oKosny OAHOCOT NOKanHo-

rno6anHo, LloH Kejy kako AMepukaHey u floc AHyenec Kako MecTo Aaneky/6mmcky of

LeHTapoT? lNpeKy noctoerbe HA ABa NapananHi ceeTa Ha BpeAHyBarba NOBTOPHO Ha

ockaTa noKan-HaLMoHanHo HacnpoTu rnobanHo u ceeTcko. MNojaByBarbe Ha UCTMOT cuc-

TeM Ha BpeAHOCTM Ha 33[0LHEeTMOT MOAEepHU3aM 1 apaHrapHuTe TEKOBW, BO 3eMja Koja :

LITO HaM3rnes Xweee Co pasnuyHa naeonoruja, pe3yntupa Bo 3aKny4oKoT, Aeka gsae- o "’ = U R

c‘-'
CeTnoT BEK nMa UCT CMCTEM Ha BPeAHOCTWU, UMEHYBaH CO pa3nun4Ha TepMUHN. ,f;:,,,,wgmm

o Co dnukatep-

nyne, Co T ol



Hapa Mewesa / Nada Peseva

JaHe Yanoscku u Xpuctuna UBaHocka

3ano3HaBaweTO HA NPUPOAATA W ONWITECTBOTO - CnupanHo naTtysawe, 2000 - 2003
LleHTap 3a coBpemeHu ymeTHOCTM 1 MakeAOHCKM LieHTap 3a hoTorpadiunja, Ckonje;

CnupanHa nnuBavka nuHmja, NopTopuko n Myaej Ha Makeaonuja - Kypuuiymnu-as, Ckonje, 2004
Yane Calovski and Hristina Ivanoska, Spiral trip, 2000-2003

CrnmpanHarata npukasHa Ha KpuctuHa MeaHocka n Jane Yanoecku e
NMOBEKECNOEH KOHLUENT Ha B3aeMHO AejcTByBare, U3paseH Npeky
ABaTa U3BeAeHN U NpuUKa>kaHn NpoekTH , 6asupaH Ha HeKonKy ped-
epeHUM 0f KoHUenTyanHaTa yMeTHUYKa NpakTuka Bo cegymaecetute
roaguHn (MoHymeHTanHocta Ha Pobept CmutcoHoBoTo Crmpan+Ho
npuctanmwre, 1970, ConeHo Esepo, Jyta, CA, n Ha Bontep ae
Mapua, HbyjopLuxa semjeHa coba, 1977, Dia centerfor the arts, Hbyjopk,
CA) n oa 3aeaHnYKMOT NpoekT [Mokpuska 3a gsajya (Ckonje 2000-
2001) BO KOj aBTOpUTE MO AOXKUBYBAAT jABHOTO MPEKY NPUBATHOTO.
Hueoata Ha usseaba m ohopMyBaaT Kako KOMNNEKCEH NPOEKT N KOH-
uenTyaneH yMeTHWYKM nepcopMaHc Koj ce oABvBa BO MHTEpBAarnoT
2000-2003, peanuavpaH € CO NOMOW Ha NoBeKe MeauyMn (UpTex,
objexT, choTorpadhmja, nepcopMaHc U BUAEO) BO KOj CE UHKOPNOPU-
paHn noANpPOeKTW, MOBP3aHW BO MNPOLUECOT Ha [OXMBYBame U
cooYyBarbe CO OnWTEecTBEHaTa peanHocT U npupogarta, Npeky Koj
aBTOpPUTE M UCTPaXKyBaaT U UCKaXyBaaT HENOCPEAHUTE COCTOOM BO
ONWTECTBOTO, HO U YMETHUUKUTE UCKYCTBA NPUTOA NPOU3NE3EHM. Jare Hanoscku w XpucTuna Wsarocka, 2;8‘;32“;:3“’9“ Ha npupojaTa
A TecT - H
L vacran © nepopuabcor weoenen oa 14 10 22 aj 2002 TUSEROTO " Cubene rrismns 2000008
Ha TeputopujaTa Ha Peny6nvka Makegonuja, koj Moxe aa ce AethuHu-
pa Kako usogyear-e Ha TeputopujaTa, no cnupanHa NuHWja NpeaxoaHO NPoMUCNEeHa n oabenexkaHa Ha KapTa, co uen Aa ce uctpaxar coupn-
janHATe W oNWTECTBEHUTE NPUNMKU U cocToj6u, 6e3 NpUTOoa Aa Mopa Aa ro peTpacupaar UCTUOT naT ABanaT, KOPUCTEKW ja reOMeTPUCKHU-
TaTa KapakTepucTuKa Ha cnvpanara. Ha natewecTBveTo My npeaxoaar cepuja og upTexu Hactadatv 2001. o Capatora CnpuHre, Hbyjopk,
CA/l ko chopmupaat efeH Buz Ha cTopu 60pA BO KOj FNABHUTE akTepu NOMUHYBaaT NoKpaj KOH(MNKTHN CUTyaumun, CTaHyBajKu 3arpo3eHu
oA, BOeHWUTE AejcTeuja. Tue CrMYHO Kako BO [TokpuBka 3a fBajuya, KOHCTpyupaaT 3acofHuWTa KoM ce MpUcnocobrmeM Ha TEPEHOT,
MCKaXXyBajKu m CBOUTE CTPaBOBU OA HapyweHaTa KOM(OOPHOCT Ha »uBeerbe Bo ,0a3arta Ha MupoT”.
MpeseHTauuwjaTa ce oaBvBaLLE Ha ABE MECTa UCTOBPEMEHO: BO LIeHTapoT 3a coBpeMeHn yMeTHOCTH, 6elle nocTaBeHa KapToHcka nnaTtdop-
Ma HanpaeeHa no mogen Ha Hbyjopwkarta 3emjeHa coba, pekoHcTpyupaHa Bo pa3Mep 1:100, Koja npecTtasyea ,ancTpaxupHa Tonorpadcka
npecTaBa“ Ha nejcax<oT, WTO aBTOpUTE He ro UCKYyCyBaaT Kako TOMKY NpujaTeH, Kako nocreavua of HacunHUTe AejcTeuvja Ha corparaHuTe
BP3 Npupogara (Herpwka, otnag, octaToum of BOeHU AejcTeuja), CNPOTUBHO Of ONwTecTBeHaTa NnpecTasa 3a Hawara 3emja no npeaMeToT
3ano3HaBare Ha npupogara v onwrtectsoro, doTorpachumTe Of naTyBareTo U OAPEeAEHUTE NYHKTOBU Of Hero 6ea M3noXeHn BO
MakefoHCKVOT ueHTap 3a doTorpadmja.
Crmpan+ara nnoseyka fMHuja, HacTaHyea Kako peadynTat Ha CrimpanHoto narysarse w CrivpanHoro npuctanvwre. MNpeanseukaHa o4 HYB-
HaTa MOHYMEHTaNHOCT, Taa e ohopMeHa BO BUA Ha cnupana of NnoBKU BO MUPHU KpajbpexxHU BoAW, CO HarnaceHa ynotpebHa dyHkupja.
Y6aBuHaTa Ha co34aBaH-EeTO HAa YMEHUHKOTO AENO HE € CaMOo UCKYCYBar-e Ha ECTETCKUTE KBaNMTETU Ha UCTOTO U U3pasdyBare Ha chuno-
3odckaTa uaeonorujata koja ro NOKpuBa, TyKy U AejcTByBare BO npaeey Ha ynotpeba Ha ymeTHOcTa 3a coumjanym uenu. CosaaaeHa oa
1450 MeTpy NnNoBeYKa NUHKja, Co WupuHa of 4.5 MeTpu, aBTopuTe ja KOH(POHTMpaaT npee3emMeHarta hopma, He Co uen Aa ja noteHuupaar
MOHyMeHTanHocTa Ha u3segbara, TyKy HOBEYKMOT U coumnjanHuoT MoMeHT. CamoTo Toa Aa 6uae 3anameTeHo 04 KOPUCHALMTE Ha Nnaxkarta
KaKo npujaTHO UCKYCTBO U A0XWBYBaH-e,
KOPUCTEKU M y6aBUHATE HA CNOPTYBaHETO
1 npupogara, 360raTeHo CO UCKYCyBareTo
Ha YMETHUYKOTO Aeno Kako Aen of Konek-
TUBHaTa UCTopuja U Memopuja Ha obnacra.
MpecTaByBar-eTO Ha NPOEKTOT Ce OABMBa-
we BO pamkute Ha Harpaparta Jerec 2004.

JaHe Hanoscku w Xpuctuna MeaHocka, Crvpan-
Ha nnuBayka nuHuja, 2004 / Yane Calovski and
Hristina lvanoska, Spiral Swiming Line, 2004
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Mapuka boysaposa / Marika Bocvarova

MapuH Iumecku: Nokpaj npukasHara / Marin Dimeski: Beside the Story
Myaej Ha rpag Ckonje, 2004 / City Museum, Skopje

3a nocnegHaTa obemHa cepuja doTorpadum Ha MapuH [JuMecku pasrnefyBann BO KOHTEKCTOT Ha AeBeJeceTTuTe, Kora u ce HacTa-
HaTu, CO pe3epBupaHOCT MOXe [Ja Ce Kaxke Aeka ja nocedysBaaT oHaa ABOHACOYHOCT Ha NOCTMOAEPHUCTMHKaTa MUCNa, BO KOoja 0BOj
MeAWyM HajHecTo e BKMy4eH Kako eNneMeHT BO KOHLENTOT Ha Co34aBareTo Ha oAdpedeHo Aeno, a NoManky ro uma crtaTycoT Ha
€CaMOoCTOjHO KpeaTMBHO pa3MucnyBsare. BeywHocT, oBue konop gotorpadum rv napabotu 3a NnpoekToT [lnaHerapuymM Ha CnmkapoT
Kupo YpauH. Bo Hajronem gen Tue ce Ny6nvkyBaHn Bo KHUraTa usgajeHa Kako KOHeYeH NPoAyKT Ha NPOEKTOT, WTO 3Ha4u Aeka Toj
KBaHTYM Ha cdoTorpacdum ja nMaa ynorata Ha AOKYMeHTUpare, OAHOCHO YMH Ha efeH penopTep KOj ro npepacka)kysa NpouecoT Ha
HacTaHyBarbeTO, 0AHOCHO MCNUKYBaHeTO Ha NNaTHOTO Ha YPAuH (CO HEeCeKojaHEBHM ronemMn AuMeH3uM) BO pa3nnyHu Mecta Ha
3eMjuHaTa Tonka. a, cenak Mako ce CTaBeHW BO KOHTEKCTOT Ha OBOj HAcTaH, He ro AoBedyBaMe BO Npallarbe HUBHUOT yMEeTHUYKK
KapakTep.
Bo ceHka Ha cekojaHeBHUTE aHra>kMaHn Bp3 NPOEKTOT, [JuMeckmn 3a CONCTBEHO 3a40BOJICTBO CHUMUI HEKOMNKY MNjaau Heratmeu, HO
0 HUB NpW KOHUWNMPareTo Ha manoxbaTta co Hacnos [Tokpaj npukasHara 6ea W3ABOEHM WM KONWMPaHW camMo AesejeceTTuHa
doTorpachum (Bo chopmaT 30x40 cMm.). Npeky HMB MoXXeMe Aa rv noyupame MecTaTa HU3 KOj TOj NOMUHAN u rM perucTpupan co
HerosuoT coTorpadcku anaparT: 3anodHyBajku og MakeaoHuja, notoa epmanuja, benruja, AHrnuja, ®paHuuja, AscTpuja, Utanuja,
Ipuwmja, HajmHory Bo Kehnwuja, EruneT, Wapaen,
CA[, Janonuja, KuHa n XonaHguja. Hecny4ajHo
ro cCNoOMeHyBaM UTUHEPEPOT Ha HeroeuTe nNaTy-
Bara - NpeAus3BukoT My 6ea MUTCKUTe
NoKanuTeTn, MUTCKUTE Nej3a>kn KOW BornaesHo
ce 3HauM Ha KOHKpeTHaTa 3eMja, Ha KOHKpeT-
HuoT rpag. CeTa oBaa oncecuja Ha 3abe-
nexyBarbe Ha rneTku uMa cBoja NpeaucTopuja.
YwTe Ha caMMOT NOYEeTOK Ha HeroBaTa Kapw-
epa ynuuaTta e ueHTpPalHMOT MOTMB Ha LpHO-
6enute dotorpadun. Toraw ypbaHuTe cu-
Tyauum rv A0>XXuByBa BO MaHWpOT Ha Aane-
YHUTE HeOo-peanuCTUYKKU TeHAEHLMM, KOU Kako
YPHEK 4ecTo ce npoBlleKyBaaT BO XaHpoBUTE
wTo Toj rn npedepupa. Bo 1993. npeseHTu-
pawe doTorpacum MHCAMPUMpaHU 04 CeKoja-
HEBHWOT XMBOT Ha rpagoT HupHbepr.

. Kako cBoeBUAEH KOHTMHYUTET MM TpeTupame
Mapun Oumecku, Ha ynuya so lNomneja — 84/16A, Uranuja, 1996, doTorpaduja BnedaTimeute doTorpadum of nocneaHasa
Marin Dimeski, At a Sreet in Pompeii — 84/16A, Italy, 1996, photo nanox6a pearmaupaHu Habpry, mefy 1996. u

1997., ymm rnasHuTe pedepeHumn ce 3adaTeHn

04 cTpaHa Ha Jlaso NMnaeeBcky BO NpeAroBopoT Ha kaTanoroT: ,Bo cBojaTa KOHUenuMcka CMUPEHOCT 0BUe Nejsaku, A0XXuBeaHu noe-
AVHEYHO MMM Kako UenuHa, ce HaofaaT BO cdepaTa Ha NPOHWKHYBareTO BO BENMYEHCTBEHOCTa Ha NpupoAarta, npobusBute Ha
COHYeBWUTE 3pauu HU3 TMypHMTe 06MNauw, aTMocdepaTa Ha AEHOT U HajnoBeke BO eAMHCTBEHOCTa HA MOMEHTOT Ha cBeTNuHaTa — cuTe
The A0XMBEAHW U NPe3eHTUpaHn Kako cBoeBuaHa MaHudecTaumja Ha notpebaTa oa enudaHuja”.
Bo oBue aena npeaunsBukoT Ha [luMecku He ce NoTnMpa Ha cnyyajHocTa. Toj ro Yeka MuroT Koj Tpeba Aa ce HaMeTHe Kako Kiny4eH Bo Ha-
paTuBHoCcTa Ha doTorpadckmoT 3anuc. MNorneaoT Ha KpueaTa kyna Bo Mu3a, He 6u ro gocTurHan cakaHMoT edeKkT, ako kanapmaTa
nokpaj suavHuTe He e BNaxHa, a KouvjaTa npea BpaHaepbypuwkaTta kanuja He 6u KopecnoHAupana Co CKy/NTypUTe Ha KorbuTe
NoCTaBeHW Ha HejauHMO NOKPWB; He 6u ja noYyBcTBYBane ,ApamaTta’ Ha nyfeTo Bo METPOTO BO JanoHuja Kou ce BpakaaT o4 paboTa unu
04 nasaperbe; ocobeHo He 6u Moxene Aa HaBneseMe BO MarujaTa Ha ,najd" TeMuTe n3BfiedeHn 04 KEHUCKUTE PyparnHn CPeauHu.
MosHaBareTO Ha TajHUTe Ha 0BOj MeAMYM ro OTKpMBaMe 0COOeHO BO CNOEBUTOCTA Ha Nejsa)knTe Kade € MHKOPNOPMPaHO PYTUHMPAHOTO
aBTOPOBO MaHUNynuparbe Co 06jeKTUBOT HU3 KOj HENoCpeaHO ce ancopbupann yoaBuHUTE, BNMEHW BO HEFOBUOT UCKIyYMTENeH pacuHu-
paH cTun. BeywHocCT, MeTadhuanikmMoT NPU3BYK Ha HajcTapuTe nejsaxkn (CKONCKUOT nnowTaj Bo Marna u NocTasByBarbeTo Ha 6enute co-
obpakajH1 NeHTy Bo NPB NNaH Ha KaAapoT) ce NpeTBopa BO peaneH 04pas Ha CMKOBUTY NpeAe i BO pasnuyHUTe AenoBu Ha ceeToT. Ha
oBwe oTorpadum ce 3abenexxysa 1 ylTe eAeH eNEMEHT, a Toa € HeCTOTO NPUCYCTBO Ha HoBeYKaTa durypa unu cunyeTa, NpucyTHa co
Hamepa Aa ja AMMeH3noHupa NoHyAeHaTa rneTka.
MpeaenuTe Bo Aenata Ha [JuMecku He ce bparMeHTH, Tue He ce ucupnyBaaT Bo akTu, HUTY BO (hUKTMBHATA AOKYMeHTapHoCT. HerosmoT
3ronemeH Cex3nbunuTeT KoH peanHocTa AeNyMHO ro ogaanedysa of CTPOrMOT KOHLENT, apuHMTeTOT Ha aBTOPOT MOBEKE € HACOYEH KOH
A0OXuBYBarbe Ha NpeJenvTe uvunja pnynaHocT eaHoCTaBHO ,oNuwyBa aTMocepa”.




Ana ®paHroscka / Ana Frangovska

Netap Xaym bowkos, Y nuya, nictanaymja / Petar Hadzi Boskov: Street, installation
My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2004 / Museum of Contemporary Art, Skopje

HajHOBMOT NpPOEKT Ha PEeHOMUPaHUOT MakeAoHCKU CKynnTop lMeTap Xauwu
BouwkoB, HacnoseH , Y nuuya*“, peanuaupax B0 My3ejoT Ha cOBpeMeHaTa ymeT-
HocT Bo Ckonje, npeTcTaByBa KOMNIEKCEH CKYNNTOPCKK, HO U KOHUEeNTyan-
HO 06MUCNIEH NPOEKT, Yuja , Aopeanu3aumja“ e npoyec KOj NpOoAOIKYBa U BO
naHWHa. BCywHOCT cTaHyBa 360p 3a MPOCTOPHO-CBETNOCHA-ayAMO MHCTa-
nauvja koja ce coctou og 2500 hurypuHmn co xymaHouaHu 6enesun kou ce
rycto pacnopegesM u rpynupaHu no egHa ogbenexkaHa Tpaca.
MapuwmjanHoTO M YCMEpeHo ocBeTNyBaH-E MMa rofiema yrora Bo BU3YenHOTO
BOCMpUEMAHbE U AOXMBYBaHE, a CHUIMEHWUOT ayauo MaTepujan-xarop Aasa
e/iHa NoXvBa AWMEH3uja BO ,MCHATYBarbeTO" Ha nopakaTa.

DurypuHuTe ce oanueku Of BHaTPELIHOCTA Ha U3TY>KBaHW 1 Of aBTopOBa-
Ta paka ,,06/MKyBaH1" NNacTUYHU LWNLWIKHA U €AHOCTABHO NpeTcTasyBaaT
cUMNIMdMLUMpaHn HOBEYKM ,CunyeTu, cekOja O H1B NocebHa u pa3nnyHa
(nako HaBugym mowwHe cpogHu). OBaa Npeokynauuja Ha Xauu Bowkos co
aHTponomopHa durypa, uma cBOja aHanoruja BO HeEroeata nopaHelHa
da3a Ha Beprukamm (6poH3eHn oAnmekn) KOM UCTO Taka uMmaaTt acouum-
jaumja Ha HoBeuka hurypa Koja HeKoraw e nocTaBeHa cama, M3fBoeHa, a
noHekorauw 1 Bo rpyna (,damunmja“). NMocne NOBeKeroguWwHO, ABEAELEeHn-
CKO ancTuHUparLe of aHTPONoMopdHOCTa aBTOPOT NOBTOPHO Ce HaBpaKka
Ha durypanmkaTa, HO CO NOMHAKOB NPUCTan U KOHLENUUCKU 1 BU3YENeH.
Of nukOBeH acnekT Tpeba ga ce w3gsou, npes Ce, MOMEHTOT Ha
YMHOXYBaH€, MyNnTUNMuMparbe, CepujanHocT KOj € NpUCYTEeH Tyka U KOj
Néxu BO camaTta ufejHa oOCMUCNEHOCT, WTo 61 3Ha4eno: NPOeKT KOj Hema
MHTeHUMja fa buge 3aBpleH TYKY OTBOPEH M KOj NpoAdoskyBa Mnu co
Apyru 360posu, Npouec koj Tpae. O opmaneH acnekT cTaHysa 360p 3a
OpraHCKu €nemMeHTn BO Kou Npeky ,MeKocTa“, M3BMeHocTa Ha 06NMKOT U
TekcTypaTa Ha nospwwuHaTa (Ma3Ha, panaea, ,nepdOpupaHa‘) ce TpaH-
ckpubupa BMBUAHOCT. BHecyBareTo Ha 6ojaTa BO NOBEKETO CKYNNTYPKK, KAKO HUjaHCa BO OANMBHaTa cMeca (3eneHKacTo-nNnasu 1 3em-
jeHn TOHOBM) urpa ronema ynora BO u34BOjyBaHeTO Ha ofpeAeHa rpyna o Apyra, Ha ,npsaTta“ uenuHa og HapegHata. Osue npoMenu ce
panuaHu U NpuAOHECYBaaT KOH PUTMUYHOCT U CYrepuparbe Ha HeKakBO NMpuABMXKYBarbe. [pagaunckuTe U Harmm NpOMeHu na CBeTno-
CEHKa Cce ywTe NOBEKe HarnaceHn co anmumMpar-eTo (BHECYBaHETO) Ha CBETNOCHU ocuMnaLmu.

Ho, egHa o rnaBHuTE Npo6neMaTukm Kom aBTOpOT ' CTpaXkyBa BO HErOBMOT NOCNeAEH NPOEKT € BCYLWHOCT OfHOCOT/MEfyOaHOCOT, Npo-
CcTOpeH (Kako CKYNTOPCKW Npo6nem) n KoMyHUKauucKm (kako coumjanen npobnem). CKkynnTopckaTa AOMUHAHTHOCT Ha NPOCTOPOT M NpoC-
TOpHWTE penauwu ce pa3pabOTeHn Ha NOBEKe paMHUWTa 1 BO cebe ja HKopnopupaaT penauvjata KoMnosuumja — €AuHEeYHN enemMeHTy,
eIMHeYeH eNeMeHT Co ApYr, NPOCTOPHU OAHOCK HA €NEeMEHTOT KOH camaTa rpyna, Meryo4HOC Ha efHa rpyna KOH Apyra, MHKOpnopupare
BO W aHMMaumja Ha camnoT npocTtop uTH. O Apyra cTpaHa He (hukCMpaHocTa Ha caMuTe OUrypuHiU, HENOCTOjaHOCTa Ha BakBaTa KOHKpET-
Ha KOMMO3uumMcKa NOCTaBEeHOCT BO cebe ja HOCW uhgjaTta 3a Bapujauuvja NpoCTOpHA U BPEMEeHCKa, U BO TakOB cnyyaj cekoja Of HuB cO
nouHaKea ,coapXajHocT",

Op acnekT Ha TemaTckaTa Npeokynauumja Co 0AHOCOT/MEefyOAHOCOT Kako AUCKYPC 3a MHTEepakuuja u avjanor, Xayn bowkos uma 3a uen
Aa npobue BO CPXKTa, BO HAjropfiMBaTa TeMa Ha HaleTo CeKOjAHeBme- HoBeyKaTa OTyfeHOCT. 3arpuxKeH of Cé noManaTa cTanka Ha uyHa,
tete-a-tete, KOMyHuKayuja, 3aMeHeTa co oHaa kOja ,NPUPOAHO" CO HOBMOT TEXHOJOLIKWU Pa3BUTOK Ce CBEAYBa rNaBHO Ha BPCKa NPeKy »uua,
nobyAeH o HerosoOTO POMaHTUYHO, Na MOXKEe M CKYNNTOPCKO YYBCTBO 3a JONWP, a HE BUPTYEnHa uy3uja 3a NnpeTcTasaTa unu Apyruot
(MHavBMAYaTA), XKENEH YOBEKOT fa ce BpaTu Ha HErOBMOT HajapXanyeH n XymaH 061K Ha Aujanorusuparse Bo Koj, Npej cé, uma TonnmHa
1 emMoLMK, ro cO3aBa OBOj KOMNNEKCEH NPOEKT Kako efeH Bua anen, nopaka. MacoeHaTa cuyeHa 04 40Be4ku hurypuy uma 3a uen ga buae
HOCUTEN Ha NOcpejHa WM HenocpeaHa KOMYHuKaumja Koja Ke ce 04BvBa HAa BAKOB WM OHAKOB HauYMH, BO rpynaTa, Co eawHkaTta, co
camuoT cebe. He moxe fa ce npeHebperHe hakToT, Aeka npu u3segbaTa Ha OBaa ugeja, aBTopoT 6un MHCNMPUPaH 1 O NPOHAOraHeTo
Ha orpOMHaTa npegucTopucka rpobHuya B0 KuHa co 7000 BojHUUM n3paboTeHn BO TepakoTa. AHanorHoO Ha MakegoHkaTa ucTopuja u Ha
kaxkyBarbaTa Ha caMuoT aBTOp Zieka CO OBOj MPOEKT eAHa Of MHTeHUuuTe My 6una ga co3gage concTeeHa BOjcka KOja Ke ja nocTasu BO
COBpEMEH KOHTEKCT, BEpOjaTHO M CO [03a Ha aBTOpCKa MpOHWja, AOHEKaze OBue AenepcoHanmavpaHn urypuHu umaat 6enesu Ha
OCneneHnTe CaMounoBM BOJHULM KoM ce aBwxkaT 6e3 uen u Hacoka. KoHuenuuckata nogsiora Ha 0BOj NPOeKT € BepOjaTHO YWTe noj-
naboka u NoA3acKpUeHa M Kako WTO BEKe HanaTu HanoMeHaB BO OBa AEeno MOXe fa ce MOYyBCcTBYBa M adupmauuvja v upoHuja.
EfHOCTaBHO f04MTYBaHETO HA OCHOBHATa CMEpPHMLA - KOMYHUKaLWjaTa e ocTaBeHa Ha caMmoT HabrbyayBau.

Merap Xaun Bowkos, Ynuua, nicTanauuwja (aetar), 2004
Petar Hadzi Boskov, Street, installation (detail), 2004
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Mwpa "aknHa / Mira Gakina

WUrop Towescky: NMpouyec, HHcTanauMja / Igor Tosevski: Process, installation
My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2004 / Museum of Contemporary Art, Skopje

Ha 16 centemspw, 2004. Urop Towwescku
CaMOCTOjHO ce npeTcTasu Bo My3ejoT Ha
coBpeMeHaTa YMETHOCT, CO MHCTanauu-
jaTa HapeueHa ‘Tpouec”. Toj Ha oBa
[eno KOHTUHyupaHo paboTtelwe neTHae-
ceT peHa, in situ, ocBojyBajku
suAaoBUTE BO roremara cana Ha MysejoT.
CKOpO cuTe CBOM MPOEKTU TOj M KOH-
uMnupa U u3eeAyea NOTMMPAjKN ce Ha
npakTukara npedepupaHa Bo KOHLENTY-
arHata yMeTHOCT, Oco6eHO OHaa Ha
Josecp KowyT, HaBpakajkm ce u Ha

.illtli"e‘mptiﬂ Rjﬂl}ﬁ quyru paﬁo,r“; OvwaHosuoT ready made, HO 1 Ha non

" e ; Ay,

R mmﬂﬂﬂﬂp.""y

gy e OB, BITE0 KACETH, ayIHoBH3YE.
- 8) "P"”Bfll:(:mx'-::: iy 1 e, TR, KAKD Apyra CAHTHA Hejmcm;

apToT, a rm mHanMaupa Haj4ecTto BO
rorvkarta Ha ambueHTanHaTa yMeTHoCT.
WHcTanayuwjata 6ewe KOHUEHTpupaHa
Bp3 u3paboTka Ha ABE LenvMHu npeaTa
e  akTyenHata  cogpXwHa  Ha
MCNULWAHUTE TEKCTOBU MO SMAOBUTE W
BTOpaTa ,MCIMUKYBarmeTO® Ha aBTO-
nopTpeT co npucTan Ha CyrecTUBHO
obpakarbe KOH rneaaqor.
Urop Towescky, Mpouec, 2004, aeTarn of WHcTanaumja peB3emarbeTo Ha Beke MyGrMKyBaHu
Igor Tosevski, Process, 2004, installation (detail) TekcToByu, b6ewe BO hyHKkumja pa ce
OTBOPU WNWM HameTHe pacnpasa, Wako
npea cebe Ma KoHcTaTupaHa cutyaumja. CtaHysa 360p 3a HErOB MHULMPAH KOMEHTap 3a CTaTyCcoT Ha YMETHUKOT Kaj Hac, KOjWTO 3BaHUYHO
e onpegeneH Bo Cnyx6eHMoT BecHuk Ha Peny6nvka Makegonmja Ha 30 anpun, 2004. Ha 0BOj HauvH 3aknyyyBame Aeka HamepaTa Ha
ToweBcku 6elle ekCrnpecHo Aa pearmpa Ha OHMe TOYKM KOW ro UpUTUpaar 1 3aceraaTt YMETHUKOT. TOj AUPEKTHO Ha N3NOXOEHNOT SUg uTu-
pawe 12 To4kM of 3akOHOT 3a TProBCKM ApYWTBA - TPro.ey crnopes AejHocTa (4neH 4). OBoj 3aKOH ce oaHecyBa NoAEAHAKBO U Ha AejcTBY-
Ba-ETO HA YMETHUKOT, KOJWTO BO HEro € TpeTupaH Kako TProeew, NOTOYHO TProsew-noeauHel. VI3BopHO npeB3eMeHUTe TOYKM, CO Manu
oTcTanku, ,360pyBaat” 3a: 1) kynysarbe u npogaxba Ha NoABMXHM cTBapy 6e3 orfnea Aganv ce NnpogaeaaT HeNMpoMeHeTH, 06paboTeHn 1 npe-
paboTenu; 6) Npeso3 Ha nuua n cToka; un 12) kynyearse, nsrpagba uim ypeayearbe Ha HeNnoABWXHU MMOTU CO Lien 3a npoaaxoba
YMHOT Ha UcNUWyBaHETO Ha 6yKBUTE (3ronemMenn Ao ancypa), yKaxkysa Ha ancypAHocTa Ha 3akoHOT. Co npedhapbysarbeTo Ha sujosuTe
ucuesHyBa (OUHanHUOT MPOAYKT ,HameHeT 3a npoaasarbe’. OuurneaHo aBTopuTe Ha 3akOHOT 3a TProBCKWM ApYWTBa-TProsew crnopej
AejHoCTa, yMeTHoCTa ja ‘rnepaat” Npeky nasapHaTa AejHOCT, NpeKy NpouecoT Ha pa3meHa. KOHUEenTyanHUoT YMEeTHUK He e 3auHTepe-
cupaH 3a M3NYKUTE CBOJCTBA HA YMETHUYKOTO feno, 6uAejkn Hero ro uHTepecupaaT nocTankuTe Bo KoM yMeTHOCTa 61 Mo>kena NojMoBHO
na ce passuBa. OcTaHyBa Aa ce 3anpawame Aanu Hekoj ,Tamy” uMa Hekakea NpeTcTasa WTO HABUCTUHA NPpaBW eAeH YMETHUK, €AE€H KOH-
uentyanmct? Kou ce npuaobuskute oa 0Boj 3akoH? Koj gobusa n koj rybu? LLITo npeTcTasysa 0BOj 3akOH BO cdpepaTa Ha YMETHAYKOTO?
BToproT cerMeHT € n3paboTka Ha HeroBMOT NOPTPET AUPEKTHO HA YENHMOT SuA (NPeky 3roneMeHa npoekTupaHa doTorpadcka npea-
nowka) co ynotpeba Ha nedart Bo Manu gumeHsum (4,5x70m). ,CopxuHaTa“ Ha neqaToT e Npou3neseHa o4 Hy>KHOCTa fa ce OCTBapu NeruT-
UMHOCTa Npu BupokpaTckuTe akTuBHOCTU: CaMocToeH ymeTHuk cnvkap, TI CAHOVUHUCTA, Wrop Wean Towescku, CKOIMJE. Bo Baka
CpoyeHa “pedennLa” poHujaTa e NpucyTHa BO CKOPO CEeKOj 360p, HO NOTEHUMpaHa € BO MMEHYBaHEeTO Ha HerosaTa “npeuusHa npodgecu-
ja" - (caHguHMACT) BOCMOCTaByBaY Ha AEMOKpATCKU Npasa, No NpumepoT Ha Hukaparea.
ToWweBCKN MHCUCTUPA U Ha TOHCKM rpagauum, ynotpebyBajku pasnuyeHn UHTEH3UTET Ha uaeHTu4HaTa “6oja”. AHanornjata e ynotpebara
Ha ToukuTe Ha XKopx Cepa n Kammj Mucapo, kom My 6une HemsbexkHu acoumjaumm Ha aBToOpoT A0AEeKa ro rpaen CBOjoT NOPTPET, nopa-
AV WTO U camMuoT TOj CMeTa AeKa He € NPEMHOry oAfaneydeH o4 KNacuyHUOT CNMKapCKu npucTan.
Moxebu oBa e camo eHO rneparbe Ha A4enoTo Ha OBOj aBTOP, KOE UCTOBPEMEHO ce pedhneKkTpa Kako KOHLIENTYarHO TeKCTyarneH ambu-
€HT CO NOCTNONAPTUCTUNHKU MOMEHTU BO 06/IMKYBaH-E€TO Ha NMIMKOT, KOra ro KOPUCTU NMPUHLUMNOT Ha JIMXTEHWTajHOBMOT TPETMaH Ha Crvka-
Ta: 0BOj NAT HAMECTO TOYKN € UCKOPUCTEH TEKCTOT Of NeYaToT, CO WTO Ce MOCTUTHYBa MOWHE crvdeH edekT. MNopaau 0BOj MOMEHT TOj
He e oaAaneYdeH U o rpacyKkMoT MeauyM.
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MoBekecnojHocTa Ha uHcTanaywjata ce Hagonos-
HyBa U CO BUAEO 3anMMCOT Ha HacTaHyBameTo Ha
[ernoTo, HO He caMO Kako [AOKYMeHTUpame Ha
YMHOT Ha HEroBOTO HacTaHyBawe, TYKy, mpej ce
KaKo npeHecyBay Ha MOHOTOHWOT, MPUTUPAYKK
3BYK NPOM3BEAEH Of YANPaHEeTO Ha nevatuTe.
ToweBcKky, Mako BeKe M uma akymyrmpaHo oBue
UCKYCTBa, MOXXebW HecBecHO HaBrese BO efHa
BneYaT/MBa ecTeTcka AUMEeH3uja, Npeky npwm-
CTanoT WTO ro NPUMEHN BO peanu3auumjaTa Ha oBaa
vHcTanaumja Hapedexa ‘Tpoyec”. CamMmoT Hacnos
BeAHaW co3jaBa any3um Ha MOBEeKeKpaTHU 3Ha-
Yerba Ha KOHKPETHOBO AEro, any3un Ha poMaHoT
Jlpouec’ Ha Ppany Kadka: U kaj Kaka n kaj
ToweBckKn, HE3aBNUCHO, Ce Noco4YyBa Ha CTpPasBoT-
HaTa pawmnpeHoCT Ha afMUHCT paumjaTa 1 Ha Hej3-
nHara anoguKTu4Ha HaMeTHaToCT Hag ONWTECTBO-
TO, BO C/1yHajos v Haf TBopymTe. ABTOPOT Cy1 3ema
crobofa ga noco4m Ha Toa ocTojaHo pacnarare,
W Ha CUCTEMOT W Ha YMETHUKOT Off CTpaHa Ha
6MpoKPaTCKMOT anapar, fa ykaxke n ga ru Herupa
6ecmucieHnTe U NapafoKkcarHn Koguparba Ha fe-
rucnarmsara” (nwysa Corba AbayveBa BO npeg-
roBOpOT 3a kaTanoroT Ha u3noxxo6ara).

Cnopepa gocera u3HeceHoTo MoXe fa ce 3abenexu  Yrop Towescky, Mpouiec, 2004, AeTarn 04 WHCTanaumja

[i€Ka 1 BO OBOj CNlyuiaj He e HapyLLeH KOHTUHyUTe- Igor Tosevski, Process, 2004, installation (detail)

TOT Ha HEroBMOT aHraxkvpaH OfHOC KOH onwTe-

cTBeHaTa CTBapHOCT, KOH CrydyBarbaTta BO HawaTa Ap>kaBa, MPeKy 3a Hero CBOjCTBEHOTO COPUCTULMPAHO KOHCTaTupare Ha “6onHuTe”
COCTOj6M Ha KOM CEKOjAHEBHO HaugyBa He CaMO YMETHUKOT, TYKY W CEKOj rparaHvH-noeauHeL.

WHcTanaymjata “Ipouec” BO TEKOT Ha oBaa rogvHa e ussegeHa u Bo My3ejoT Ha coBpemeHaTa yMeTHOCT BO Pueka Ha 16-1o TpueHane Ha
upTexX, kaje WTo HAMEeCTO aBTONOPTPETOT € HACIMKaH NMKOT Ha HeroeuoT konera AnekcaHgap CtaHkoBcky, a notoa Bo JbybrbaHa BO
anepwjaTa 174, co MMKOT Ha yMeTHu4kaTa XKaHeTta BaHrenu.

Ana ®parroscka / Ana Frangovska

leomeTpucka ancTpakuymja n on-apt, MCY, 2004 / Geometrical abstraction and op-art 2004
Mya3ej Ha coBpemeHaTta ymeTHocT, Ckonje, 2004 / Museum of Contemporary Art, Skopje

Bo pamkuTe Ha cBojaTa mMy3eonowka gejHocT, MysejoT Ha coBpemeHaTa ymeTHocT-Ckonje, NpBO Nopaan HEMOXKHOCTA 3a UMakbe Ha
nocTojaHa nocTaeka Ha genata of konekuuvjata, a BTopo nopaau Aufaktudkara dyHkumja Ha oBaa MHCTUTYUMja, OpraHuanpa Tem-
atcku u3noxobu ko ce ogHecyeaaTt Ha OfAENHN CBETCKU NPaBuyn U yMeTHUYKK ABuxera og 20. Bek, NOTKpeneHu co Aena of HuB-
HaTa borata konekuuja. NocnegHaTta o4 oBoj BMA 6ewe nocBeTeHa Ha eomMeTpuckara ancrpakyyja u on-apToT, Npeky koja bewe
npocrefeH pa3BojoT Ha BO OCHOBA reOMETPUCKU OCMUCTIEHOTO YMETHUYKO Aeno (cnvka, ckynTypa, rpadwmka, 06jekT) Bo AenaTta Ha
3anafHO-eBPONCKYN, amMepukaHCKU (M jy>KHO-aMepUKaHCKW), asucku (JanoHuja), OMBLLO-JyroCMIOBEHCKM U MakKeOHCKU YMEeTHULN.
Pamkute Ha pa3paboTkaTa Ha KOHKpeTHaTa Tema 6ea NoCTaBeHn MHOTY OTBOPEHO U WIMPOKO M BEpOjaTHO HajcooABETEH HACMOB 3a
Baka KoHuunupaHaTa uanoxba Ke 6elle reoMeTpu3MoT (reoMeTpucka ancTpakuuja) Bo COBpeMeHaTa NIMKOBHA YMETHOCT 04 BToparta
nonoeuHa Ha 20. Bek, buaejku nog O0BOj TEPMUH Ke ce obefuHelle cé.

TepMnHOT reomeTpucka ancTpakuuja BO cBojaTa ,MHOry3Ha4HocT‘ ondaka ,ynotpeba Ha reoMeTpucku O6nuK, pasBuBare Ha
reoMeTpUCKO Hayeno BO KOMNOHUPAHETO Ha CNvWKa UMW CKYNNTypa, Heryeawe Ha TeXHU4YKa U MHAYCTPUCKA eK3akTHOCT BO pearn-
nsaymjata Ha NPOEKTOT U YMETHUYKOTO fero, ecTeTcka NpUMapHOCT, ,4MCcToTa" U eAHO3HAYHOCT U HEryBake Ha YMCT norneg v jacHo
mucnere."' OTTyka npeky oBaa crockyna MoxaTt fia ce npocneAat pasfMyHUTe BULOBU Ha reOMETPUCKUOT NUKOBEH UAMOM UNnn
reoMeTpuUcKn npasuy Kou 6une KOHUenTyanuaupaHu TeopeTCku U peanuaupaHv NpakTWYHO BO BTOpaTa NonosuHa Ha 20-0T Bek.
Mpeky genaTa nocTaBeHn Ha oBaa usnoxxba MoxaT Aa ce aHTuuunupaat Hajronem 6poj o4 OoBWe CMepHULW, a TakoB 06ua npasu u
KycTocoT 3axapuHka AnekcoBcka bayeBa Bo npeAroBopoT Ha KaTamnoror.

Kako npvpofieH UcTopycku cres Ha reoMeTpuckaTta Tpagvumja o npeaTta nonosuHa Ha 20. BEK U NoYeTouUTe Ha reoMeTpUCKMOT npucTan
KOH fefioTo, N0 negeceTTuTe rogvHa Ha MWHATMOT BEK OApefeHVM YMETHULUM Ce HaBpakaaT Ha Hekow of OBWe WUCKYCTBa (Mpes cé Ha
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Bpuyur Pajnun, Tek, 1964, rpacvka / Bridget Riley, Course, 1964, print

KYOUCTUYKUTE, KOHCTPYKTUBMCTUYKWTE, Heonnac-
TUUMCTUYKK, CYNPemMaTUCTUYKKN, FeoMeTpuU3MOT Ha
[OeCtvjn u ap.), HO cera pasrnegysaHd of efeH
nouHakoB acnekT. OTTyka, oBne gena mMoxar aa ce
Knacucuvumpaat BoO 0oApeAeH TEHAEHUMA KOW ro
HocaT npeduKcoT Heo-uamu. Cnegot 6m ro
3anoyHane o4 HeoKybUCTUYKUTE NpemMucy, Aena Bo
KOW, CE ywTe, ce YyBCTBYBaaT PEMWHUCLEHUMA Ha
oApeaeHa acoumjaTUBHOCT U BakBUTE KapakTepwuc-
TUKW MOXaT Aa ce BuaaT BO genaTta Ha AHpu
Mopwuc, MacToH BepTtpaH, XKaH XKak [flejpon, Ockap
[eneut n ap. MoToa 6u Moxena Aa ce oAsov rpyna
asTopu KoM BO CBOWTE pgena rFo KopucTar
reoMeTpUCKUOT O6MMK Kako efeH BUA 3HaK unm
ambnem: [ywaH [epunHkos, MepeTr OneHxajm,
Pagomvp [amrbaHoBuk, CtaHucnas dujankoBcku
UTH. U noykute op pyckaTa aBaHrapAa ja [oXvBy-
BaaT cBojara ,peHecaHca‘ BO HEOKOHCTPYKTUBUC-
TuukuTe 6apenjecon — 06jekTM Ha JaHuc Muxac,
Epucon Mapa, XeHpuk Ctaxkescku, XepbepT dep-
MMXT, BO CKYNNTypuTe BO MPOCTOpP Ha asTopuTe
AnekcaHngap Tpwkyrbak n AnekcaHaap ViBaHoBCKU-
Kapagape v BO rpadwkata €O OA4MWMKW Ha
,MaTeMaTuyKo MypUCTUHKA KOHCTPYKTMBM3AM® Ha
>Kana Crmtepvc Beponyny. MeoMeTpuamoT e kopuc-
TEH U 32 YUCTO KOHUENTYarmcTUYKN peLleHuja Kako
LITO € NPUMEPOT CO KOHUENTYanHUOT reoMeTPUCKA
rpacmsam BO 6akpormcoT Ha Con JleBut. Ha

rocTaekaTa ce cpekasaaT W Aena Kou umaaTt 6enesu Ha HeKou 04 HeoreoMeTpUCKUTE CTUNOoBW 0f 60-Te roanHN Na HaBaka Kako MUHUMan
apToT WA YMETHOCTa Ha NpUMapHX CTPYKTYpuy (ckynnTypute Ha JopaaH Mpabynocku, CtaHko MNasnecku, Hukona KapuHo); cnvkapctso Ha
o6oeHo none, octap pab n obnukyeaHo nnaTtHo (Kymu Cyrawm, XKaH [leBaH, bnaroja MaHeBcku, AHa KOHCTaHTUHY) 1 naTepH CnvkapcTeBo
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Sol Lewitt

Fificcn Etchings. Straght
lines in four directions

and afl their possible com-
binations, i an edition
oftwenty.five copies, with
ten artist’s proofs. Printed
by Kathan Brown, Crown
Point Press, Oskland. Pub-
lished by- Parasol Press,
Ltd. New York City, 1973.

Con NeBut, MoaHn Kom6uHaLWM Co NpaBn NNHAW U BO YeTUPW Hacokw, 1973, 6akponnc
Sol LeWitt, Straight Lines in four directions and all their possibles combinations, 1973, etching

(Andpeno Bonnu, AnekcaHpgap CpHeu). Kako og-
AernHa uenvHa BO CammoT KOHUEenT Ha usnoxbarta
ctom ,.m On-ApT" unM yMeTHOCT Ha onTudkara
unyauja. Hekou o genarta (kako oHue Ha Mvupocnas
WyTej, Jypaj [obposuk, BjeHuecnas Puxtep,
Llentyrmmo Aneuanu, Axren [lyapt, AneH Pudapg,
[lvec Kpys) nmaat ogpefeHn KapakTepUCTUKU KOu
MOXaT fa v nosp3aT CO OCHOBHaTa upeja Ha
onTUKanHara (KUHeBM3yenHa) yMeTHOCT, HO OBve
npumepu ce camo ,6neaa“ Nnpoekumja Ha MOKTa Koja
0oBaa YMEeTHOCT BO CyLUTWHA ja UMa BP3 O4HUOT HEPB
1 BP3 MEHTanHaTa v neuxudka coctojba Ha peuvnu-
EHTOT (KoHcTaTauuja 6a3vpaHa Bp3 fMHHO WUCKYCT-
B0O). TOKMy 3aToa ro anocTpocupas reoMeTpusMoT
KaKo YHUhUUMpaYKn Noum Ha yenaTa nocTaHoBKa.
Ha BakBMOT TUN Ha TEMATCKW U3N0X6m Tpeba Aa um
ce noceeTyBa ywWTe MOronieMo BHUMaHue, 6uaejku
cekoraw ro uHAUMpaaT W egyuupaar Obu4HUOT
Habsbydysady, a o4 Agpyra cTpada ro ,npuHyayeaar”
(konky v Toa rpy6o Aa 38y4n) NnpochecmoHaneuoT Ha
HOBW pa3MmciM U Cornedysarba, pesanopusauyui n
npeucnMTyBaHa, na 4ypy 1 MeHyBarse Ha ogpeaeHu
pororaw ,NoTBPAEHA" TEOPUM N CTaBOBW.

1. M. Suvakovi¢, Pojmovnik moderne | postmoderne
likovne umetnosti i teorije posle 1950, SANU,
Beograd-Novi Sad, 1999.



A m

m X

Ana ®paHroscka / Ana Frangovska

7. buenane Ha mnaau / 7" Biennial of Young Artists, Skopje
My3ej Ha coBpemeHata ymeTHocT, Ckonje, 2005 / Museum of Contemporary Art, Skopje

Kora ce 36opyBa 3a yMeTHOCTa Ha MNaguTe Cekoralw ce OYeKyBa Hekoja CBeXMWHa, eHTy3njazaM, HOBMHA, a ywTe noBeke Kora
cTaHyBa 360p 3a egHa MaHudecTauymja Kako WTo e BeKe TpaguumoHanHoto bueHane Ha mnagu koe ce ogsuea Bo MysejoT Ha
coBpeMeHaTa yMeTHOCT W Koe e 3anoyHaTo Bo Beke ganedHata 1985 roguHa (co naysa og 1993 go 2001) n koe ocobeHo BO
CBOWUTE paHu Npe3eHTauum nokakano n3BeceH KBanuteT, 6UNO NOMHO €O ,CBEXAa KPB“ U HOBU TEHAEHLUU U U3ABOMIO UMUHE KOU
[eHec ce rnaBHu ABUraTenn Ha MakefoHcKaTa nuKosHa cuena. [lanv n 3a osa buenane moxeme ga 36opysame co ucTuTe Kean-
ncukaTmen? Mo obHoByBareTO Ha bueHaneto Bo 2001., ,c0 NpBOTO Ky4nno Koe ce ¢pna Bo Boga“, Tpebawe ga ce cornepaat
CcUTe HepocTaTouw, a ce HanpaBw cTpaTervja 3a Toa Kako Ke ce npucTanysa OpraHvM3auncku unum npupegyBaykn KOH OBOj Hac-
TaH, Koj 6e3 COMHEHMe UM 3Hauu MHOry Ha MnaguTe aBTopwu. Ho, 3a >kan Toa He ce CNny4 U HAaMecTo HapegHuTe npeseHTauwv ga
0AaT Mo HaropHa NuHWja, pesyntatoT e obpaTHO NponopyuoHaneH. Ha npso MecTo 6u ro NnocTaenna npawameTo 3a ogpeayBare
(HaMeTHyBam€) Ha KOHUEenT Ha bueHaneTo, Npaware Koe Uako o4u BO peAoT CO COBPEMEHUTE AUCKYPCU, CNOpes MeHe e MHOTY
AvckyTabunHo. Ho, aypu n 6ueHaneTo ga BOCNOCTaBM TakBa CTPYKTypasnHa NonuTuka, Moxxe nu n3bopoT Ha aBTOpU UMW Cenek-
uunjata ga ce ogsuea camo Bp3 6asa Ha ,IM4HK" MpujaTencTea U NO3HAHCTBA HA KypaTopuTe, 3a0OUKONyBajKu ja MHCTUTYyyujaTa
KOHKypc? Kora Beke 6bueHaneto vma 3a uen ga gage efHa ,jacHa“ cnvka 3a peyeHTHUTE MHTepecu, KOHUeNnTn, MeanuyMn Kaj Hajm-
nagaTa reHepauyuja Bu3yenHu ymMeTHAUM BO MakegoHuja, Toraw ropeHaBegeHuTe gunemu Tpeba cepuosHo Aa ce pasrnepgaar,
CeKako [OKONKY Ce uMaaT UCKPEHU Hamepu.

A cera 3a camaTa m3noxba. KoHuenuuckarta ogpeagHuua Ha 6ueHaneTo, cnopej Koja ce Bpuewe ,cenekuumjata“ Ha aBTopute
6ewe 3ag rpaHuynTe, Koja Kako TakBa, cdaTeHa BO OykBanHa CMUCNa, HajHanpeg ro HameTHyBa aHraxupaHuoT OAHOC Ha
rnefaqoT KOH akTyenHuTe CocTojou BO HaleBO TPaH3ULUUCKO ONWTECTBO, MANOCUHKPAa3uja Koja, MopaM ga npusHaam, Beke geny-
Ba ,M3MTEHO". U cekako Aeka oBOj acnekT 6un u NpUuMapHUOT, Cé AoAeKa He ce AOoWOo A0 NPOLWMPYBare Ha HEroBOTO 3HaYeHe
Ha pasHu KoHcTaTauum n cpakamwa Ha 3ag rpaHmyure, u3pas BO KOj MOXe Aa Bnese cé (NOCTMOAepHUCTUYKOTO anything goes).
Bo Taa cmMucna Ha 6ueHaneTo Moxea ga ce BuAaT Aena co cnegHasa npeokynauyuja (Bo nornes Ha KOHUeNnToT): YicTo chopman-
HW (6yKBaNHW) rpaHvumW, NONUTUYKN rPpaHULM, TPaHUUM Ha CeKCyanHocTa (NoNoT), rpaHnum Ha KOMyHUKauuja, eMoUMoHaNHN rpaxn-
UMW, UICTOPUCKWN FpanvuW, rpalnum Ha Bu3ypa/ nepuenunja/ ueH3ypa, rpaHuya XXuBOT-CMPT, rpaHnUWn Ha MeAnyMOT/TexHonornjaTa,
rpaHuuM Ha peanHoTo-haHTasunjara, MopanHo-eCTETCKN rpaHnuK, rpaHnuM Ha CETUNHOCTA, FPaHNUM Ha 3HaeHeTo, (OU3NHKN/MEeH-
TanHu rpaHuun, FpanMum Ha AyxoT, ogpefHuuM Kow yectonaTtu Mefycebe ce gonupaar v npennetysaaTt. Bo norneg Ha meguymoTt
nokpaj KnacuyHutTe cnuka, rpaduka, cKynntypa, upTex ce cpekasaaT u ororpacdumn, AUrnTanHu otnedaToun, ob6jekTn, uHcta-
nauww, Buaeo apT, kpaTok hunm. CTUNCKN, U3NOXEHUTE Aena MoxaT ga ce ,copTupaar” Kako gena co nonapTucTuydku 6enesm,
rPOTECKHO HEOEKCMNPECUOHUCTUYKKM, XuneppeanucTuydHn (cpoTopeanucTuyHu), HaapeanucTudku (cdaHTacTudHK), HoBopean-
MUCTUYKM (KOMMNpecuu), gena co MUHUManucTudkn 6enesun, n Bo Hajronem 6poj KOHUenTyanucTudkun. 3a ga He u3rnega cé taka
,aNCTPaKTHO", ropeHaBefeHnTe KoHCcTaTaumm Ke rm nogAap)kam co Hekonky npumepun. Pagmuna OnueBcka BO cBojaTa ambueH-
TanHa wHctanaymja ,Orpagu” ja gonupa 6ykeBanHaTa cMMCNa Ha camaTa KoHuenuuja ,3aj rpaHuumTe”, HO HEj3UHOTO 3Hauvere e
[aneky nowvpoKo U MOXe NogeAHakBo Aa ce cTasu nod 6uno koja onpegen6ba. AHrakupaHocTa Ha oBa A4eno M HeropaTa KOH-
yentyammcTuuka 3ajHuWHa AUPEeKTHO ogrosapa Ha noTpebute Ha oBaa wu3noxba. Bo ,cdoTopeanucTuukute cnuku Ha
AnekcaHngpa MNeTpywescka n fopaaHa ANOCTONOBCKA BUANUBA € NONUTUYKaTa KoHoTauuja, kako u npobnemute 3a yeHsypa u
aBToUeH3ypa, KaKo akTyenHu npawarba Kow ro 3arpvxysaaTt MnaguoT YoBek. ICTUTE KOHCTenauwm (CMepHUUM), HO CO NOWHaK-
Ba U3pasHa HoTa, ce BUANMBM U BO CNMKMTe Ha JacmunHka HoekoBcka u [opaara Bpexuyocka. U 3a geeTe Moxe Aa ce Kaxe geka
HeryBaaT eAeH BUA Ha NonapTUCTUYKU NIUKOBEH WAWNOM, KOPUCTEJKM KOMOMHMpaHa TexHWKa, Co Taa pasfnvka WTo npeara uma
MHOTY MoHanageH U AUPeKTEeH NMpucTan, Co MOWHE KOMOpUTHa naneTa, a BTopaTa MpeKky KOpUCTere Ha ,efHOCTaBHa“ CUM-
6onoruja, co egHa npeduHeTa CETUNHOCT ja peanuanmpa KoHuenTyanHaTa nopaka. MeamymoT Kako ,3aratka“ u Bo nutepapHa v
BO NpeHocHa cmucna e obpaboTtysaH Bo genarta Ha Bopuc Wemos, Hukona Y3yHosckn, Bopjan 3acduposcku. Cekoj oa HUB Ha
CBOj HAYWH MpUcTanysa KOH achupmaymja unu Heraumja Ha UCTUOT, KOPUCTEjKM Ce CO pa3nNnyHu n3pasHu cpegctsa. Lemos ro npm-
MeHyBa AUrMTaNHNOT OTNEeYaTOK MPEeKY KOj CO TEXHOMNOWKNTE AOCTUrHYBaka Ha KOMMjyTEPCKUOT CUCTEM NOCTUrHyBa NpeTCcTasn
KoM ja TpaHccopmupaaT u KomnpecupaaT ogbpaHata efguHuiua (Cnvka, Busypa) BugeHa of noseke arnmm. MUHUMAanNUCTUYKMOT
npuctan Ha Hukona Y3yHOBCKM pe3ynTupa Co KpajHo noeAHOCTAaBEHN UMULM HA eKpaH U Ha cboTorpacdum (anysunja Ha CHer) Kou
M NOKpaj Toa WTO 3HAayaT Toa WTOo npeTcTaByBaaT uMaaT WU NUHIBUCTUYKO KOHUENTyamcTudka ocHoea. KpaTkumoT ¢unm Ha
BopjaH 3admposcku ro obpaboTyBa NMpobNeMoT Ha HeraTMBHUTE MOCNEeAUUM U 3a[0eHOCTa Ha MakKeAOHCKUOT 4YOBEK 0f
MacoBHUTE MeAnyMn, 06paboTyBajku ersucTeHumjantHn npawara U npawara 3a cocrtojbéara Ha AgyxoT. ,[paHuuuTe” Ha ceTuna-
Ta/ceTunHocTa ce nNpeokKynauuja BO AUrntTanHuTe otnedatoun Ha Urop CekoBCKU U MHTepakKTuBHUTE rpachukn Ha Atanac boTtes.
MpBuOT ce 3aHMmaBa co neTTe ceTuna (BUMA, MUpUC, BKYC, CNyX U AONWUP) HyAejKu OpU30BM Of pa3HOBUAHN BapujaHTW Ha HUBHUOT
HaABOPELLEH WU3rnes W KapakTepUCTUMKKW, MpU LWTO peuyunueHToT Moxe Aa ,Cu usbepe®, HO He e cBeceH 3a hyHKUWMoHanHocTa
(3apaBcTBeHaTa cocTojba) Ha UcTnoT. boTes nak, ce cny>xm co 406PO NO3HATOTO NOMOLIHO MeAWULMHCKO CPeACTBO MPU KOHTpPONna Ha
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Urop Cekxoscku, MopTtu, 2005, 5 aurutanHu otnevaToyw / /gor Sekovski, Gates, 2005, 5 digital prints

BMAOT, OYEH TecT (MeZ. TecT Ha pedpakuuja-npekplyBare), Kako NpeanowKa n CO Hej3MHO BUAON3MEHyBare, Npes ce MeHy-
Bahe Ha NMUHrBUCTUYKNTE 3HaLUW O KOWU Ce COAPXXW, ro NocTaByBa nNpallarkeTo 3a BUAOT UM BUAOBUTE, T.e. ApYrvoT. N Tuxomup
Tony3oBCckM ce 3aHMMaBa CO 3HaKoT, co 6ykBaTa W CO 3Ha4YeHEeTO/3HaeHeTo BO CBOjaTa WHTEpaKTUBHA WHCTanayuja
(cboTorpacbum, otnevatoum n CD ROM), HO HeroBaTa nmpeokynauuja nexwu BO cCO3faBare€ Ha BU3YENHW TpaHCKpUnuuM Ha
pasnuuyHuTe BUAOBWM MKOHW' oA eaHa BO gpyra. [peky MuHUManHu cpeacTtea A0 YMETHUYKO Aeno, e ugejata Ha Bepuuya
KoBaudeBcka Koja ro KOpMcTh CBOETO TENO Kako M3pa3Ho CPeACTBO, a M perucTpupa cocTtojbute co Buaeo kamepa. Bo oBoj nep-
thopmaHc/Buaeo Kosauescka ce obuayBa Aa rm HaAMUHE rpaHMUMTE Ha MEeHTanHoTo, Aoarajku Ao dhasa Ha rpy Ha daymjanHara
MyCKynaTypa npu NOCTOjaHO NOBTOPYyBare HA HEKONKY Yekopu 3a odopMyBarbe Ha HacmeBka. Kako KypuoauTeT, Ha oOBaa
nanoxo6a 6ea NnocTaBeHn U Aena Ha CTyAeHTU Ha YeTBpTa roguHa og ®akynTeToT 3a NMMKOBHU YMETHOCTU (04 KnacuTe Ha npo-
tecopute bnaroja MaHesckun n JoBaH LLlymkoBCkW) U Mery HUB 0CO6€eHO ce u3asou MHcTanayujata ,MaTtepujan un npogykT" Ha
[anu6op TpeHyeBckn. Bo Hero aBTopoT ce 3aHMmaBa co Npo61eMoT Ha co3gaBareTo Ha kapakTep (buTue, KW6epHeTCKN HYOBEK)
KOj € 3aBUCEH Of CONCTBEHUTE TEXHOMNOWKW AOCTUrHyBara.

Cekako geka n Ha oBa bueHane ce cpeTHyBaaT MOWHE MHTEPECHW MNaan aBTOPW, KOW NOKaxyBaaT AOCNeAHOCT KOH KOHLen-
yuckaTa ceondaTHOCT, KOH MEANYMOT CO KOj Ce 3aHMMaBaar U KOH caMaTa peanusauyuvjata Ha genoto. Tpeba aa ce uctakHe aeka
Tpojua aBTopu ydecHuyu Ha bueHaneto ([lanu6op TpeHuyeBcku, Tuxomup Tony3oBckn n BeppaH bojaHoecku) 6ea nsbpanu aa
yyecTByBaaT CO CBOM NPOEKTU Ha u3noxbaTa n KOHKYpPCOT 3a HarpaaaTta Jexec, 3a Hajaobap mnag ymeTHuk 3a 2005 roguHa.
3Hauu, He e ce Taka LpHO, Kako WTOo MoXebu ce agobuBa Bne4aToK 04 NOYETOKOT Ha TeKCTOoB. HO, KPUTUYKUOT TOH MMa camo
eflHa Hamepa, a Toa e: CO NOroNeMo BHUMaHWe, U CEPUO3HOCT Aa ce NpucTanu KOH oBaa MaHudecTayuja, co uen gace fgage efeH
peaneH npvkas Ha mMnajarta NIMKOBHa CueHa, a npeg ce, buaejku mnaguTte Toa ro 3acnyxxysaar.



Jlnnjana Hepgenkoscka / Liljana Nedelkovska

Hukona Y3yHoscku: Kanku, uHcTanayuja / Nikola Uzunovski: Drops, installation, 2005
LleHTap 3a coBpemeHnu ymeTHOoCTK, [anepujata Kypwymnu-aH, Ckonje, maj 2005.

Hukona Y3yHOBCKM € Mnaj yMETHUK KOj CBOETO NUKOBHO obpa3oBaHue ro ohopmu Ha Akagemmjata 3a NUKOBHU YMETHOCTU BO
Heanon, Utanuja. Bo 2003. Toj gunnomupa Ha uctaTa akagemvja npeTcTaByBajku ce co MHcTanauuvjata Kanku. lNogHaTta nHcTanauuvja
Kanku koja Toj ja u3noxu Bo LIeHTapoT 3a coBpeMeHu yMeTHOCTW, Bo anepujaTta Kypwymnu-ad Bo Ckonje, 2005., BcywHocT 6elle
BapujaHTa Ha HerosaTa gunnomcka usnoxoba. MoctaekaTa 6ewe coctaBeHa of 30 enemMeHTU cO pa3nuUyHu ronemuHn, 10 TemHu
(upBeHn), n3paboTenn BO nonuecTep co ynotpeba Ha upBeH NurMeHT u 20 TpaHcnapeHTHW, n3paboTeHn BO Nnekcurnac.
MojpoBHaTa Toyka 3a MHCTanauvjata e CBeTOT Ha MOjaBHOTO, Karki, KO HU3 NpoLecoT Ha KOHUenTyanusaumja ce peayuupany Ha
3Hak. KankaTa Kako npupofeH heHOMEH, HO U Kako NOeTCKU 3HaK BO KOj Ce MaTepujanmavpa HECBECHOTO HYyBCTBYBaH€E: Kako 3HaK
Ha NMpeMuHOT 04 eAHa cocTojb6a BO ApYyra, Ha MPOMEHWUTE U HEMOCTOjaHOCTa Ha NojaBuTe BO MpUpoAaTa, a CooABETHO Ha TOa, U BO Hac
camuTe. MHcTanauwjaTa e ogpefeHa CO KOHUENTyanHOTO W3ABOjyBakbe Ha ABa BUWAA Ha Karku, Kanku BoAa W Kanku KpB.
CumbonukaTa Ha oBa ABOJCTBO € pefyuympaHa Ha coUCTULMPAHUOT OAHOC Ha MaTepujanoT U CBeTNOCHUTE edekTu (pechnekcuja Ha
CcBEeTIMMHATa Ha 3aKpuBEHWUTE, chePUYHU NOBPLUMHM Ha 6enuTe Kanku, Kako orneganHa nospliMHa U MaT NOBPLIMHATA Ha LpBEHUTE
KarkM Kako MeCTO Ha 3rycHyBare W Henpo-
supHocT). OBaa cumbonuka pedepupa Ha
pasnuyHATE YyBCTBa WTO M Npeav3BuMKyBaaT
Kankute of pasnuyeH cocTtas. Wnm, Kako wTo
Harnacyea Hukona lNMucapes BO NpeAroBopoT Ha
KaTanoroT 3a usnoxobarta: ,Kora rnegame kKanku
BOAA Toa BO Hac 6yAu YyBCTBO Ha paswrpaHocT,
CBEXMWHA U pafoCT, HO AOKONKY rneaamMe Karnku
KPB HU MOMWHYBaaT MOPHULW, HU ce ByaaT Henpu-
jaTHW YyBCTBa U rO rNegaMe KpajoT Ha CBETOT BO
cekoja efuHeYHa Kanka KpBe. [lenoTo, urpajku co
maTepujanuTe, M AONOBYyBa CBOjcTBaTa Ha kan-
KUTEe NpUTOa BELWTO NOTEHUMPAjKn Aeka Kankute
BOAA W Kankute KpB CE Pe4yncy MAeHTUYHKU (Kan-
KUTe KpB ce cocTaBenu of npeky 90% Boga), a
cenak eflHTe acoumpaart Ha XUBOT, a ApyruTe Ha
cMpT.”

W nokpaj Toa WTO CEeKOj enemMeHT Ha UHcTanauuja-
Ta e u3BeAeH oA KOHLUENTOT Ha UKOHUYKMOT 3HaK
(cnmka Ha Kanka) Koj ce TpaHcdopmupa BO
oApefeH BonymeH uW ¢opma BO COrnacHoCT co
AejcTByBarETO Ha NMPUPOAHUTE CUMN WU Ha CBOjC-
TBaTa, OAHOCHO COCTABOT Ha KarkwuTte, cenak
MHCTanauvjata OBO3MOXYBa Cekoja noefuHeyHa
CTPYKTYypa Aa AejcTBYBa U KaK0O auKOHUYKW 3HaK,
KaK0 YMCTO BU3YENHO AOXMBYBare Ha AenoTo BO
npocTopoT. OBa e NoCTUrHaTo NpeKy cnocobHocTa
Ha YMETHWKOT fAa MM KOoopAuHMpa M NocTasu BO
cocTojba Ha paMHOTEeXa KOoHuenTyaniHute u
MeAUCKUTE acnekTu Ha AernoTo, Kako U HeroesuTe
BU3YeNHU U cumbonuyku noteHumjanu. Cosgasaj-
K1 efHa genvkaTHa KoHdurypaumja Ha noctaska-
Ta Y3yHOBCKM ycnea, 6e3 HenoTpebHo peTopuyko
onToBapyBarbe, Aa ro NocTasu rNeaaqyoT BO eAeH F\
ambueHT WTO ja OBO3MOXW akymynauuwjata Ha

YYBCTBOTO Ha TULIMHA U ,MUPYBaH€E BO NPEMUHK".

CeTo oBa 360pyBa 3a KyNnTUBMpPaHUOT NpucTan Ha

0BOj MNaj YMETHUK U 3a HeroeaTa yMeLWwHoCT Aa ja

npoHajae, 0AHOCHO Aa My ja gage ,BUCTUHCKaTa”

. Hukon: sCcku, Kankn, 2005, noaHa nHctanaumja
MepKa Ha jasuKoT. ona Y3yHo K 2 oA Tanaunj

Nikola Uzunovski, Drops, 2005, installation
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Hapa lNewesa / Nada Peseva

Nopuwuara narpana Aledec 3 / Annual Award Denes 3
LlenTap 3a coBpemenu ymetHocTw, My3ej Ha Makegonuja, Kypwymnu-aH, jymm, 2005

[enec 2005 no TpeT naT ce cnyyyea BO opraHu3dauuja Ha LleHTapoT 3a coBpemMenun ymeTHocTH, Ckonje, foAeka napTHEPU BO NPOEKTOT ce
®doHgaumjata 3a yueunHo onwtecTso, hbyjopk, CAJl, ®PoHgaumjata WMHCTUTYT 3a OTBOpEHO onwTecTBo Makegonmja u MysejoT Ha
Makepaonuja. [JobuTHUKOT Ha HarpaaaTa 3a 2005 e [lanmbop TpeHnyeBcky, anconseHT Ha PJ1Y, a HarpaaaTace cocTon o4 NPecToj Bo Hbyjopk.
Mpono3uymnte 3a M36op ocTaHaa UCTU Kako U NpeaxoaHuTe ABa M3bopu: NO UMPKYNapHOTO NUCMO yNaTeHo A0 cUTe ucTopuyapu Ha
YMETHOCT U KpUTU4apw, ce npegnaraat HajMHOry 4eTupy NUKOBHU YMETHUUM A0 35 roanHu cnopes CONCTBEHU KPUTEPUYMU,U Cenek-
umja. CenekymjaTta ja u3BpwyBa NETYNEHO XUPKU CO 3agadva o4 NPeANOXEHUTe UMUHba Aa ce u3rnacaaTt 4YeTBopuua KoM umane
n3noxb6a BO roguHaTa WTo U3MMHANa, U Ko Ke co3aazaT HOBO AEeN0 CO KOE Ke KOHKypupaaT 3a HarpagaTa.

lMocToereTo Ha U3NoX6M Ha KoM ce HarpadysBaaT M CTUMynupaaTt MnaguTe aBTopu, € NO3MTUBHA U NoBeKe o4 AobpoaojaeHa npak-
TUKa Ha MakegoHcKaTa NMKOBHA cueHa. Bo ycnosu kora NnMkoBHaTa YMETHOCT Ce YMHU MapruHanuavpaHa, NnocToeweTo Ha [JeHec, um
0BO3MOXXYBa Ha MNaguTe NUKOBHU YMETHULUM U HA KpuTMKaTa ga ce obuaaTt u ga ru npoMeHaT cocTojouTe Ha UHEPTHOCT BO NIMKOB-
HaTa npakca. lNpono3uyuute Ha n3bop ce 6asnpaaT Ha HE3aBUCHOCT 04 NONMTUKUTE Ha eTabnupaHuTe MHCTUTYLUUU KoM ja TpeTupaar
nukosHaTa npobnemaTtuka Bo Makegonuja,

AKO Ha npeTxoaHuTe ABa U3bopu ce NOTBPAUNjA BEKE YCNEWHUTE UMUHA Ha YMETHULUM, aKTUBHU U CO NOCTUrHATK pe3yntaTn Haasop
opa Makegonwja, JeHec 2005 ycnea aa u3gsov HOBU UMUHLA, Of, KOW NOBEKETO Ha cueHaTa ce NpucyTHU camo rogvHa unu ase: Begpax
BojaHoBku, flanubop TpeH4escku, Tuxomup Tony3oecku u MopaaHa [laytoscka lNonoscka 6ea puHanucTuTe Kou ycneaja ga rm Ucko-
pucTaT MOXXHOCTUTE Ha NPOCTOPOT BO KypwyMnum aH U Aa co3gagaT noctaeka BO Koja YeTBopuyaTa aBTopu dyHkumoHupaa 6es ga
ce KOHdpoTUpaaT efleH Co Apyr.

Aunwerse Ha Mopgara flaytoscka lNonoscka, ypbaHa uHcTanaymja, BO Koja AMPEKTHO aBTopKaTa ja npemcnuTyBsa npakTukara u eTuka-
Ta Ha HOBUTE MeANyMU, MHTUMHOCTA U MPUBATHOCTA Ha TENOTO Aa ro UCKOPUCTAT Kako MOTUB 32 MaHUMy Mpare CO CBecTa Ha jaBHOC-
Ta n NOTPOLWYBaYMTE, NPUTOA KOPUCTEJKU ' MOXXHOCTUTE Ha BunbopauTe Bo yHKUMja HA Nnacuparbe Ha YMETHUYKOTO Aeno.
Marepujan n npogykt 2 (rpobHuya), Ha [lannboT TpeH4YeBCKM € NPOAOIKEHWE Ha npBaTa WMHCTanauyuwja BO Koja ce npeucnuTysa
yoBeYkaTa oncecmja U 3aBUCHOCT O/ HOBUTE TEXHONOrMM, A0 CTENEH Cé Aa ce npeTBopa Bo Kog of 6pojkun, wTo AoBeaysBa Ao U3y-
MMparbe Ha YoBeuykaTa gywa. Kako matepujan 3a uHctanauymjata ce UICKOPUCTEHU CIMKAPCKU MaTepujany U TEXHUKW.
WHcTanauwjata TpaHckpubuparse Ha CBETOTO NUCMO Ha TUXOMUP TONY30BCKM, MM KOPUCTU MOXXHOCTUTE Ha KOMNjyTEPCKWOT codpTeep 3a
TpaHcKpunuuja u aekoavpare Ha TekcToT o CeeToTo nucMo. Toj ce MHTepecupa 3a 3HaKOBHOCTA M NMPEHECYBaHETO U MHTEpnpeTaumjaTa
Ha HEroBOTO 3Hadere. TUXoMup ro cmeTa 3a NPeau3BuK oHa Koe 3a [larmbop npetcrasysa onacHocT. BegpaH BojaHoBcku npeky nonvnTu-
XOT [lornegHy HU3 MEHe 1 Ke BUguLL, COCTaBEH Of YETUPU NNOYM CO TPAHCNAPEHTHO XEHCKO TENO, ro UCNUTYBa NOCTOEHETO Ha CerawHocTa
N MMHATOTO KOe Hekoraw 6uno cerawHocT, CO TEXHWKA Ha KOMOWHMpare Ha CIIMKOBHOTO CO 06JEKTHOTO.




Mupa IaknHa / Mira Gakina

Ensapp Nlycn-Cmut: fQurutaniu potorpacium / Edward Lucie-Smith: Digital prints
Mya3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2005 / Museum of Contemporary Art, Skopje

Bo TekoT Ha centemBpu oBaa roaumHa MysejoT Ha coBpemMeHaTa YMEeTHOCT ro MoceTu edeH o4 no3HavajHUTe TeopeTudapu U NIMKOBHU
KpuTr4apu Ha ymeTHocTa, Easapa Jlycn-CmuT o4 AHrnmja, Ha HawaTa jaBHoCT nomasnky no3HaTt kakonucaten, noet u cdoTorpad. MNoeog
3a rocTyBarbeTo 6elle oTBoparbeTO Ha Heroeata camocTojHa u3noxoba Ha coTorpacuu. HeroBoTo npucycTBo 6ele UCKOpUCTEHo 1 3a
0ApXKyBarbe Ha npeJasarbe, BO KO TOj M3HECE HEKONKY MOMEHTH 0J CONCTBEHUTE akTyenHu TonKyBara noBp3aHn Co “yMeTHocTa yTpe'.
PenauujaTa Ha npeTcTasenarta cepuja hoTorpacum Moxe Aa ja npoHajaeme co eeH HacTaH, NOTOYHO Co M3noxobara, Koja camuoT ja opra-
Husvpawe Bo ATuHa Bo 2004 roawHa, nod Hacnoe OnmmMcku rpagosu — boroBute craHysaar maxu. HacnoBoT Kako Ja anyavpa Ha
eAHOCTpaHa, eauHCTBEHa Hamepa Aa ce usasov ybasuHaTa Ha HoBEYKOTO Teno (Mpej ce, MawwkKkoTo).

MHaky, Ha 0BOj Meauym 3anoyYHa MHTEH3WBHO A4a My ce NocBeTyBa BO TEKOT Ha AesegeceTTute. Bo n3bopoT Ha MoTBUTE Toj Ce MpuUKNy4m
Ha oHaa rpyna aBTopu KO Ha Mo4YeTOKOT Ha ocymAeceTTuTe rv AemmcTudumumpaa TEMUTE BP3aHW 38 XOMOCEKCYanHocTa, IHTeH3WTeToT Ha
€pOTCKOTO BO OBME AENa € 0CTBapeH co NoCe6HO YyBCTBO 3a ECTETU3NPArbE Ha rneTkaTta. [oTo4Ho, NPEKY NoTeHUMparbeTo Ha 0ApeaeHu
Kagpu mHcucTupa Ha ,06paboTkaTa“ Ha KOHKpeTeH (bparMeHT, (4eTarb of 4YOBEYKOTO TEno), a MHCUCTUPa W Ha NpuKakyearbe Ha
NPUBNEYHOTO MYCKYNECTO MALLKOTO TeNo, HeM36exHO 1 Ha NOMOBMOT OpraH, Ho FNaeHo e onceaHaT co ,,00e3rNaBeHoTo" Top3o. Toj nocee-
TyBa BHUMaHKe Ha paboTara co »XuB1 MoAenu, Ho napanenHo doTorpacupa u CKynnTopcku Aena Yne noTekro ce Bp3ysa 3a 6apokHUTe,
0/JHOCHO 3@ HeOoKNacuUMCTUYKUTE UckycTea. Ha oBoj HaumH Jlycu-CMUT Kako Aa caka Aa v KoMnapupa oBue BrneyaToum, Aa rv useaHaqu
1 Ja Hé HaBeje Aeka u CKYNnTYpUTe Ce »XMBU MOAENW, UCTOBPEMEHO caka Aa ro JoNpe v COBPLIEHCTBOTO. DaKTUYKM BO HUB rO HACETY-
BaMe CTEMeHOT Ha uaeanuaaumja KojliTo My € HEONXOAEH BO OCTBApPYBaHETO HA XapMoHMjaTa, o4paseHo BO 0AbuparbeTo Ha nonoxoute
Ha aKTOT BO KOM TEHAEHLMO3HO CEe 0AM KOH OAPEeAEHM NO3uLMK, Kom ce 0hOpMEHN Kako reomeTpucku ,.cnvku’. OTTamy Toj camunoT cebe ce
Hervpa, buaejkv TBpau Aeka Npu CHAMaHETO CMOHTaHO pearupa v 4eka Cé e oCTaBeHo Ha [ejCTBMETO BO EHTEPMEPOT.

3a fga rm JocTurHe nocakysaHuTe eheKTy, BOo 3aBUCHOCT 04 cuTyaumjaTa ja KopucTu LupHo-6enaTa TexHrka Ha obpaboTka, Ho oHamy Kage
LWTo My e noTpebHo Aa ce AoXMBEe TaKTUNMHOCTA Ha KoxXaTa u HejauHaTta 6oja ce pelasa 3a Konop oTucouw. MNpy KOMOMHUPaHETO 1 KOH-
CTpyvpareTo Ha rneTkuTe, noHekorau flycu-Cmut NoTnonHo ja ocnoboaysa ceojaTa haHTasujawTo My € oNecHeTO 1 0BO3MO>KEHO Nnopa-
A ynotpebaTa Ha gvrutanHMoT anapart. 3a Hero MUTOT Ha nabopaTtopujaTa e ypHaT, HO U HUKoral He ce obuaen Aa Bnese Bo Hea, buaejku
cMeTa Jeka koMnjytepckaTa
obpaboTka My onecHyea aa
M npukaxe, Aypu v Haj-
ManuTe Agetanu, Kako w
BeJHaw Ja rm oTneyatu u
BMAW NpUMEpOLIMTE.

Ha maprunuTe Ha wu3nox-
6aTa, nopaav gomuHaumjata
BO CeKoja cMucna Ha cnome-
HaTUTE Temu, Moxea aa ce
BuAaT ywre gecetuHa do-
Torpadmm BO Ko rnaeHo ce
npucyTHn ypbaHn nejzaxu,
3abenexann BO pasfnyHu
Kpaesu Ha CBETOT.

Ha kpajoT 61 ro cnomeHana
1 HEroBMOT recT Ha oTcTany-
Bare Ha KOMMMETHO W3fo-
XKEHUTE KonuM BO TpajHa
CONCTBEHOCT Ha My3ejoT Ha
coBpemeHaTa  YMEeTHOCT,
Ckonje.

Egsapg Nycn CmuT, of uvkny-
coT: Kpuc, floHaoH, 2003/2005
Edward Lucie Smith, from the
cycle: Chris, London, 2003/2005
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Jlazo lMNnasesckn / Lazo Plavevski

Mupocnas 'pyes, 3Hayu u opHameHTH / Miroslav Greev, Signs and Ornaments
My3ej Ha coBpemeHata ymeTHocT, Ckonje, 2005 / Museum of Contemporary Art, Skopje

3Haum 1 opHameHTH e NPoeKT, 0AHOCHO U3noxba Koja ce Temenu Ha eaHa TpajHa hacymkaumja Ha reHepaumjaTta Ha Koja unpunara aBTopoT
- MPOCTOPOT Ha MacOBHWUTE KOMYHWKaUMUK, jaBHUOT NPOCTOP 3a BU3yenHaTa pa3meHa, Tpeba fa 6uae OCBOeH U NepMyTvpaH BO pearnHu
KpeaTuBHU BPeAHOCTN CO METOAM U CO NOrMKa Ko HeMy My ce umaHeHTHu! OBa e MoA4epHUCTMYKa Hamepa, Un Hamepa Ha MogepHaTa,
HO BO NepuoAOoT Kora ce hopMupaHu ceeTorneauTe 4vj udpas ce 3Haym 1 opHamMeHTH ceTo Toa 6elle Nomelaro Co HUKorall BO LesniocT
KOHUMNUpaHUTE U peanuavpaHn Hamepu Ha nonynapHata KynTypa, Koja BO eAeH MOMeHT cebe ce AoXuByBalle peanHo cepuosHo. Bo

P

Mupocnas fpyes, 3awTUTEH 3HaK Ha cnucaHweTo ,be3beAHocT, 1992 / Miroslav Greev, Logo for the “Security” Magazine

aBTOpckaTa 6uorpadmja Ha ['pyeB BO Toj Nnepuos, BpeMeTO Ha ceayMAECeTTUTE U NONOBMHAaTa Ha OCyMAECeTTUTE FOAUHN, Ce HaofaaT 3ak-
MMaBamaTa Cco Kapukartyparta, oTorpadumjaTta, AM3ajHOT, NoToa TpajHiTe dacymHauyum of HapoAHUTE TKaeHWHU u rpacduykaTa noruka
Ha KUNUMMTE BOOMWITO, a TOj N0 BOKauuja e apxuTekT. Bo cuTe oBne cnomeHaTy 06nacTv NpUCYTEH € j[aBHUOT NPOCTOP M NOruKaTa, jasukoT
Ha OnLITEeHE BO HEro U CO HEro.

Bo mefyBpeme, unm Bo TEKOT Ha LesmoT nepuoa Ha paboTa, cuTyaumjaTa Bo cchepaTa Ha jaBHATE NPOCTOPU € APacTUYHO NPOMeHeTa BO
Taa Mepa WTo Taa 3acebe BEKE He NPOeKTUpa HUKakBu Uny3mm. Bo HawaTta cpeguHa ocobeHo, buaejku ce 3abopaBeHn 1 OCHOBHUTE MOA-
e u NpakTWku Bo pearmsauujaTa. OBaa cuTyaumja Kako U YyBCTBOTO AeKa oApeAeHa akTUBHOCT Beke rnocefysa 3a0BOSMTENHa
3a0KPYXXEHOCT ce Aen oA NpuYnHUTE 3a u3noxbarta.

3owTo pyeB NoYHa Aa ce 3aHuMaBa co 06nMKyBare Ha 3Hauu, Unm Moxxe6u NonpeymnsHo, 30LWTO NoYHa Aa M 06mMkyBea CO NPUHLMNINTE,
MeToAUTE N NPaKTUKUTE KOW ' npumeHyBsawe? BakBoTo npawarbe e 78p40 U HeA0BONMHO PNeKcMbUNHO 3a NpUMMEeHa BO Hekoja HaTa-
MoLuHa enabopauuja Ha NPOeKTOT 0COBEHO ako ce uma NpeABuA AeKa eBEeHTYanHUOT OArOBOP € CeKorall anpoKCUMaTUBEH U € BO NpUH-
umn metadopuyer. [0 nocTaByBam 04 NPUYMHA LITO MMaM HEKOE HejaCcHO NpeTHYBCTBO Aeka BO TMe paHM nobyan Ha aBTopoT MoxXar aa
Ce HajaaT HeKoM KOHLENUUCKU KapakTepucTuku Ha 3Haym u opHameHTy. Beke cnomeHaB HEKOM O aKTUBHOCTUTE CO KOU TOj ce 3aHUMa-
Bale, HO TUe NOCTOjaHo Kako Aa He 3a40BoNyBaa eHa Herosa notpeba, efeH HeroB CBETOrNeA;: BO HUB TOj HE MOXKELLE jacHO ja3nyHo u
L|eNoCcHO OCTBApEHO Aa ja BHece cBojaTanoTpeba og NpuHUMNOT Ha peaoT. Bo Hero e BepojaTHO TpajHo BTUCHaTa hacumHaumjaTa oa 6po-
joT n HeroBMOT ofHOC KOH cBeToT. Bo cekoj cny-aj eaeH of akuyeHTUTe Ha noaToT e OTKpUBAHeTO Ha napagurmaTta Ha 3HakoT U
HerosuTe penauwv co Marujata Ha 6pojkuTe u reomeTpuckuTe ogHocn. Bo Taa Hacoka genarta ce peanu3auuvja Ha efileH cBeTornes Koj
caka Aa ce TeMenv Bp3 CTabuIHn OCHOBM.

3awTUTHUTE 3HayM co3haBaHun 3a pa3nuyHn NoTpebu N Hapayku ce NocTaBeHn BO cdhepaTa Ha xepangukara u of Tamy v ussnekysaat
OCHOBHUTE MOTUBM M NoTTUYM. Llen Ha obpaboTkaTa, Ha cBeyBarbeTO Ha 3HaK, Ce pa3MyHUTE 300MOPMHU, OPHATOMOPHU, MATONOLLKU
UM OpHaMEHTanHX MOTMBW, KOM CO HEKONKY reoMeTpucku MeToau ja AobusaaT cBojaTa (Haju3pasuta, UM HajucTakHaTa) cunyeTHa



¢opma. MpeTnocTasysam Aeka, coO Hamepa U He, MOXKHa NpeTnocTaska e Aeka peoT BO npuvpogaTa Tpeba Ja ce npeHece BO pedoT Ha

HVBHUTE 3HaKOBHV npeTcTasun. OTTamy cute TUe perynaTopHu gujarpamu KOW Kora Ke ce m3bpvwar v KOra Ke ocTaHe rosara cuiyeta Ha

MOTWMBOT MMaaT NPUIMKa, HeCBEeCHO, Aa My ja wenHaT nopakaTa Ha Habrby4yBadoT 3a peaoT. He3aBncHO 04 BakBaTa MOXHa cTpaTeruja,

BHECYBaH-€TO Ha perynaTopHuTe gvjarpamy, BO nNocTaeBkaTa Ha uM3foXxxbaTa v BO HEj3VHMOT KaTaror, kako (6apem 3a aBTOpOT Ha OBOj

TEKCT) He3aBUCHW NMKOBHW peghepeHu, € BaXHO pelueHvie Oa ABe NPUYMHW - TWe HasWCcTWHa nocegysaaT NMKOBHa BO30yANMBOCT,

HyZA€jk1 Npy Toa onpeaefeHa NOHy4a 3a HUBHO BHUMATESHO MCHUTYBarbE M NpeTcTaByBaaT CBOEBUAHA nopaka BO LwuMLle 3a nomnaguTe

reHepauvv Kou He rv NpaKkTUKyBaaT, U He rv NO3HasaaT oWe MeToaW Ha paborta. Oa apyra cTpaHa, 6apem Ha HMBOTO Ha OBaa M3MoX6a,

TWe Ha NPOeKTOT My ja BHECYBAaT AUMeH3ujaTa Ha TpaHCNapeHTHOCT Ha AefoTo, Ha AefNOTO Kako pe3yNTaT Ha HeKOj NpOoLeC KOj, Ha HUBO

Ha Hekoja paboTHa NPeTNoCTaBKa, € rMaBHUOT AN KOj ce Hyau Ha pasrfieayBarse.

Beke cnomeHas aen o4 NpUuuHUTE 3a OTROYHYBarLE Ha NPOEKTOT. Ke Haseaam ywTe age:

- W NOKpaj cBOjaTa HaMeHcka yHKumja 3HaumTe Ha Myupocnae Mpyes NOcTojaHO 6apaaT Hekoja He3aBUCHOCT, Hekoja hopma Ha apTe-
haKT KOj ke 61ae camOCTOEH U HE3aBNUCEH BO KOHTAKTOT €O Habrby4yBaqOT, Ha HUBO Ha NPUMAPHOTO BNWjaHUe Ha hOpMUTE N HUBHUTE
AVUMEH3Wn, 1

- 3HauuTe, a 0CO6EHO OPHAMEHTUTE, CBOJOT KOHLENT rO U3BMeKyBaaT 0 HEeKOj OCHOBEH MOAEN UMK MOTUB, KakKo LWTO ce cneumduum-
paHu BO NereHauTe, KOj NOTOA ce MyNTUNNMUMpa W ce O6IIMKyBa Ha HajpasnuuHu HauyuHW. Bo ceojaTta yTunuTapHa dyHKLMja umane
Hekoja cocema nNovHakea hyHKLMja, BO KaTasoroT 3a U3noxxéara Tue ce BeKe camOCTOEH M3pa3eH eNeMEHT CO KOj ce MaHvnyvpa BO
oapefeH 6poj Bapvjauwm, a BO camuTe U3NOX6eHV apTedakTi Tue, HeBP3aHO OZ No3uuMjaTa 1 HaMep1Te Ha asTopOT, MOpaaT Aa ce
h1kcupaaT BO oapeaeHa hopmMa, BO MMKOBEH (haKT KOj NOHaTaMy KakO TakOB Ke OCTaHe HENpOMEHEeT U HENPOMEHVB.

3Hauyun 1 opHameHTH Kako NpOeKT (KOj BO OCHOBa e nogeneH Ha u3noxoba, apredakTv/gena/npocTopHa npeseHTauuja, u kaTanor/kHura)

ce Haora Bo NONeTo Ha4Bop 04 MeAUYMUTE, BO NPOCTOPOT HA NPOLWMPEHOTO NONe Ha yMeTHOCTa Kaae WTo MmeauymuTe (BO cny4ajos av3a-

JHOT 1 NKOBHATA YMETHOCT) NOCTOjaHO Nuaraat eAeH KOH Apyr, 6e3 Hekoja hvkcvpaHa nosuuuja. Hve He MoXam Aa rv goXvseam Kako

Av3ajH bMaejkn Toj NovHaky 61 ce Nnpe3eHTUpan 1 61 uMan cocema NovHakea yHKUM|a, a HMBHaTa IMKOBHOCT NOCTOjaHO pechepypa KOH

Apyrv coepy. Baksata gvHamuyHa npenfieTeHOCT rv npaev TOSNKy BO36yA/mMBn 3a pasrfiegysarbe. OTTaMy, ocTaHyBa 3a HeKOU Apyru

o6uaun ¥ MOXXHOCTYW, noTpebaTta Aa ce ogpean AMMeH3njaTa Ha NPOeKTOT BO KOHTEKCTOT Ha MakeoHcKaTa coBpemeHa yMeTHOCT.

Jinmwana Xpucroea / Liljana Hristova

Napucnae LiBeTkoBCKM: AUruTanta rpaguka

Ladislav Cvetkovski: Digital Prints
YmeTHuuka ranepuja butona, asryct 2005 / Art Gallery, Bitola

Pesonyunjata Ha HOBUTE TEXHONOrMM OBO3MOXW YMETHWKOT ga yyecTByBa BO
TpaHcopMauuja Ha oapeaeH KyNTypeH KOHTEKCT CO CTEeKHYBarbe W ynpaByBarbe
Ha WHhOpMaumMTe 1 co3aasarbe Ha HOBW NONMHA U DOPMKM Ha KOMYHUKaumja.

Bo nocneanvte geueHwv o4 ABaeceTTUOT BEK A0 AeHec ce clydysaaTt UckyyuTen-
HO 6p3y NPOMEHN BO Pa3BOjOT Ha ENEKTPOHCKUTE MeauyMu OCOBEHO CO MOXKHOC-
TUTE KOW 't Hyau KOMNjyTepoT.

MpomennTe ce pednekTpaaT BO NOCTOjaHaTa MEHMMBOCT U NpeHecyBar-e Ha A4eNoTo
BO €MIeKTPOHCKOTO ONKpy>KyBare. TO0a OBO3MOXKYBa He camO KpeaTuBHOCT BO NpoLje-
COT Ha cO3aaBarbe, TyKY ¥ MacOBHO Wvperse Ha AenoTo Ao rnobanHaTa ny6nmka.
fNlapucnae L{BeTkOBCKMW e rpachuyap KOj CEpVMO3HO M 04roBOPHO ce NocBeTyBa Ha
avrutanduTe Kpeauum BO KOM ce obuayBea Aa ja oxxuBysee OHaa ,aypa“ (marvjara,
AYXOT, aBTEHTUYHOCTA) Ha OpUrMKanoT KOja e u3rybeHa B0 MexaHu4kn n3paboTeH-
uTe Aena (kako wWTO Ke npeasuan Bontep benjamuH).

OcHoBHa npemWca Ha aBTOpOT € geka, “MO30KOT pa3mucilysa, a pakaTta camo ja
maTepujanuavpa naejata,”. 3a Hero KOMNjyTepoT NnpecTaByBa camO TEXHUYKO NOMa-
rano (anaTka) koe My OBO3MO>KyBa MHOry NOMecHO 1 NO6p30 Aa rv NOCTUrHe cakaH-
ute eekTn 6e3 ga KOpUCTU UHTepmeaMnjanieH NPemMyH co HeraTuBW WNW NNo4YM 3a
eTkare. CBeceH fAeka gurutanHaTta rpacuka BO NOTNOMHOCT ja MeHyBa KOH-

uentyanHaTa n BOO6MYaeHa rpadmyka pamka: (TpaguuMoHanHoT rpadyuky NMcT e Nagwcnag Lserkosckw, Nyana, 2005,
e/ieH aHasrloreH npyvkas 3a MOXHWTe Bapyjauuv 3a BOO6/MYyBarbe Ha KOMOpUTOT U [OMrTaneH oTnedvaTok
NuHujaTa, AoAeKa auriTanHarta rpacvika npectaBsyBa AMCKPETHO-ancTpakTHa ciimka Ladislav Cvetkovski, Scar, 2005, digital print
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Napgucnas UYserkoscku, Uarnen of nanoxobarta so Butona, 2005 / Ladislav Cvetkovski, Exhibition view, Bitola, 2005

KOja e koagupaHa 3a Aa 6uae nogeneHa BO 3aeAHUWITBO Ha NUKCeu), Toj ce obuayea Aa HanpaBu NOBP3yBarbe Ha NOBEKE KNacu4Hm
TEXHUKMN Ha Anabok nevaT n UCTUTE Aa M UCKOPUCTWN BO AUTUTANHUOT MYNTUNPUHT.

O6MKOT Ha YMETHUYKOTO Kpenpare CO HOBUOT ENEKTPOHCKU MeAnyM LIBETKOBCKM ro NpeTcTaByBa HA3 NOBP3yBarbe Ha ,CTapoTo” 1
LHOBOTO" NOUMarbe Ha NUKOBHaTa YMETHOCT CO BHECYBar€ U3BECHU HOBWHW BO coapxuHata. CTUNCKO-eCTETCKUTE U3pasHu onpe-
Aenbu nokaxysaaT cumbrosa nomery acoumjaTveHaTa anctpakuyuvja n HoeaTa durypauyuja, koja HU3 BUPTYENHU NpUBNAN HXA ro Ao6nu-
)KyBa UMarnHapHuoT CBET Ha aBTOpPOT.

Bo ancTtpakTHuTe - CTUNCKO NUKOBHU Npe3eHTauun TOj NpeHecyBa parMeHTU Of CEKOjAHEBHOTO ONKPYXXyBare KOW ro OTKpuBaat
MOMEHTANMHUOT EMOTUBEH CBET Ha aBTOPOT BO 0ApeAeH MOMEHT. KopucTejku ro cuMbonoT (3HaKOT) Kako aBTeHTUYeH Gener Ha con-
CTBEHVOT NIMKOBEH pakonuc, LiBeTkoBCKM co3faBa KpeaTuBHW pedinekcum Ha oTucouyuTe oA NpaucTopuckute newTepw, o MyTeH-
6eprosuTe oTucouym, na ceé Ao AeHec. Ha usnox6aTta Bo butona moxaT ga ce gudepeHuupaar ABe NIMKOBHU LEnNuHW: BO NpBaTa,
AOMUHMPAAT CTYAEHU KONOPUCTUHYKN TOHOBU CO MUHUMAIHW, HO e(PEeKTHN TONMWU aKLEHTU KOU ja oapeayBaaT XapMOHWYHATa CTPyK-
Typa Ha oapeZieHO eMOTUBHO pacnonoxenue. Bo gpyraTta yenuHa npeosnagysaaTt TONM TOHOBU KOW CE UCNPECEYEHMN CO YLITE NOTO-
NNy NUHeapHW (CNuparnHun) akueHTW, Kou acoumpaar Ha cyea urna. W Bo geeTe uyenuHm cumbonoT (paka) camo ce HaceTysa.
O6buayeajku ce aa rm npeHece cBOUTE rpahuyky UCKYCTBA, Of KNACUYHUOT HauuH Ha u3Beaba, A0 KOMNjyTepcka MynTunnvkaumja,
aBTOPOT rv 06jacHyBa CUTE MOXXHOCTU KOU M Hy AU HOBUOT MeAUyM, NPUTOA 3a4P>XXYBajKu ja aBTEHTUMHOCTA HA CONCTBEHUOT fIMKOBEH
pakonuc HU3 cuTe rpadnykn TEXHUKN.

Napgucnas LiBeTKOBCKW BEWTO pakyBa CO KOMNjyTEPOT U cO3AaBa CONCTBEHU UMAarMHauum Kou, CMECTEHU BO efeH KUOEPHETUYKN
NPOCTOp NECHO MOXEe Aa ce TpaH3WTupaaT HU3 uenvoT ceeT. [lurntanHaTa rpaduka Moxe aa éuae genoHnpaHa kako AokyMeHT (file)
BO KOMNjyTEpPOT U Aa ce NpPeHece eNeKTPOHCKWU, OJHOCHO CO Hea MoXKe NecHo n 6p30 Aa ce MaHunynuMpa BO CEKOe BpeEME.
ToaocTaBanpocTop Aa BepyBame Aeka oBaa uanoxba v natoT Ha Jlagucnas LIBETKOBCKM KOH NpolMpyBarse Ha rpaduykuTe TEXHU-
KW CO HOB MeAMYM (KOMNjyTepoT) Ke NpecTaByBaaT AONONHYyBakE U HOB YEKOP BO rpadmykarta npoaykumja Bo MakeaoHuja.
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Mapuka boysaposa / Marika Bocvarova

Metap Ma3ses: [lena co3afieHH BO nocnegHuTe aecet rogudu (1983-1993)
Petar Mazev: Works Created in the last Ten Years
My3ej Ha coBpemeHaTa ymeTHocT, Ckonje, 2005 / Museum of Contemporary Art, Skopje

[Buxeykarta ynora wro Hukona MapTuHOCKM ja Malle BO HaWeTO CMKapCTBO BO MpBaTa NOMOBWMHA HA MUHATWOT BEK, BO BTOpaTa ja
npesege, CO UCKNy4YMTEeNHa AOMUHATHOCT, MeTap Mases. Toj e egHa 04 OHWE NIMYHOCTY WTO yLWTEe HAa NOYETOKOT Ha cBojaTa Kapvepa pea-
rypawe 1 m npucaT HOBUTE ECTETCKM, HO U KYNTYPHO-NOMMTUHKN KOHUENTU. [JuHaMM3MOT Ha NPOMeHUTe BO TBOPELLTBOTO Ha Mases e
npuymHa 3a Bo3bygarta Bo cekoja cpefba co cnoxeHaTta TaneHTMpaHocT, co 6NecOKOT Ha HECEKOjAHeBHATa UHTYyWUMja Ha POAEH YMET-
HUK, Mako BO KOHKpeTHaBa npe3eHTauuja ctaHysa 360p 3a MOLIHE ceneKkTupaH npuoa.

MpBuyHaTa ngeja Ha aBTopoT Ha n3noxkbarta belwe Ha jaBHOCTa Aa uce NpukaxaT gena wro gocera He 6ea BNe3eHn BO rpynHuTe Unm
CamOCTOjHUTE MPEe3eHTUMN, 3aMUCNeH NPOoeKT KojwTo 6apa dnekcmbunHa MeToaonormja BO UCTpaXkyBareTo. [IpOMEHETUOT KOHUEeNT e
npousneseH, Npej ce, 04 KOHTaKTW Ha KypaTopoT co ceMejcTBoTO Ha Mases, koe nocegysa okony 100 gena HacTaHaTu BO nocnegHarta
AeleHnja Ha HeroeaTa CrmMKapcka akTUBHOCT. [oHy4eHWOT NoAHacNoB, FNaBHO rapaHTupalle Aeka Ke buaaT 3a40BONEHN cTaHgapavTe
Ha oabenexyBare Ha AELEHACKMOT Mpecek Ha onycoT. Ho, mpakTukaTa Ha 0BOj TN Ha M3Nox6w cekoraw Ao Kpaj He v gedbuHupa
KOHe4HWUTe ecpekTW. HampaseH e KoMnNpoMuc, KpajHaTa onpegen6a 6elle ga ce Npukaxar genaTa WTo ce HaofaaT BO HerosaTa hamm-
nmjapHa Kyka. MNpeTtnoctaByBaM Aeka BakBaTa ClvKa UMIMPECWBHO Ce HaMeTHana W ro MoTTUKHana HauYMHOT Ha KOHUMNUPareTo Ha
n3noxo6ara, co 6naropoAHa MHTEHUMjA TUE U NMoHaTaMy fa OCTaHaT, Kako CBEAOWTBO 3a aBTEHTUHHUOT aMOWEHT BO KOj Ce HacTaHaTu.
3Haum, onpaBaaHu apryMeHTH 3a cnoMeHaTaTa onpegenba noctojaT. Ho, Aa He ce 3abopasu geka TOKMy BO oBuWe roguHn Mases 3Haele
1 bewe pacronoxeH Aa oTyfyBa 3Ha4MTeneH 6poj o TorawHaTa HeroBa peLeHTHa npoAaykuwja, NOTKpeneHo co HeoduumjanHaTa esu-
AeHumja Mo NpuBaTHUTE KONEKLWW.

ey

Qpa oTeapar-e Ha n3noxbarta Ha Merap Mases Bo MCY, Ckonje / Petar Mazev exhibition promotion in MoCA, Skopje
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3a Hac noco4YeHvoT nepwos Mery
1983. n 1993. e MowHe 6uTeH. Toj
NOTTUKHYBa aHanuM3n BO KOW ce
nocTtaeyBaaT gUnemMuTe nomery Moa-
E€PHUCTUYKMOT acnekT Ha rneparbe
Ha OBWE OCTBapyBaHa, UCTOBPEMEHO
npeau3BuKyBaaT UHCUHYaLWN WTO HE
BOAAT KOH MNOCMOAepHUCTMYKaTa
Noruka Ha Heo-eKCNPecUOHN3MOT BO
ocymgecettute. Co Hea aBTOpOT,
cenak He 6ewe BUCTUHCKWU NOBP3aH,
HUTY CBECHO Ce ogpeaysawe 3a
cnvkapckata urpa Co eKCrpecyoH-
MCTUYKUTE MOAENW BO CaMUOT YMH Ha
n3pasyBaHeTo.
[onemuHata Ha Maases, cnopep
onwTo NpudaTennTe pedepenHum, ce
pednekTupa BO Toa WTO opmanHa-
Ta CcTPyKTypa Ha cnvkaTa ja ctasum BO
dyHKUMja HA UHAVBMAYANHUOT NoeT-
CKN UMnepaTuB, BO OHa KOe ja pes-
MMMpa noeTukaTa Ha CMMKOBHOTO.
Ce nokaxka geka Herosata yMeTHOCT
€ HEeroB M3pas, HEroBO WHTYWTUBHO
AOXuByBare. Toj rM cakawe Hemu-
pOT, 3aHECOT U ApamMaTa, BHECYBAjKu
Tparn M crnoMeHu Kou nebaat BO
manata cgepa Ha cBecta W BO
AnaboynHuTe Ha noTceecTta. Beyw-
HOCT, HeroBMOT 3aHec paceKkysa
(nopagn emoTuBHATa TeXWHa Ha
HEKOW eneMeHTapHW cocTojou) Ha
nonuba BO KOWM OrcTojyBaaT aH-
TOMMUTE Ha XXMBOTOT U cMpTTa. [lyxos-
HaTa eHepruja e noTeHumjanoT BO
CMCTEMOT Ha co3jaBarbe Ha con-
ctBeHn Buaun. Of TME NPUYUHM
emMouumTe, BHaTPEWHUTE NCUXONOL-
KW W eraucteHymjanHu cocTojom
MaseB ce ogpeau AUPEKTHO U CNOK-
Merap Mases, Bo uecT Ha cuH mu Koue, 1990, Macno Ha nnaTHo TaHo Aa rv uspasysa co NocpeAcTso
Petar Mazev, Hommage to my Son Koce, 1990, oil on canvas Ha KpeaTuBHaTa akuuja Bp3 MnaTHo-
T0. OcnoboaennoT rect ocTeapyea
Aedopmaumja Ha MUMETUYKUTE UKOHUYHU cbopMm (purypu unu noptpeTu). Ha 0BOj HAYMH TUe CTaHyBaaT HOCUTENU HA EMOLMOHANHNOT
13pas. [[opuNMBOTO HYYBCTBO HA XMUBOTOT HA WTO NOYMBA CeHKaTa Ha TpareawvTe, Ha TpayMaTCKUTE NCUXOMNOLWKK COCTOj6M, ce HaceTysa
BO AeNn 04 NPUKa>kaHUTe CMWKW, HaBpaKajkm Heé Ha MOMEHTUTE Bp3aHu 3a cemejHaTa cyabuHa, ryber-eTo TOKMY BO OBWE FrOAvHW Ha
HeroBMOT NOCTap CWH, cyabuHa WTO My ce NOBTOPYyBa NOCNe HEKONKY AeueHnn Kora cMpTTa Ha HeroBmoT 6paT ce ogpasu BO e4Ha oA
npeTxogxuTe dasun. Ho, Toraw Toj 6ewe Aaneky of eKCNPeCUOHUCTUHKOTO NaTETUYHO CeKaBarbe Ha peanHocTa.
TpaHchopmaymjaTa npeky apabeckuTe WTO ce CpeauuTe, NOTOYHO akLeHT BO NPeAn3BUKyBareTo Ha ApamMaTUHHUTE KOHTPAcTu ce CBOj-
CTBEHMN 3a ApYroTo Bpeme. Bo oBve cnvkyn BONYMEHOT HajHecTo ro CTeKHyBa CO rycTa panasa maTepuja, co NOBPLUMHM Ha ucTa 6oja (ypse-
Ha, XONTa, 3eNeHa, CUHa, HO U HeM36eXHOTO 6eNo 1 LPHO) WITO CMCTEMCKM Ce NoBTOpyBaaT U ce pUTMyBaar, 3a A4a ce npeaussvka Apa-
MaTUYHOTO Ha HenpasuNHUTE AedopMupanu urypm n noptpetu. BoobrnyaeHo ce noTeHumpaHi, 04HOCHO NPeaUMEH3UOHUPAHN EKCTPEM-
utetute u oumute. NPOCTOPOT Ha cnukaTta npectaHysa fa buae KnacuyHO perynupaH, efHoOCTaBHO MaTepujaTa Ha 6ojaTa e mpocTop 1
cBeTnuHa.
Bo upTexwuTe nuHujaTa e TeHka CO WTO e NOCTUrHaTO NojacHo AeduHupare Ha 06nNMyMTEe U HMBHaTa ekcnpecuja. PUTaMoT Ha NuHWMTE
BO BPTNOrOT HA KONOPUCTUYKUTE MHTEPBEHLMM CO UCTOBETHA BPEAHOCT OTKpUBaaT NOMHAKOB HA4YMH Ha BOCMpUMarse Ha genoTo. Cnopea
KapakTepucTUKuUTE LpTexuTe ogbenexysaaT nocebHa casa BO HeroBaTa yMeTHOCT. Taa 6apa npencnutyBare U BUCTUHCKO BEpUULN-
parbe M NpoHaor atbe Ha KOHTEKCT, BuAaejKu TUe ce MoWHe Aaneky o4 CypoBMOT CNMKApPCKM ,paduHMaH”, WTo Toj ro npak Tukyeawe. Jinyex
Bne4aToK € ieka nNpy apaHxuparbe NomManky ce pasmycnysalwe BO CMUCNa Ha Noronema HUBHa NPoCTopHa AoMUHALMja, Buaejkn cmeTam
AeKa TOKMy upTexuTe 6ea uMNepaTMBOT Ha BUCTUHCKOTO AOXXMBYBaHbE€ Ha OBaa ekcnosvyuja.
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Mapuka boysaposa / Marika Bocvarova

Bepuua KoBayescka: Yyewe fia ce cakaw ce6e cu / Verica Kovacevska: Learning to Love Myself
[anepuja Ha MKL, Ckonje, Hoemepu 2005

Ha HawaTa akTyesHa cueHa BeKe o4aMHa OTCYCTByBaaT NMPOEKTHU Ha MNaaun yMeTHUUM Koy 6u ja npean3Bukane BUCTUHCKaTa BO36y-
Aa. Ha camo 23 rogvnn Bepuua KosaueBcka 3ag cebe vima peanuavpaHo HEKONKY UHTEPECHU BUAEO NepOPMaHCK KOU BO TEKOT Ha
2005. umaBMe MOXXHOCT Aa v npocreavme Ha Hekonky MaHudecTauymm Bo Ckonje u Benec. MocneaHnoT HejauH nepdopmaHc BO
MKLI, Ckonje ro usseae co eaeH coucTmuupan npodecroHaneH npucTarn, NoTceTyBajkn HE Ha BUTANHOCTa Ha HawaTa cueHa, Ha
OHaa Koja 6ele CBOjcTBEHa Npes ABe AeueHWn Kora BO UCTUOB NPOCTOP Ce nojaBuja UMUHbA KOU NPpU KPajoT Ha ocymgeceTTuTe u BO
aesegeceTTute ce npocdunupaa Bo aBTopu pedepeHTHU 3a cnydyBarbaTta B0 MakegoHnja. Ha no4eTokoT Ha 0BOj Bek 3abenexxysame
MOMEHTU KOM MOXaT Aa npouseeAaTt HOBU MMMyricW, 0COBEHO CO nojaBaTa Ha YMETHULWUTE KOM Ce LWKOMyBaHW Ha akajemunte Hag-
BOp 04 HawarTa 3emja. KoBaueBcka e npea koja Ha YHusepauteToT MnumyT Bo Ekcutep, AHrnmja, ro ogépa oaaenoT 3a BU3yesnHu
YMETHOCTU CO TeaTap u nepcopmaHc.

Cnopepj OHa WTO HY o Npe3eHTUpaLLe gocera MoXxe Aa 3abenexume Aeka Taa ycnewHo rm ancopbupana efleMeHTUTe Ha oBue npak-
TWKK, 0COBEHO OHME KoM ce Hajbnucky Ao nepcopmaHcuTe Ha MapuHa A6pamMoBUK U Ynaj, Ha HUBHaTa cCUMBONMKA U PUTYyanoT Kako
rnaBHA KOMMOHEHTW, OA HEej3WHa CTpaHa CMOHTaHO MHKOPMNOpWpaHn BO 0BOj HacTan. CnyykaTa ce ofBuBaLlEe BO 3aTEMHET CKpaTeH
ranepucku NpocTop, a BO Hea NOYyBCTBYBaBME W 04PeAEeHN MOAeNn CBOjCTBEHU 3a NOCTMOAEPHACTUYKATA NOrMKa, Kako WTO Ce CUM-
ynayujata Ha oAHecyBareTO U BOBeAyBareTO Ha Hapauuja. [pouecoT Ha eKNEeKTUYHO CrojyBarbe Ha pasfniuyHu NoBp3yBarba BO
n3pasyBarbeTO U OAHECYBAHETO U3rneja Kako efHa MOHTa)ka Ha NoeAUHEYHN CTPYKTYPU CO NApOAWCKW acnekTh Ha cnydyearbara.
TunnyHO 3a Hea e roBopoT BO MPBO NULE, BO CMACNA Ha NOBTOPYBaHeTO Ha hpasu (Ha npumep BO YeTupuTe BUAEO neptopMaHcu
oa 2003.: Mopam ga 6ugam cepnosHa, Mopam ga bugam yucta, Mopam ga 6ugam y6asa v Mopam ga 6upgam cpekHa) WTo Hajek-
CN/MUMUTHO Ce o4pasn BO OBOj NepdopMaHc, HapedeH Yuere ga ce cakaw cebe cu. Bo HEro Taa Kako yMEeTHUK € akTep, akTep € Bo
AejcTByBareTO U BO OpraHusauuja Ha akymire. iHaky npu NnpBUOT KOHTaKT CO OBA AENI0 WTO € U CEerMeHT 0f KOMMNMEKCHWUOT MPOEeKT,
narneaa Kako noctaeka og neT upHo-6env aurutanku doTorpacdun BMETHATH BO OCBETIIEHN KYTUW, Ha KOU € OCTBapEH AWjanoroT Ha
Ase nuua (HejanHn NOPTPeTH) WTO UCTO Taka anyavpa Ha gujanor co ConcTeeHoTo Jac. BeywHocT, HejanHaTa ngeja e Bo e4eH Takos
npouec Aa ro npeawsBuka MYHUOT KOHMMKT, Kako concTBeHa pednekcuja, kako cebe npudakarbe, cebe mpasere. Toa ro
[OCTWUIHyBa CO Hajpa3/MYHNTE recToBW Ha NWLETO, NPeAU3BUKaHN O CNOMEHATUTE NMOPMBK, HO U KaKO peakuuja, 04HOCHO oAberHy-
Barbe Ha MyNTUNAMUMParbe Ha MAEHTUYHN TNeTKW. BTOPUOT cerMeHT e 3ByKOT KojwTo 6ele nponsseAeH CO KpLieHe Ha CTak/o, eHep-
TUYHO TPONare Ha SMAOBUTE (NaHoaTa), Kako U HajpasfIMyHATE KPUUM LITO Taa M Npon3eeayBalle Ha Nvuye MecTo, a Ha MOMEHTU U
nojaeaTa Ha pakaTa Wnm Hej3VHOTO JihLe HU3 ManuTe OTBOPW A0 NOAOT, CO Uen Aa NpeansBuka v gpyra AUMEH3nja Ha HUBO Ha LLOKU-
parbe Ha nybrvkata. CeTo oBa 6ewe BO (hyHKUMja HAa KOHLENTOT Ha BUCTUHCKO BOBEAyBare U KOMMNIeTparbe Ha A0XKMBYBaHETO.
MpoekToT cnopea KoBayeBcka € HaCcOYEH KOH NOTEHLUMparbe Ha HEKOM 60KW, KOW ce NPOM3Ne3eHn 0f COCTOjUTe BO ONWTECTBOTO,
Of, HOPMUTE LWITO TOA HU MM HameTHyBa. Ho, npeTnocTaByBam geka Taa He € AOBOJIHO CBECHAa AeKa BO 0BOj NnepcpopmaHc noeeke ja
A0XXMBEaBME NO3WTUBHATA EHEPrUja, HEj3NHUOT CTENEH HA MOK KOJWITO HE Camo NMPEKY YUHOT Ha NPeAN3BUKaHUTE 3BYLW, TYKY U NPEKyY
HEj3VHNOT COMNCTBEH MK Ha NpedmrHeT HauuH ja TpaHcdepupa oBaa eHepruja. Taa ecteTckaTa KOMMIEMEHTAPHOCT ja NMPeTBOpU BO
€NeMeHT Ha urpa.

Bepunya KosaveBcka: Yuerse Aa ce cakauw cebe cu, DoTo getan / Verica Kovacevska, Learning to Love Myself, photo fragment
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Buonera KuHr

JAZZ FM 1008

KoHuentoT Ha JAZZ FM 100.8 6ewe kpevpaH Bo cpuyeTo Ha L1e30T — New York City. Tamy, BO TEKOT Ha HUBHWOT 12-roAueH npecToj, OCHO-
Ba4uTe Ha Jazz fm rv npoy4uja HajgobpuTe jazz paguja: WBGO Bo Newark, New Jersey u WKCR New York City. He e npeTepa+o aa ce kaxe
[AeKa oBMe cTaHiLM ja eMuTyBaaT HajgobpaTa Lie3 nporpama Ha CBETOT.

McToBpemeHo, ocHoBauuTe Ha Jazz fm rpagea npogpecmoHanHm ogHoc co My3nyapuTe Kou ja kpevpaa ynTpamogepHaTta downtown cuena.
OsWe ogHocK ce 3auBpCTuja Co CHUMarbeTo Ha okony HesepojaTHu 1500 koHuepT Ha MecTa kako Knitting Factory, Roulette, CBGB's Gallery,
The Cooler, Wetlands, Nuyorican Poets Café, Tonic u peguua apyrv antTepHaTVBHM nokaLmm Kow ja NnoaapxkyeaaT oaa cueHa. Osve CHUMKKY
oCTaHaa Kako Aen o yHukaTHaTa Jazz fm apxuBa. Hekov o HMB ce u3aaeHn of, CaMoCTOjHU U34aBadku Kyku kako Eremite, Aum Fidelity,
No More records, Boxholder, Cadence v Knitting Factory.

Jazz fm 100.8 3a nps naT ce Nojasu Bo eTepoT Ha 16 okTomepy 1998. Cnegea WecT Meceum ekcnepvmeHTanHa nporpamMa, a notoa 3anoyHa
1 yTpWHcKaTa nporpama, fo4eKa eceHTa uctaTa roguHa Nnporpamata 6eLue npolumpeHa 4o BeyepHUTe Yacosu. Bo gekemspy 1999, co ocu-
mjanHaTa npoMoLumja Ha paauoTo, 6eLe HajaBeHo NpoLuMpyBarbe Ka NnporpamaTa. MefyToa, kora pagvmoTo ro 06U TajM-LUepUHr CTaTycoT, 04
asrycT 2000 go HoemspW 2004, ce npeceye OpurMHanHWoT NNaH 3a LenocHO nNpolMpyBearbe Ha Nporpamara.

Co pobuearbeTo Ha 24-4acoBHa KoHLieCcHja PaAnoTo Kako Aa 406U HOB MPOCTOP 3a L)e30T BO Make4oHCKMOT eTep U BeAHall NoYHa co noa-
roToBka Ha HoBu Nporpamu. BebcajToT www.jazzfm.com.mk ce gu3ajHupalue Bo anpyn oBaa roauHa, LWTO UM OBO3MOXKM Ha rbyouTenuTe Ha
11e30T Haasop of Ckonje n Peny6nukaTa ga rv cnywaat nporpamure emutysany Ha Jazz fm 100.8.

Og camuoT nodeTok, Jazz fm e akTuBeH BO CHUMareTO W NpoAyKuvjaTa Ha MHOry TaneHTupaHu nyfe Bo Makegonuja, kako CUMoH
TpnyeBcku, na MakepgoHckaTa gvnxapMmonvja, KamepHuoT opkecTap Ha Mysudka Mnagvka Ha MakegoHuja, rpynute Cuntesuc, Cer,
®ontuH, T.6.Tpadepw, Two Sides, MnaH b, Wild Bunch, MoHacuTe og MaHacTupoT Buropcku, kako u HalmTe CBETCKWU peHoMWpaHu Lies-
My3udapu Tonn KutaHoscku, 3opaH Mayvpos, Nopru Lapecku n Tp1oTo TasUTjaH.

Papgvo Jazz fm ke ja npogonxu ceojata akTUBHOCT BO MAHWHA,
CO cunHa NoAAapuika Ha OBWe yMeTHWUM BoH M Bo eTepoT. Co
3acvneHa TUMCKa akTMBHOCT Ha oBWe My3udapw, Jazz fm ke
NoMorHe Bo rpaZier-eTo HOB LiIEHTap 3a My3vikaTa Koja ro 03Hauum
MMWHaTUOT BEK.

NPOTPAMW

Hajambuumo3HaTa nporpama o AeHec € u HaTamy ocTaHyea
KaKO KOHCTaHTHa 3anoxba WctopmjaTa Ha Le30T, NPE3EHTU-
paHa Bo 52 env3ogu KOW Cekoja Hegena ofaTt BO ABOYaCOBHM
NpUNo3n BO XPOHOMOLLKN pegocnes, NoYHyBajKu o4 pas3sojoT v
CTUNOBUTE Ha OBaa My3nKa O/ )KETBEHUTE NecHW [0 AeHeLWHoT
[€EH.
MporpamaTta KOHLIEPTHU NMEHTH, CHIMEHN BO VB0, C€ KOMEp-
uujanHo HegocTanHu.
PegosHvoT npunor 3a ayauodunure e cokycvpaH Ha anbym
KOj Ce u3aBojyBa Of, APYruTe U e GUTHO pen3faHvue MnuM HoB
avick. OBaa emucuja uMa NeTMUHYTEH KOMEHTap npeg Aa bvae
npeTcTaBeH anbyMoT BO LUENOCT 6e3 NPeKWH.
2 4 h ours | n t o th e h o t' Lle3-npodmnu e TpuyacoseH TEPMUH KOj ce hokycvpa Ha aen
g MW Ha LenaTa kapvepa Ha Lje3-My3udap og nocebHa BpeaHoCT.
Bo caMo Tpu Yaca ce oTkpvea HeroaTa/HejauHaTa Guorpachia,
1 NapanenHo ce npocneaysa HeroeaTa/HejavHaTa guckorpadu-
ja, koMnNneTpajkv ja cnukaTa npeg cnywatenoT. MNMoyHa co Count Basie (roguHute 3a Decca), Art Tatum (Tpvo v rpynHu pemek gena), Bud
Powell, Max Roach, Clifford Brown, Joe Henderson (roaunute 3a Blue Note), Horace Silver, Stan Getz, Mies Davis, Oscar Peterson, red
Garland, Dexter Gordon uTH.
CepvijaTa F'onemute Komnosutopu v npetctasyBa GpakaTa [epwsWH, UpeuHr bepnvH, Koyn lMopTep, [jyk EnvHrToH, Llepom KepH,
Poiepc, XapT, Xaponag ApneH n ceaym Apyrn KOMNo3uTopy Kou npeky 6poABejCcKUTE Mjy3UKv 1 XONuBYACKWU (OMNMOBY HENOBTOPNMBO 1
nocTaBuja TeMenuTe Ha nonynapHaTta necHa Bo 20-0T Bek. OBWe KOMNO3UTOPY U TEKCTONWUCUM C€ NpPe3eHTUpaH BO TPMYaCOBEH Npwnor
npexy MHoryTe HesabopaBHu LJe3 n3Bea6m 1, ce pa3bypa, co Npuno3u og HUBHUTE Buorpadum.
Lle3-uHcTpymeHTanucTu e nporpama okycvpaHa Ha NoegvHeuHn WHCTPYMEHTW, OAAENHO KnapyHeT, Tpyba, anTto U TeHOp CakCodOoH,
ruTapa, knaeup, koHTpabac v TanaHu. OBa e oA4nvyHa NpuvKa cnylwaTenuTe aa ce 3ano3HaaT co Haj3acTaneHUTe MHCTPYMEHTU BO LIE30T U
nyfeTo Kow rv ceupar.

' Fa 100.2




Next to Silence, cekoja cpeaa Bo 19 yacoT, emucuja BoaeHa oa [parop MNMuma, npeTcTaByBa ABOYACOBHA pamka 04 HajaobpoTo U HAjJHOBOTO
op n3pasadkata kyka ECM Bo Tematcku chopmat. EMucunTe ce nocBeTeHn caMo Ha eAeH YMETHUK, AyeTW, TpUa, Kako U CHUMKU CTPUKTHO
oaHoBaTacepuja Ha ECM. HakpaTko, yHukaTtHata ECM ecteTuka e geMoHCTpupaHa 04 CEKOj MOXXEH aron BO env3oauTe Kou cnegar.

B ueTBpTOK BO 19 YacoT oAy eMucuja Ha aHrMMCKWM jasuk npeseHTupana of Tepu Kanucku. JAZZ FOLK e ABoYacoBHa nporpama co eknek-
TvudeH n3bop Ha My3uka Koja ce upnu og 6nmckocTa Ha Les/donk Tpaguumjata. Hyfejkm amepukaHcka U eBporncka My3uka Koja € co jacHu
KOP€eHW BO Lie3-cdepaTa, Npe3eHTUpaHn ce TeEMU 04 YMETHULM Kou rv ondakaar Lie3-hopmnTe Ha NocrnoboAeH HauvH.

HepennoT TepmuH Bo 20 YacoT e pesepsypaH 3a HajoncexxHara My3uuka npeseHTaumja, Koja ja Hyaume Bo AsoqacoseH npusnor. Osaa
emuncnja 6e3 rpanmuym, coogeeTHo HapedeHa SPACE IS THE PLACE, e npesentupana oa Bnagnmmp JNasapocku. OqekyBajte Mysuka co
CUNEH WAEHTUTET U peneBaHTHOCT. Jazz fm e npukasHa 3a HA4YMHOT Ha KOj XXMBeeme AeHec. AKO He crywaTe paguo, CUrypHO CTe noMarnky
4osek. AKo He cnywaTe Jazz fm umaTte npobnem.

Violeta King

JAZZ FV 100.8, SKOPJE

The concept of the radio Jazz fm was created at the heartbeat of jazz — New York City. The founders, during their 12 years stay there
studied some of the best jazz radios: WBGO in Newark, New Jersey and WKCR in New York City. It is not an exaggeration to say
these radio stations produce the best jazz programmes in the world.

At the same time, the founders of radio Jazz fm Skopje were building up professional relationship with the musicians who created the
ultra modern down town scene. This relationship was solidified by recording 1500 concerts at places like Knitting Factory, Roulette,
CBGB's Gallery, The Cooler, Wetlands, Nuyorican, Poet's CafE, Tonic and dozen of alternative venues that support this scene. These
recordings remain as part of the very unique Jazz fm archive and some of these have been released by independent labels like
Eremite, Aum Fidelity, No More Records, Boxholder, Cadence and Knitting Factory.

Radio Jazz fm 100.8 for went on air for the first time on 16 October 1998, followed by six months experimental programming. It then
started with morning programming and in the autumn of the same year the programs carried on through till the evenings. When the
radio got time sharing status in August till November 2004, the original plan was crippled.

When Jazz fm got the 24 hour concession, it got more space for jazz in the Macedonian air and it started with the preparation for new
programs. The website was designed in April this year, which enabled the listeners out side of Skopje and R. Macedonia to listen to
Jazz fm 100.8.

From the very start, the radio station has been involved with recordings and productions involving many talented musicians in R.
Macedonia like Simon Trpcevski, Macedonian Philharmonic Orchestra, bands: Synthesis, Seth, Foltin, T.B.Tracheri, Two Sides, Plan
B, Wild Bunch, Monastery Bigorski - monk’s vocals and the world renowned jazz musicians Tony Kitanovski, Zoran Majirov, Goragi
Shareski and the Trio Tavitjan.

Radio Jazz fm will continue on this path with this activity in the future, with the strong support from these artists on and off the air.
With this team support of these musicians, Jazz fm helped in building up a new music centre which marked the last century.

PROGRAMS

The most ambitious program up-to-date is still The History of Jazz, presented in 52 episodes, which in two hour slots, every week
demonstrates in chronological order the development and styles of this music from field holler to the present day.

The program Concert Tapes is recorded live and commercially is not available.

The regular program For the Audiophiles focuses on a record that stands out and it is significant reissue or new release. This show
has 5 minutes commentary before it plays the entire record without interruption.

Jazz Profiles is a three hour program that focuses on a part or the entire career of a jazz musician of worth. In three hours time
his/her biography is uncovered, and in parallel feature his discography completing the picture for the listener. it started with Count
Basie (the Decca years), Art Tatum (trios and group masterpieces), Bud Powell, Max Roach (first half), Clifford Brown, Joe Henderson
(the Blue Note years), Horace Silver, Stan Getz, Miles Davis, Oscar Peterson, Red Garland, Dexter Gordon, etc.

The Great Composers series present the Gershwins, Irving Berlin, Cole Porter, Duke Ellington, Jerome Kern, Rodgers and Hart,
Harold Arlen and seven others composers that unmistakably created the popular song in the 20" century. This program presents these
composers and lyricists in three hour presentation through the many memorable jazz performances and of course, a healthy break-
down of their biography.

The Jazz Instrumentalists is featured in episodes, focusing separately on the clarinet, trumpet, trombone, alto & tenor saxophones,
guitar, piano, bass and drums. This is a great opportunity for the listeners to be introduced to the most featured jazz instrumentalists
and the people that made them stand out.
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Next to Silence, every Wednesday, at 7 pm, is anchored by Dragor Pima. He presents in two hour frame the best and latest from the
ECM label in a theme format. The shows are dedicated to one artist only, duos and solos as well as recordings strictly from ECM New
Series.

On Thursdays at 8 pm, features a show in English, presented by Terry Kaliski. Jazz Folk show is a two hour program presenting an
eclectic choice of music which draws on the closeness of the jazz/folk tradition. It offers American and European music which is firmly
anchored in the jazz sphere, presented with tracks by artists who embrace jazz forms in a looser way.

Sunday at 8 pm is reserved for the widest ranging music presentation, offered in a two hour slot. This no barrier show appropriately
called Space is the Place, presented by Vladimir Lazaroski. Expect music with strong identity and relevance to the way we are living
now.




MY3EW U TANEPUA

MY3EJ HA TPA[ CKOMJE
MuTto Xayu Bacunes-JacMuH,
n.g. 93
Ten(02)3114-742/3115-367
1000 Ckonje

HU-YMETHUYKA TANEPUJA
Kpywescka 1a, n.g. 278
Ten(02) 3133-102

akc:(02) 233-904

1000 Ckonje

YADTE AMAM

Crapa vapwwja
Ten.3227-986/3233-763
1000 Ckonje

MY3EJ HA MAKEJOHWUJA
Kypuucka 66, n.d.74
Ten(02) 3116-044
dakc:(02)116-439

1000 Ckonje

KYNTYPHO MHOOPMATUBEH
LIEHTAP

Mowa Mujape 66, n.cp.589
Ten.(02) 3230-206/3115-679
1000 Ckonje

MNAQUHCKW KYNTYPEH
LIEHTAP

Kej Qumutap Bnaxos 66
Ten.(02) 3233-401/3115-225
1000 Ckonje

HY-MY3EJ HA COBPEMEHA-
TA YMETHOCT

Camounosa 66

Ten.(02) 3117-734 (35)

dakc: (02) 389-91/ 11 01 23
1000 Ckonje

FANEPUJA - CANTOH HA
anym

Kej 13 Hoemspu 66
Ten(02) 3211-533

1000 Ckonje

FTANEPUJA KO-PA

[lom Ha KyntypaTa Kou4o PayuH
Bermbko Bnaxosuk 66

Ten.(02) 3233-739

1000 Ckonje

FANEPUJA OCTEH
MepoH Ha CtapaTta
XKenesHudyka cTanuua
Ten. (02) 3236-235
1000 Ckonje

NPUBATHUW rANEPUN

KA®E FANEPUJA CTOBU
Kej, 13 Hoemspu“ 66, I'TU
Ten.(02) 3233-972

1000 Ckonje

FANEPUJA AHUMA

Kej ,13 Hoemspu*“, aHekc UB/2,
Ty

Ten.(02) 3233-149/3233-147
1000 Ckonje

AEPO MTANEPUJA
OumuTpuja Yynoscku 2
Ten(02) 3115-333, 1000 Ckonje

FANEPUJA PA

WBo flona Pubap 94/2-4
Ten. (02) 5258-146
1000 Ckonje

FANEPUJA ONMNBEP
Axkapcka 31
Ten.(02) 3074-300
1000 Ckonje

FANEPUJA CENEKT
Byn.Maptusancku Oppeam 31
TPl .UenTap Byrakosey,
Ten.(02) 3110-319

1000 Ckonje

FANEPUJA ABAKYC
ATU Masposka
Bynloue flendes
Ten.(02) 3236-278
1000 Ckonje

HAUWMOHANHA FANEPUJA
XAPOA

Ty Npuzemje

Ten.(02) 3236-640

1000 Ckonje

FTANEPUJA MOHET
Jlokos 8

Ten.(02) 3064-853
1000 Ckonje

FANEPUJA CAMYUN

TU KanuwTey nok. 23

Bacun [Fopros 66

ten. (02) 3235-553, 1000 Ckonje

TANEPUJA EN M'PEKO

[Name Mpyes (TL Manoma BjaHka)
Ten. (02) 3234-242

1000 Ckonje

AHTUKBAPHMUA AMUHTA
Kej 13 Hoemspu
1000 Ckonje

MUSEUMS AND GALLERIES

MUSEUM OF THE CITY
Mito Hadji Vasilev-Jasmin,
p.f.93

tel.(02) 3114-742/3115-367
1000 Skopje

ART GALLERY
Krusevska 1a, p.f.278
tel.(02) 3133-102
fax..(02) 233-904
1000 Skopje

CIFTE AMAM

Old Bazaar
tel.(02)3227-986/3233-763
1000 Skopje

MUSEUM OF MACEDONIA
Kurciska bb, p.f.278

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

1000 Skopje

CULTURAL-INFORMATIVE
CENTRE

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

YOUT CULTURAL CENTRE
Kej Dimitar Viahov bb
tel.(02) 3233-401/3115-225
1000 Skopje

NU-MUSEUM OF
CONTEMPORARY ART
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 Vlahovik bb

tel.(02) 3233-739

1000 Skopje

GALLERY OSTEN

Peron na Starata Zeleznicka
stanica

tel.(02) 3236-235

1000 Skopje

PRIVATE GALLERIES

PRIVATE GALLERIES

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

1000 Skopje

GALLERY ANIMA

Kej “13 Noemvri",aneks
IV/I2,GTC

tel.(02) 3233-149/3233-147
1000 Skopje

GALLERY AERO
Dimitrija Cupovski
tel.(02) 3115-333, 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) 3236640

1000 Skopje

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
Dame Gruev (TC Paloma
Bjanka)

tel.(02) 3234-242

1000 Skopje

ANTIQUE AMINTA

Kej “13 Noemvri"
1000 Skopje
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