CITVEGCARNVME SR BASYEINI RN ¥Y¥METRHOUOGTW Op.rlo

H T IR

ENSEIGNENENT AGRICOLE TRRREENA

LES ANIMAUX DE LA FERME

CHRYSLER

CITROEN2CN SIMCA RENALEFIL

9906



MAKEOOHWUJA



/
V 4
1 /
4
.- Al /
9 /
P
&Aj“‘. Mf?fﬁﬁ A
Pv‘te‘ Vo
v ' ‘l‘ £ A SLAARA "’ﬂ"
¥
b (!Mfﬁeprm&w*f A"";f |
P \ 4 (: " i
/s s #gr& /& n
, |
/ |
: |
/
|
, !
/
. 7/
i
; 7/
V 4
s 53

| Jﬁwﬂe{ i W&, Hﬂ




Was ist dad

Eme Kunst7 Eine Philosophi
- ~ Eine Feuervers

Oder Staatsr’ellglon

* 151; dada wwk iche 4 n

mle: 1st Bs KG" Ga]’"lc

al




R R R ——",

S g—

orENN AT ONNe ra xno 7-8,

Mpawarbata 04 npeTxogHaTa cTpaHuua: wro e JANA? YmeTHOCT?
dunococuja? Monutuka? EHepruja?... nocTaseHo BO BTOPUOT 6poj
Ha cnucaxueTo Der Dada (1919, BepnuH) ce BO TecHa MeHTanHa
MOBP3aHOCT CO KOHUEeNTyanHaTa yMeTHOCT, TemaTtcka onpegenta
Ha 0BOj 6poj Ha [0/1eMOTO CTaK/o.
MpBOTO “HECepuo3HO” U HarnaceHo MHTepHaUMOHaNHO ABWXerbe
BO MCTOPUWjaTa Ha NMKOBHATA YMETHOCT BO OBOj BEK - pac4eKopeHo
Mefy ABa KOHTUHEHTU - € HeCOMHeHO Aaaau3MmoTr. HerosuTe
NPOTAroHUCTU NPBY APACTUHHO M0 AEKOHCTpyupaa TKUMBOTO Ha
BaXKEYKUTE NIMKOBHU KOZ4OBW. Tu m ... HAa [lnwaH e NoMnesHo
36orysarbe co CesaH ¥ CO TpaguUMOHaNHUTe NIMKOBHW obenexja
(nepcnekTuBa, 6oja, chopma) 3atoa WTO “Aajga ro npercrasysa
xwuBoToT” (Dada qui represent la vie). “Bepbannute ready-made (Oh!
Do shit again! Oh, douche it again!; La Belle Haleine...) Ha apyr Ha4uH
rv BknydysaaT 6ykeute “6e3 ga 6uaat nutepatypa’, O4HOCHO
GpojkuTe, “6e3 ga buaat matematuka” (Soll LeWitt).
AHTU-eCTEeTCKUTE NOoCcTanku , NpoWwupyBabeTo Ha NoneTo Ha
AejcTByBarbe, MAeaTCKOTO HaMeCTO (hM3NYKOTO (hOpMynMparse Ha
npeTcTasuTe, ro 3ronemysaar AujanasoHoT Ha AOMUPHUTE TOYKK
mefy 4aaausmoT OA NPBUTE AeUeHWV Ha BEKOT U KoHUenTyanHaTta
YMETHOCT Of LUeeceTTuTe n cegymaeceTTuTe.
MocneaHasa, 04 HEj3UHUOT reHEeTCKM TaTKo [luwaH Ao AeHec (Kako
Heo-KOHUenTyana) ce npoBNekKyBa HU3 OBOj BEK Kako
HajHepac4ucTeHa UHTpUra, Kako “HeaasplueH” 1 Hukoraw AOKPaj
jacHo AeduHMpaH NpoekT. TeMaTKoTo hoKycupatrse Bp3 Hea Hema
NpeTeH3uu 4a ro 3asBpluK OBOj MPOEKT, TyKy 3a nps naT BO oBaa
cpeavHa aa ro obmucnu oBa npawarbe, Aa COOMNWTU HEeKou
corneabu, ocobeHo Ha TepeHOT Ha MakefoHuja, KagewTo Taa
3a70UHeTO 1 hparMeHTapHo ce jaByBa , BO MHOTy HEBOOOGUYaeHu
BapujaHTV Ha AUCKYPCOT U CO UCTO TONKY pasnuyHn npuctanu/
TONKyBara 0f CTpaHa Ha Kputudapute. HejauHute obmucnysarba
ce npeTtcrasysaaT BO (hnynaHa u meka copma, Koja AenymHo
[0NMpa HeKOoM CYLUTUHCKW KOHOTaUuW Ha NnaHoT Ha uAeaTckoTo,
HO eAHOBpPeMeHO ce oTyfysa oj npeaTta , “npumapHaTta
WHchopmauwmja”, HezasucHa 04 MOPONOWKOTO TeNo Ha Aenoto. He
UCTYLWITarETO O paka 1 o4 norned Ha (huan4kocTa Ha AenoTo v
HeMaH-eTO Ha COOABETEH U CUHXPOH KOHTEKCT 3@ passoj, He MoXxea
Aa 1 Ao3BonaT Ha MakejoHcKaTa yMeTHOCT Aa 3e 3adatu co
NOEeKCTeH3UBHU, NopagukanHu u nocmeny aeduHuparba Ha
KOHUeNTyanHuTe nocTanku.
Op Apyra cTpaHa, jasukoT ,Kako yMeTHUYKW matepujan
npedepupaH o4 NpUBP3eHUUUTE Ha KOHUenTyanHaTa yMeTHoCT, e
BO KOHEKLWja CO ja3uKOT Ha BUCOKATa TeXHOMorvja Ha cerawHocTa.
Ron Herron (Archigram), Antoni Muntadas, Mullican, Eva
Wohigemuth, Andreas Baumann, “Jodi", Herve Graumann, ja
NpoAoKyBaar (NMpeKy CTaTUCTUKKM, TEeCTOBW, KApTOTeKU 1 Apyru
UCTpaXKyBatba Ha efIeKTPOHCKWUOT MO30K), noTpararta no HoBuTe
chopMu Ha jazuyHUTe “CNuKK’, BRerysaaT Ha Apyr Ha4vH BO
HEBUANMBUTE MOjaBM HA HaykKaTta W BOOMWTO Ha CBETOT, Kako
KOHTUHYWTET Ha CMIOTEHOCTa Ha aAancTute Co HemaHugecTHaTa
CTpaHa Ha XuBOTOT.

Corba Abayvesa
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The Large Glass
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Questions from the previous page: what is
DADA? Art? Philosophy? Politics? Energy?... put forward
in the second number of the magazine Der Dada (1919,
Berlin) are closely mentally connected with the concep-
tual art, the thematic specification of this number of the
Large Glass.

The first “not serious” and accented international
movement in history of fine arts of this century - stretched
between two continents - is, no doubt, dadaism. Its pro-
tagonists first drastically deconstructed the tissue of the
then valid codes of art. Tu m'... by Duchamp is a pompous
farewell to Cézanne and to the traditional artistic mark-
ings (perspective, color, form), because "dada represents
life" (Dada qui represent la vie). The verbal ready-mades
(Oh! Do shit again! Oh, douche it again!; La Belle
Haleine...) in different way include the letters “without be-
ing literature”, i.e. the numbers, “without being mathemat-
ics” (Soll LeWitt).

The anti-aesthetic procedures, expanding the
field of action, ideational instead of physical formulation of
notions increase the diapason of the contact points be-
tween the dadaism of the early decades of this century
and conceptual art of the 1960’s and 1970's.

The latter, from its genetic father Duchamp till
today (as neoconceptual) slithers through this century as
the most unexplained intrigue, as “unfinished” and never
definitely clearly defined project. Its thematic focusing has
no ambitions to complete this project, rather for the first
time in our country to elaborate thoroughly this question,
to inform about some considerations, particularly on the
territory of Macedonia, where it has appeared somewhat
late and fragmented, in many unusual variances of the
discourse and also with so different approaches/interpre-
tations by the critics. Its elaborations are presented in fluid
and soft form, which partially touches some essential con-
notations on the level of the ideational, but at the same
time is alienated from the first, “primary information”, in-
dependent of the morphological body of the work. Adher-
ing and concentrating tightly on the physique of the work
and the absence of corresponding and synchronous con-
text of development prevented the Macedonian art to treat
more extensive, more radical and more daring definitions
of conceptual activities.

On the other hand, language, being the preferred
material by the adherents of conceptual art, is connected
with the language of the hi-tech of present times.

Ron Herron (Archigram), Antoni Muntadas, Matt
Mullican, Eva Wohlgemuth, Andreas Baumann, “Jodi",
Herve Graumann follow up (via statistics, tests, files and
other researches of the electronic brain) the quest for new
forms of the language “images", penetrate differently into
the invisible manifestations of science and generally of
the world, as continuity of the closeness of the dadaists
with the hidden side of life.

Sonia Abadjieva



Tema
Theme:

KoHuenTyanHaTa yMeTHOCT Mefy aHTuyunauujaTta Ha ugHuHara
1 PEKOHCTPYKUMjaTa Ha MUHATOTO?

Conceptual Art between the Anticipation of the Future and the
Reconstruction of the Past ?

theHoMeH Ha nNpevcnUTyBarbe Ha NPUPOAATa Ha YMETH
weeceTTUTE U CeAyMAECETTUTE HA CBETCKAaTa CleHa
Valentino Dimitrovski: Conceptual Art as Phenomenon of Re-
examining the Nature of Art in the Sixites and Seventies on the

World Scene
TS
D-p Heb6ojwa Bunuk n Bojax Ueanos: Oa6n

KoHuenTyanHaTta ymeTHocT (MakeaoHuja) eﬁ z
D-r Nebojsa Vilic and Bojan lvwmlons of the Concep-

BanenTuHo AlumuTtpoBcku: KoHuenTtyanHaTa ymeraos&

A-p Bnagumup Benuukoscku: OparmeHTapHu
D-r Viadimir Velickovski: Fragmented Values

tual Art, the Macedonian Artistic CRET(F]
Coma Abayuesa: [lywan MepynHKOB - MNpecTpyk
He-npegMeTHocTa &. 2
Sonia Abadjieva: Dusan Percinkov - Restructuralization of the
Non-Objectivness

INazo Nnaeescku; Tuto - Byxek 4 8
Lazo Plavevski: Tito - Buzek

Mapuka BousapoBa: borgaH Mpabynecku u
BnaxeBcka-nocTKoHLUeNTyanHa npakTuka 1
Marika Bocvarova: Bogdan Grabuleski and Violeta Blazevska-
Post-conceptual Experience

Cysana Munescka: KoHuenTtyanHaTa yMeTHoC

Suzana Milevska: Conceptual Art versus Aesthetic

KoHua NMupkoBcka: TekcTyanHo Teno - KoHue!

Konca Pirkovska: Textual Body - Conceptual \% .

v HanpeaHn pabotn” 1974 - 1996, uurtepsjy co $
Branka Stipancic “: Interview with Goran Trbuljak

Hapa Bepow: Op E3sotepujaTta Ha NoproHa go 7(0
Aemarepujanuaauvjara

Nada Beros: From Gorgona Esotery to Weekend Art
Dematerialization

Bpanka Ctunanumk: 3aoctaHatu pabotu, Orp

NWHTepBjy

Interview
Xan-N6ep MapteH - (MoHo) - nonuchonuja, pa
Abayvesa
Jean-Hubert Martin - (Mono) - polyphony, interviewer Sonia
Abadjieva .
[ToBoawu

On the Occasion of

A-p Bopuc MetkoBcku, Cekaparba 3a ny6ap$
D-r Boris Petkovski, Remembrances of Lubar: 2 y

dunm
Film

Jlyy Bekep: Lienynongnu naru -dunmot u np0878
epmanuja

Lutz Becker, Celluloid Lies - Film and Propaganda in Germany

AvnzajH '
Semgn
Comba Abaymesa: Munyo CepacumoBcKku - EK

noBHAaTPeLUHyBare Ha AN3ajHOT
Sonia Abadjieva, Milco Serafimovski -

Extension of the Design

Teopuja
Theory
Ueuua LlenapoBcku: YMETHUYKOTO Aeno
apteakT Bo “CBeToT Ha ymeTHocTa" - A 97
Llopy Xukn

lvica Djeparovski: The Work of Art as Artefact in “The
World of Art” - Arthur Danto and George Dickie
-~
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3paqvera -PeyeHTHa MakefoHCcKa /IMKoBHa yMeTHOCT BO

MurxeH 1 Bo Benrpag; 1

JoBaH [flecnoToBuK, 3payerbe Ha makeso 3 ,
yMeTHUUM, PasnuyHn KpeaTusHN eHeprm F
Jovan Despotovic: Radiations of Macedonian Artists,
Diffrent Creative Energies

Bpurut 3oHe, Bo3bygnuea Msnoxﬁ N
Brigit Sonne, Extiting Exhibition 1

Manu ronemu npukasqm 8o Ctokxonm / Little Big S ;
in-Stockholm ' e —
tory..

XakaH HunceH, YMeTHALMTE Kako packaxysadn
uctopujata ﬁ 1‘{
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Ckonje/ Skopje

14 :

Monuka MoTtecka / Monika Moteska
. .

Mapwuka Bousaposa/ Mari
Xanerta BaHrenu/ Zaneta Ve
Bnagumup Bopoesuk / Viadi

oy &

3axapuHka Anekcocka/ Zahari
Cnaeuya Janewrnvesa / Slavica Jane
' Ana CTojKOBUK / Ana
Avjana Tomuk / Dijana To

" Nunjana Xpucrosallilja
EKCTeH3vja Ha KagapoT -
coTtorpadhmja
Extension of the Frame-
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Tema: KoHuentyanHata yMeTHOCT Mefy aHTuyunayvjata Ha gHMHaTa 1 PeKOHCTPYKUMjaTa Ha MUHATOTO ?

BaneHTuHo umutpoBcKu

KOHLUEMNTYANHATA YMETHOCT KAKO ®EHOMEH HA
NPENCTTNTYBAHE HA MPUPOLATA HA YMETHOCTA BO
LWEECETTUTE W CEAYMOECETTUTE roAH HA CBETCKATA CLIEHA

YmeTHu4ykara cueHa Bo 60-te rog. (npeg ce non-apTorT,
MUHMManHaTa U KoHUenTyanHata yMeTHOCT) npovasese
efied peHoOMeH cO AganekycexHu nocneauun. imexo,
MOXHOCTa NeruTUMHO Aa ce buae yMeTHUK WTO He
noApasbupa HyXHo Aa ce buae cnvkap, CKynnTop, apxXuTexkT
u cn. Kako wro KoHcTatupa Tujepu e Oue (Thierry de Duve,
Echoes of the Readymade: Critique of Pure Modernism, The
Duchamp Effect), eiHa HOBa Kateropuja Ha yMeTHOCTa Kako
HEWTO ONWTO, WNM Kako YMETHOCT, M 3aMeHu
TpaguuyuoHanHuTe NUKOoBHWU AucumnnuHu. Hajcneuuduy-
HaTa u HajTeopuckaTa Bepauja Ha oBoj notdar [e Aus ja
Haora Kaj Llosed KocyTt (Joseph Kosuth). OBoj nak, kako
3a4eTHUK Ha Taa HoBa apTUCTUYKa KaTeropuja ro cmeTta
Auvwan. 3a Hero, INWaH e OHOj WTO Ha YyMeTHOCTa U ro
AO0Jenn Hej3anHMOT concTeeH uaeHTuTeT. e Ous ro
onpejernysa 3Ha4yereTo Ha [uwaH BO NpeYyekopyBar-eTo
Ha rpaHuuMTe Ha NMKOBHOTO, BOAEJKM ja YMETHOCTa Kako
ONWTOCT KOH NUHIMBUCTUHKMOT NPEecBpT, eAgHa 3ajava
KojalwTo KOoHUenTyanHata ymeTHOCT Tpebalwe aonpea Aa
ja ocTeapu. PeaumejaoT ro peayuvpa AenoTo Ha yMeTHocTa
A0 efHa yHKUmja Ha objaByBarbe, npornacysarse: “Osa e
yMeTHOCT".Toa ro 03Ha4u NPeMUHOT 04 CneumudU4HOTO 40
reHepu4yHoTO, 04 CNUKapcTBOTO A0 YMeTHocTa, oA
OrpaHu4eHuoT A0 OnWwTUOT MoaepHusam. Kpuctun Crajnc
(Kristine Stiles, Language and Concepts, Theories and Documents
of Contemporary Art), KAKO ¥ MHOTY ApPYyru asTopu, ro
NCTakKHyBa PelnTenHoTO BNUjaHne U 3Havere Ha [AuwaH
3a eKCnepuMeHTanHuTe U ngeaTMBHUTE NPaKTUKK 04 KPajoT
Ha 50-te un Bo 60-Te rog. Ho, cneyuduuupa u gpyru
YMETHUYKN UCKYCTBa CO NpeaxofHuyKa ynora: Ha np.
PayweH6epr co “Uabpuwanuot e KyHuur" og 1953, unu
Herosara Tenerpama og 1963 ncnparteHa Ha egHa usnoxxéa
Ha nopTpeTu Bo lNMapua co TekcT “This is a portrait of Iris Clert
if 1 say so”; genoto Ha Epf KuHxony “The Art

Show"(TekcTyanHa geckpunuuja 3a ABe XUMOTETUYHU
nanoxou so Jloc AHyenec v Hyjopk) og 1963 u TH.

TepmuHOT “Concept Art'e ckoBaH 04 XeHpu ®nuHT (Henry
Flinyt) Bo 1961 roa. Ho, kako u3gBOEHO ABUXEH:E
KOoHUenTyanHata yMeTHOCT mMo4yHa Aa ce TpeTupa co
TekctoBute Ha Con JleBut (Sol Lewitt): “MMaparpacdm 3a
KoHUenTyanHata ymeTHocT"-1967 u “CeHTeHuu 3a
KoHuenTyanHaTta ymeTHocT"-1969. Mo HeroeaTa paHa
akTyenusauuwja Ha KoHUenTyanHarta yMeTHOCT, cnegysaar
MHOWTBO WMHTepnpeTauuu. CamvoT TEPMUH HUKOraw He
AetuHupalle NpeuusHo egHa YMETHUYKA NpakTuka, TYKy
noseke pecdepupalle reHepanHo Ha uUgeaTUBHUTE
COAPXXWHW NpeHeceHn co eaeH “objekT"(kakoB 1 ga e). Co
TEeKOT Ha BPEMEeTO TEPMUHOT CTaHa noroAHa KaTteropwja 3a
M3noxysare Ha peyucu 6uno koja opma, OCBEH Ha
TpaguumoHanHo nukosHuTe. MNojaBata Ha oBaa YMETHOCT
1 HEJ3VHMOT SIMHTBUCTNYKY KapaKTep, MOLWHE MHAWKATUBHO
ro objacHyBaaT HeKou 04 y4HecHULUTe Ha 0Ba ABuKerse. M.
BonasuH (M. Baldwin), Y. XapucoH (Ch. Harrison) u M. Pam-
caeH (M. Ramsden) (Bo Memories of the Medicine Show, Recol-
lecting Conceptual Art, Art and Language, New Series, Number 2
Jun 1997) cmeTaat geka oBaa yMETHOCT U3pacHa o4 efeH
OTMNOP KOH OApeAeH BuA KOMMeTeHuuja — oTnop KOH
yTBpAeHUTe KoMneteHuun Ha MogepHuamoT. He Tonky
camMuoT MoaepHuaam, KOnKy MHCTUTYLMUTE Ha YyMeTHoCcTa
WTO roO noApXyBaaT KOMepuujanuaupaweTo Ha
eKCMNpecuBHOCTa BO HeorpaHn4eHn pasmepu. He Herupajku
ro npuaoHecoT Ha fuwax, Heo-gaga n ®nykcyc, Tue
cmeTaat geka MUHUManW3MmoT ro U3BPLUKM OHA 3Ha4YajHO
npobusare KOH KOHUenTyanusauuja Ha yMEeTHUYKOTO
MCKycTBO. MUHMUManu3MoT ro pegyuupa AenoTo KOoH
BPCKUTE Ha O0OjeKTOT U OKONHOCTUTE 3a HEeroso
nanoxysare. OKONHOCTUTE CO KOMWWITO eAHO Aeno ce
neruTUMMpa cTaHysaaT Tema 3a camoTo gero. Toa




noapasbupa cooABeTHO nouyuparse, AeHTUukysame,
onuwysare, 3Hayu epgHa jasumyHa noTtpeba of
aononHysare. Og Tamy v NUHIBMCTUYKATA OCHOBA Ha
KoHUenTyanHaTta yMeTHOCT. puMeHarTa Ha jasukoT, unu
0ja3anyeHocTa, He ja rnegaart Kako CylWTuHa 3a eaHO HOBO
cnaceHwe Ha BMcoOKaTa YMETHOCT, TYKYy Kako eaHa
HeonxoAHa BewTMHA BO KOHUENTyanHuTe npakTuku. Tue
pe3auMmupaar feka KoHUenTyanHara yMeTHOCT MOXe Aa ce
cMeTa Kako HenukTypaneH, dusnyku un copmanHo
peayuvpaH nocT-MMHUManuM3am LWTO ce NpakTuKysatlle mery
1968 n 1974 roA. n WTO BO TOA BpEMe Y)XUBalle aBaHrapieH
NPeCcTUX.

MuHumanucTuykarta pegykuyumja Ha cybjeKTUMBU3MOT,
TpaHcueaeHTanuamoT 1 MeTahmn3anyHoCTa Ha YMETHUYKUTE
chopmn ce uctakHysa o4 MHOry Tteopertuyapu. Ho, kako
3HavyaeH KartanusaTop ce cMeTa W NPUAOHeCOT Ha Apyru
npakTukn. Jewa [eHerpu (Bo Problemi umjetnicke prakse
posljedjeg decenija, Nova umjetnicka praksa 1966-1978 GSU
Zagreb 1978) rn HaBegyBa paHuTe “aHTu-chopm” u “earth-
works"aBTopu :Mopwuc (Morris), CMuTcoH (Smithson), Cepa
(Serra), JloHr (Long), ®neHeraH (Flanegan), cmpomawHara
ymeTHocT: MNMuctoneto (Pistoletto), Mepy (Merz), KyHenuc
(Kounellis), 3opuo (Zorio), MpuHK (Prini), AHcenmo (Anselmo),
Maonunun (Paolini) u ap., “naHa-apt”, “body-art:MejH (Pane),
AkoH4M (Acconci), BapaeH (Burden), CMUTCOH (Smithson),
Onetxajm (Oppenheim), [le Mapwuja (De Maria), Xejuyep (Heizer)
n gp. OnwTara KnvMa WTo ja hopMmpaar oBue [BuxKera
BO BTOpaTa nonosuHa og 60-Te e oHaa pamka BO KojalTo
TEPMUHOT “KOHUenTyanHa ymeTHocT', cnopep Yapnc
XapucoH, ce jaByBa Kako MOKpuUTME 3a efHa uagsoeHa
TeHaeHyuja. Toj ru cbopmynupa acnekTute Ha oBaa
TeHAeHunja Kako: OA4Ny4YHOCT 3a CNpPOTUBCTaByBare Ha
AHTUMHTENEeKTYanu3mMoT Ha MOAEPHUCTUHKOTO CAIMKAPCTBO
Ha 60-Te; OAroBOPHOCT BO O0AHOC Ha hopmuTe Ha
npoAykuuja un auctpmbyumja n HacTojysar-e Ha Nnpoaykumja
Ha gena WTo co3gasaaT aHoOManuu u ancypaHocTu BO
0YEKYBaHETO HA KPUTUYKUTE U KYCTOCKUTE NPaKTUKMU.

Theme

KoHuenTyanHaTta YyMeTHOCT npeau3suka OpoOjHM
WHTEepnpeTauMm 1 pasnuyHu Tonkyeara. PakToT Aeka u
camMuTe aKkTepu Ha 0Ba ABUXXEHE Ce jaByBaaTt CoO TEOPUCKMU
NMPeTeH3un, AONONHUTENHO ro YCOXHYBa 0B0j (DeHOMEH.
Bo egHa HeogamHelwHa guckycuja 3a oeaa npobnemartuka
(Coceptuall Art and the Reception of Duchamp, The Duchamp Ef-
fect, An October Book, The MIT Press, 1996), noseke BuAaHW
TeopeTu4yapu ja noTepayBaar Taa cnoxeHoct. b. Banox (B.
Buchloh, Ha np., npetnocrtasyBa Tpu eTanu Ha
KOHUenTyanHWoT paseoj: TpaH3uyuja of camo-
pecnekcMBHOCTa A0 TaBToflorMjata U noHaramy Ao
KoHTekcTyanHocTa. P. Kpayc (R. Krauss) KOMeHTUpa geka
oBa pacnojyeare He 6w 6uno npucatnueo 3a egHo
pasbuparse Ha KOHUenTyanHaTa ymMeTHOCT (oHa Ha KocyT)
Kako CBOEBMAHO u3gurarbe Ha genarta Ha yMmMeTHocTa BO
eaHa yucto dunosogcka obnact co cpeacTearta Ha
OHTOMOLWKOTO Npalare NocTaBeHo o4 peaumejaoT. boac
(Bois) cMeTa Ageka 3a ga ce 03Hayu HewTo Kako
KOHUENnTyanHo, HYXHO e BKNy4yyBare Ha Hekakos
TekcTyaneH anapart. Anbepo (Alberro) ro noTteHyupa
NWHIBUCTMYKOTO BfIMjaHWe, HO U MacoBHaTa gucTpubyuuja,
cumnnudukaymja Ha npoyeaypute Ha npoaykuwja,
aeecrteTusayuja, AeueHTpuparbe Ha YMeTHUKOT U T.H.
HajpagukaneH Bo oBaa guckycuja e Tujepu [le [ve kora
KOHCTaTUpa Aeka Hema TakBO HeLTO Kako KOoHUenTyanHa
YMETHOCT, AeKa Toa NoCTOoM camo Kako ume. Vlako, Bo egeH
apyr TekcT (Echoes of the Readymade: Critique of Pure Modern-
ism, The Duchamp Effect) TOj MOWHe nyuynaHo ja noco4vysa
OEeKOHCTPpyKUMjaTa WTO KOHUenTyanHata yMeTHOCT ja
cnpoeefe cnpema TpaguvuuMoHanHoOTO [Aeno Kako
maTepvjaneH 06jeKT, Kako aBTOPCKMU ONyc, Kako BU3yerneH
(heHOMEH 1 Kako MHCTUTYUMOHanHa speaHocT. [lenoTo cera
MoXe fAa buae OTCTPaHeTo Kako pavyHo u3paboTeH 06jeKT
(Moxe aa ro ussege Apyr v Aa e off HEKOH3UCTEeHTEeH
maTtepujan- eHepruja Ha np.). “CmpTTa” HA aBTOPOT U
OTCTpaHyBareTO Ha CY6jEKTUBU3MOT ro Hanpasu HEHYXXHO
corneayBarbeTO Ha e4HO Aeno BO aypaTta Ha efjeH aBTOPCKU
onyc. HerauujaTta Ha BudyenHarta popma ro Tematusmpa

LJozed KocyT (Joseph Kosuth), HacnoseHo (YmeTHocTa Kako uaeja kako uaeja-yHmsepsaneH) (Titeled - Art as Idea as Idea — Universal), 1967




Y Theme

KpajoT Ha ecTteTvkara v oabusarse Ha CyfoT Ha BKYCOT.
Ha kpajoT, Heraumjata Ha MHCTUTYLMUTE Ha NpeseHTauuja,
UHTepnpeTauuja u Komepuvjanuaauwja, rv noctasu aenara
Ha oBaa YMETHOCT BO efleH anTtepHaTUBEH NPOCTOp.

EgHa of paHuTe KBanudwukauum Ha KoHuenTyanHaTta
ymeTHocT Gewe Tesata Ha J1. Jlunap (L. Lippard) n L.
Yenanep (J. Chandler) 3a gemartepujanusauumja, co ornej Ha
BUAHOTO OTCTpaHyBawe Ha (hopmManHo-06jeKTHUOT Barax
BO KoHuenTyanHute npaktuku (L. Lippard and J. Chandler ,
The Dematerijalisation of Art, Art International, 1968). Tue
aprymeHTupaaTt geka wgeatuBHaTta emdasa BO oBue
NpakTUKu pe3yntupa BO AemaTtepujanusaynja, Kako
cTpaTternja 3a npomeHa Ha ymeTHocTa of 06jekT Ha
KOoMepLuujanHa pasmeHa KOH HeroBaTa BpeAHOCT Kako
cemMaHTU4Ka 1 NonuTuyKa paameHa v saaemHoct. J1. [lunap
B0 1973 rog. (Postface to Six Years: The Dematerijalisation of
the Art Object, Art in Theory 1900-1990) ro pekanutynupa
NPUAOHECOT Ha “naea apT'(KoHuUenTyanHara yMeTHOCT) BO
HejanHoTO o6esbepyBarbe Ha efeH UHOPMaATUBEH U
OAOKYMEeHTapeH uaMOM BO npennetyBarmeTo Ha
YMETHUYKMOT U PasHOBUAHUTE AUCKYP3UBHW KOHTEKCTW.
Ho, npoctheTckMoT 3aHec 04 Toa Bpeme He ja nonpeyysa BO
yBUAOT Aeka bapuepuTe Mefy OBUE KOHTEKCTU cenak He
ce cpyweHu. Taa Aypu MOWHEe NYYWAHO M cCUrHupa
HEenoBOSIHUTE YCNOBK U npouecu Bo Taa Hacoka. Moxebu
HajKkapakTepucTU4YHO € HEej3MHOTO corneaysarbe 3a
n3HeBepeHaTa "4yncToTa” Ha KOHUenTyanHaTa yMeTHOCT BO
nornen Ha kKomepuwjanusayujata: “Hagexrta pgeka
KOHUenTyanHata yMeTHOCT Ke ja wu3berHe
Komepuuvjanusaumjata, Kako AecTpyKTUBHO-NPOrpecuBeH
npuctan KOH MO4EpPHW3MOT, Ce M3janoBu, na MHOTY
ethbeMepHu aena Ha oBaa yMETHOCT Ce npoaasaart u ro
3aB3emaart MecToTO BO NPECTUXHU ranepuu’.

M3ameHaTa Ha CcTaTycoT Ha YMETHUYKUOT 06jeKT KOH
‘echemepHuTe” (HOPMU Ha ja3UHHO-AHANUTUHKUOT UCKa3
Haju3pa3nTo ce Bp3yBa 3a efeH KPyr Ha amepukaHCcKu u
aHrNUCKN aBToOpW WTO TPrHyBaaT o4 NpeTnocTaBkuTe Ha
aHanuTM4karta v oa cunosogujaTa Ha ja3ukoT nopg
BnujaHve Ha ButreHwTajH (Wittgenstein) n Ajep (Ayer). Tue
Ke BOBeJaT PUropo3HM aHanUTUYKKU npouegypu 3a
KOHUenTyanuaayuja Ha yMeTHUYKOTO BO chepata Ha
MEHTanHuTe, UAejHUTe UCKYCTBa W Harnacysare Ha
jasan4HNOT KapakTep Ha “ehemepHUOT" maTepwujan.
KoHUenTyanHo-nMHrBUCTUYKMOT aMOUEHT Ha YMETHUYKNOT
nckKas (unv nponoaunumja, kako Wwrto Benu KocyT) Kaj paHuTte
koHuentyanuctu (Kocyt (Kosuth), Bepu (Barry), Xybnep
(Huebler), BejHep (Weiner), 3urnay6 (Siegelaub), ja
npeTnocTasByBa AypyM U MOXHOCTa uAejata WTo MoXe Aa
6uae yMETHUYKO AEeno Ha KpajoT u ga He mopa ga buae
n3segeHa (BejHep). KoHuenTyanHo-NMHIBUCTUHKNOT
KapakTep Ha YMeTHW4YKWUTe noctasku KocyT ro sp3ysa 3a
pasbupareTo Ha KOHyenTtyanHarta (NUMHreucTuyka)
npupoAa Ha cekoja YMeTHU4Ka nojaBa, cerawHa unm
MUHaTa, He3aBUCHO O eneMeHTUTe Ha HejauHaTa
KOHCTUTYyUMja. 3a Hero, yMeTHUYKUTEe NOCTaBKKU ce
NPOMO3ULUM LITO ro UCNUTYBaAT KOHLUEeNTOT, unu npupoaara
Ha yMeTHOCTa BO paMKWUTE Ha KOHTEKCTOT Ha YMeTHOCTa.

MponosuunnTe He ce hakTU4ku (He onuwysaaT, HUTY
n3pasysaart HewTo), TyKy ce nNpou3soj Ha AeduHuymuTe
Ha yMeTHOCTa, Unn Ha nocneguuuTe Ha Tue AeduHuumK.
OBaa TaBTONOWKa WHTOHauuja ja Aobnuxysa
KOHUenTyanHarta yMeTHOCT 0 MaTEMaTUYKUTE U NIOTUYKUTE
obpasum, Ha wTo KocyT AgnpeKkTHo pedepupa. MNpu Toa, Toj
He nogpasbupa Hekaksa KOpPWUCT, UMK NPUMeHa Ha Baka
pazbpaHuTe yMeTHUYKW NoCTaBkKW. YMeTHOocTa BO
nocThuno3ocKOTO U NOCTPENUrMO3HOTO BpEME, CMeTa TOj,
NOCTOM €4UHCTBEHO KaKo HaJOMECTOK 3a OHa LUTO HeKoral
6une “ayxoeHun notpedbun”(Umetnost posle filozofije, Polja 156,
1972). TaBTONOWKMNOT KapakTep Ha HeroBoTo pasbuparbe
Ha KOHLenTyanHaTta yMeTHOCT HajBne4yaTnmeo e hopmynu-
paH CO HeroBMOT UcKas “Art as idea as idea”, WTO churypupan

Kako nogHacnoe 3a Herosute gena. ‘

HacokaTa Ha pUropo3Hu aHanMTUHK1M MeToau v npoueaypu
ja cnepart v apyru asTopu og Toa Bpeme (Art and Language,
BeHe (Venet), Baprun (Burgin) u Agp.) co yen kKpajHo
objeKTUBMparbe Ha YMETHUYKMOT ja3uK W OTCTpaHyBame Ha
Tanosute Ha amMbuBaneHTHOCT U ABOCMUCNEHOCT.
McnutyBareTo 1 ocrnopyBareTo Ha COCTOjouTe 1 yCcnosuTe
Ha YMETHUYKOTO Aeno Kako BU3yenHo nepuenupad objekt
6ele BO UEHTapoT Ha BHMUMaHWeTO Ha Art and Language. Ha
NOYETOKOT OF CBOETO AefyBarbe oBaa rpyna KoHcratupa
Aeka BO BTopaTta nonosuHa og 60-te ogpeaeH 6poj Ha
yMEeTHULM pa3BuBaaT efHa aKTUBHOCT LUTO 3HAYUTENHO
peayuupa BpCKUTE CO BU3yenHaTta yMeTHOCT U NNacTUYHUOT
jaauk (Bo Introduction to Art and Language 1968-1969, Theories
and Documents of Contemporary Art). Bo HUBHUTE aena ce
OTKpWBa eaHa opma WTo e HasupaHa Ha enemeHTuTe Ha
NULWAaHWOT ja3uk. Ha Toj HauuH, cnopeg oBaa rpyna, genarta
Ha KOHUenTyanHaTta yMeTHOCT ce gobnuxyesaaTt Ao
obnacTuTe Ha yMeTHUYKaTa KpuTuka u Teopuja, nako toa
He 3Ha4u 1 HMBHO n3egHadvyBarbe. OHa WTO MM pas3nukysa,
a Toa ro noTeHuupaar NnosBeKke aBTOPW, € KapakTepoT Ha
WHTEHUVWjaTa Ha KOHLEeNTYanHMoT YMETHWK LUTO € pa3nu4yHa
0fi OHaa Ha TeopeTu4yapoT,unu KputuyapoTt. Bo ceouTe
“Maparpachu 3a KoHuenTyanHata ymeTHocT” oa 1967 roga.
Con JleBuT jacHO Hermpa geka KoHuenTyanHata yMeTHOCT
mMoXe Aa buae HekakBa unycTtpauuwja Ha oApefeHu
MEHTaNHW, NN TEOPUCKMU CTaBoBu U ngeun. VHuymnjanHute
naeuv, UNn KOHUenTW, 3a Hero He Ce HeOonxo4HO TEOPUCKM,
NOrMYHK, UnNu KomnnekcHu. KoHuenTtyanHute gena He ce
unycTtpauyuja Ha Hekoja chunosodcka ugeja. dunosodujata
MoXe pga 6buae camo MMNNIMUUMTHA BO Aenarta Ha
KOHUenTyanHaTta yMeTHOCT.

KpUTUYKO-aHaNnUTUYKUTE UMNYSICH, NTUHFBUCTUYKNOT (POH,
naeaTUBHUOT MOAYC, OTBOPEHOCTA KOH TEOpUCKUTE
avckypeu, ocnobogeHocTa of AUUUNIMHAPHUTE CTern u
T.H., Cenak He npogyuupaa eaHo egUHCTBEHO ABUXeHse.
WNako, op paHaTa akTyenusauuja Ha Con JleBut, HU3
auctpubytusHata npomouymja Ha Cet 3urnayb (Seth
Siegelaub) U Npeky nNoBeke 3HavajHW npeseHTayun BO
nepuoaoT oA 1968 ao 1974 roa. (Ha np. “When attitudes be-
come form”og 1969 Bo Basen, nanoxbarta Bo Ctegenujk
Mmy3ejoT of 1972 wnu npeseHTayujata Ha [lokymeHTa BO
Kacen Bo 1972), KoHuenTyanHaTta yMeTHOCT CTeKHa eaHa




npenosHatnuea @u3anoHomuja. Kako Bojgeuyka
WHTepHauuoHanHa curypa 6ewe npuaHat Llozed KocyT.
HerosuTe eceHuunjanHu npono3vuumn (Kako gena unm
CTaBOBM) 3a YMeETHOCTA KakKo Wucnutysare Ha
KOHUenTyanHUTe CBOjCTBA HAa YMETHUYKUOT ja3uk, ce
HaMeTHaa Kako 3HaKOBHa oApeaHuua Ha ABuxereTo. [leH
peam (DanGraham)KOMEHTMpaALLe 3a HAaYMHOT Ha KOjWITO

Theme IZYENEN

MeaguyMUTE T opraHu3aupaaTt BU3YerHUTe KOAO0BWU U
TNIVHIBUCTUYKUTE CUCTEMU BO KYNTTYPHU COCTOj6M Of KOULLITO
ce oTcTpaHeTu coumjantuTe penayun. Cet 3urnayb Hajasu
AeKa KHurata Kako kartanor v usnoxba oBO3MOXyBa
nogobpa KOHTpoa Ha npoAyKuuwjaTta n guctpubyuujata. 3a
PobepT Bepu jasukoT e BU3yeneH v opaneH marepujan
NoroAeH 3a npeHecyBare Ha UNy3uBHUTE,

Xanc Xake, Koaexyujaiaa Cavu - cumyaauyuu, 1987 { Hans Haacke, The Saatchi Collection - Simulations, 1987




camope@neKkcuBHuTe OCOOMHWU Ha TekcTyanHuTe
MHOpMaUuKn, Kako U Ha Hesuanueute eHomeHn. Con
JleBUT ce HapgoBp3a Ha peAyuvMpareTo Ha ecTeTcKute
uMnauKauum BO MUHUManu3aMoT U MM UCNUTA pasnukuTe
Mefy KOHUeNnTyanHUTe WHTEHUUU U NPOMEHUTEe WTOo
HacTaHyBaaT Npu HUBHOTO peanu3uparbe Bo Aeno. Toj
noco4yu Ha HecpasmepHocTa Mefy nepuyenyujaTta,
Aeckpunuvjarta v penpeseHtayujata. flarnac Xy6nep (Doug-
las Huebler) ro ynotpebyBa jaaukoT u coTorpacujata Ha
Aujarpamckin Ha4yuH 3a Aa ja JOKYMEHTUPa KOMNNeKcHocTa
Ha COBpPEMEHUTE NPOCTOPHO-BPEMEHCKU aKTUBHOCTU U
uckycrea. Co uHcTanaywute Ha efHOCTaBHU 360pOBU U
ceHTeHuu JlopeHc BejHep ja ucnutyBa 3aBUCHOCTa Ha
ja3MKOT 04 KOHTEKCTUTE Ha Npe3eHTauuja u peuenyuja. Art
and Language npakTuKyBaaT eflHa MPOHMYHA KPUTUKA Ha
MAeOoNOoWKNTE YCNOBU HA NpoAayKuuja, U3noxysame,
peuenuuja. Buktop BapruH pedepupa Ha MaeonowkKuTe
KOHCTPYKTU N CO CBOUTE (POTOMOHTAXW MM AeKOHCTpyupa
BU3YENHUTE U NUHIBUCTUYKUTE KOAOBWU HA MacoBHUTE
meguymu. Mepu Kenu (Mary Kelly) Bo 1973 rog. otno4Hysa
MynTUMEeAUjaneH NpPoeKT, BKNyYyBajKu NoBeke TEeOpUCKU
napagurMu 3a fa ro JAOKYMeHTMpa pasBojoT W
coumjanuaayujata Ha HejauHuoT cuH. Mapcen Bpyapc
(Marcel Broodthaers) ru ucnutysa €BOKaTUBHUTE WU
KOHTPaAWKTOPHUTE O4HOCK Mefy 360poBUTE (UMUHATA) U
CNUKUTE, WPOHU3UPAJKM M MYy3eOoNowWwKuTe W
WHCTUTYLMOHANHUTE CXEMU U KOHBEHLUMM CO KOMULITO ce
KOHTpONupaar, ogpXyBsaaT v onpeameTyBaaT KyNnTypHUTe
BpeaHocTu. [logeka Hamepata Ha bBpyapc 6ewe
MeTadopuyHo uckaxaHa, XaHc Xake (Hans Haacke)
AVPEKTHO UHTEePBEHUPA BO MHCTUTYLMOHANHUTE NPaKTUKK
co cBouTe edemepHM uHcTanayum, He PpeTko
ckaHganuaupajku ja HusHata cyHkumja. MHory gpyru
aBTOpU 0[] Toa Bpeme ce HajoBp3aa Ha napagurMuTte Ha
KOHUEeNTOT, ja3uKOT, Ha aHANUTUYKUTE, KPUTUYKUTE
npoueaypu, Ha COUMOKYNTYPHUTE U AUCKYP3UBHUTE
KoHTekcTU. OBa ABWXEHEe HeEMalle 3a uen co3gaBare Ha
roToBWM Aena, TYKy €4HO NEPMaHEHTHO UCTpaxyBare W
aHanusa, He pPeTKO U3N0XYBajKku ce Ha onacHocTa of
COMNCTBEHa aHuxunayuja.

KoHuyenTyanHata yMETHOCT HE MOXe Aa ce cMeTa Kako
eiuHcTBEeHa U XoMoreHa ogpegHuua. bonaewH (Baldwin),
XapwcoH (Harrison ) n PamcgeH (Ramsden) (Memories of the
Medicine Show....) ro ocygyBaaTt Ha nponacT cekoj obug aa
Ce HanpasBu HekKakoB npernej, nepcnektusa Ha
KOHUenTyanHaTta YMeTHOCT, CO Orfej Ha NpoMeHnueocTa
Ha Hej3anHuOT npetcnoctaseH pedepent. Oa egHa
BpEeMeHCKa pAgucTaHuya, Tue KoHcTaTupaaT Jgeka
KOHUenTyanHata yMeTHOCT (Kako “CMmeluHa, cepuosHa,
npeTeHumnosHa, aujanowka v, Hag ce, 6esgomHa”’) ctaHa
efleH 04 OHMEe [EeCKPUNTUBHU TEPMUHU HA KOULITO UM
HegocTacyBaaT KOHCTUTYTUBHM Aena — HeLTO CNIMYHO Kako
CO Hagpeanuamor.

Op cpepguHaTa Ha 70-Te KOHUeNnTyanHoTo ABWXerse ja rybu
cBojaTa “nporpamcka”, KoHUenTyanHa 4ucToTa, npobusajkm
BO €4HO npoLwmnpeHo pedepeHyujanto none. Ce jaBysaart
HOBW UMNYNCK WITO Ce upnaTt o4 aHTPOMONOWKUTE,

IR

MAEONOWKUTE U NONMUTUYKUTE AUMEH3UM Ha
cTBapHocTa.OBa ocobeHo ce npobnemaTuanpa co nojasara
Ha cnucaHueto “Fox"Bo 1975 rog., HO U CO egHa Hu3a
TekcToBn of KocyT of BTOpara nonoBuHa Ha
cegymaeceTTuTe.

[lann co Toa ce pa3BogHW KOHUenTyanHaTta ocTpuua Ha
AsuxereTto. bonasuH, XapucoH n PamcaeH KoHcTaTupaar
Aeka Hekajge of cpeguHata Ha 70-Te TekcTyanHute
o6pasum Ha KoHUenTyanHata yMeTHOCT ro rybart cBojoT
eKCcKny3uBeH ctaTyc. [MpoAonXyBaweTo CO YUCTO
TeKCTyanHo (KOHUenTyanHo) KOHUUNupaHu aena, cnopeg
HUB, peckupa aa buae NpUNoeHo KOH ABa (OPOHTA: OHOj Ha
e/lHa YHUBEP3UTETCKA YMETHOCT NOTYUHETA Ha KYNTYpHUTE
CTYAWUM 1 OHOj HA MEeANYMUTE, KaKO YHeH XXypHanuaam. Toa
€ OHa LITO TUe 1 ro 3abenexysaart Ha HeOKOHLenTyanHara
YMETHOCT, CBOEBUAEH KYNTYpPeH WHTEePBEHLMOHU3aM LWTOo
BO Hajnow BuA e ceefeH Ha xypHanuaam. OBue OLeHKH ce
HaseZyBaaT camo Kako CTas LUTO Npouanerysa o4 KopnycoT
Ha camarta KoHuenTyana — BO cny4ajoT Art and Language.
[leHec, (heHOMEHOT Ha KoHuenTyanHata yMeTHOCT MOXe
[a ce nocMmaTtpa Kako penaTtvBHO U3ABOEHO ABWXEHe 04
BTOpaTa nonosuHa Ha 60-Te n npeara nonoeuHa Ha 70-Te,
HO cTpaTernMTe Ha oBaa YMETHOCT ynaTyBaaT Ha efeH
“He3aBpLUEH NPOEKT”, YUK UMNYICK UMaaT TPajHO BNujaHue
Ha npakTukuTe of KpajoT Ha 80-Te n Bo 90-Te rog.

Ha KpajoT ce HameTHyBa npalwaHeTo fanu oBa ABUXKeHe
MMmalle HeKakoB OAEeK Ha HawaTa yMeTHu4Ka cueHa Bo 70-
Te? AKO Ce TprHe 0f U3HECEHUTE NPEeTNOCTaBKW 3a TEMEeNeH
OTNOp KOH cTpaTterunte Ha MoaepHusMoT, o4
gecTpykuuvjata Ha (hopManHuTe U NNacTUHHUTE ja3uyHn
MoAenu, o4 hoKycoT Ha UCMUTYBaHE Ha KOHCTUTYTUBHUTE
eNeMeHTN Ha YMEeTHUYKWOT ja3uKk, Ha npupopgara,
KOHLUEeNTOT Ha YMEeTHOCTa, 04 NIMHIBUCTUYKUOT NPecBpT BO
aHanuTUYKUTE Npoueaypu, 04 TEMENHUTE Npalliar-a Bp3aHu
32 MIHCTUTYLMOHAIHWUTE, COLMO-KYNTYPHUTE U NONTUTUHKUTE
uckyctea npeg v nocne 1968 rog. v T.H., a ceTo Toa n ywre
MHOTYy Apyro ro onpegenysa (peHOMEeHOT Ha
KOHUenTyanHaTta yMeTHOCT, Torawl e MHOry NecHo Aa ce
OAroBOPM Ha OBa npaware. MakegoHckaTa YMeTHOCT 04
TOa BpEME M Hemawe efnemMeHTapHuTe NpeTnocTaBku ga
ro npakTukysa osoj heHomeH. Oa egHa mnaga yMeTHoCT
KojaWwTo penaTtuBHo 6pry daTt¥ NPUKNYYHOK CO
MoZepHM3MOT, He MOXEeLle [a Ce O4eKyBa PaavkanHo aa
ro HanywTn. HUTY KYNTYPHUTE, HUTY NONUTUYKUTE
o4eKyBarba TOa Ke ro ao3sonea. Ha oHOT Ha ONWTuoT
coumno-kynTypeH Mporpec, ymeTHr=xuoT MoaepHusam Kaj
Hac 6elle NOTNOMNHO eTabnupasa xaTeropua, a buno Kakos
OTKIOH (KaKo OHOj Ha Cumox Yay=oscxu) MoXelle fa cmeTa
caMO Ha MapruHanHa v npusaTs=a peuenuuja. MNpobnemoT
CO OTCYCTBOTO Ha OMno xaxsu a=TudopmanHu, unu
KOHLENTyanHu Npobues, = & 30 NONMTHHYKaTa pUrngHocT
Ha BpeMeTo, TyKy Mpea »# =24 Ce B0 KynTypHara
CaMoOM30NauUmja Ha yMeT=w=wwoT a=raxmad, 6e3 oTnop
NMOBUHYBajKK ce LOZene=aTa yNora Ha AeKopaTuBeH
[DOAATOK Ha CUCTEMOT # Ny®eneTo Ha efeH
XUNOTETUHEH HALMO=INSS NDOSKT
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Notep Baymraptex, Amepuka, 1984 / Lothar Baumgarten, America, 1984
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BepHa u Xuna Bexep, PaborHuyku Kykn 08 nHaycrpmuckara obnact Ha 3nrexep, 4 Twnosm, 1959/1970.
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Theme:Conceptual Art between the Anticipation of the Future and the Reconstruction of the Past ?

Valentino Dimitrovski

CONCEPTUAL ART AS PHENOMENON
OF RE-EXAMINING THE NATURE
OF ART IN THE 1960’'S AND 1970'S ON THE WORLD SCENE

The art scene in the 1960's (above
all, pop-art, minimal and conceptual art) pro-
duced a phenomenon of lasting conse-
quences. Namely, it was the opportunity to
legitimately be an artist without having to be
a painter, sculptor, architect, etc. As Thierry
de Duve concluded (Thierry de Duve, Ech-
oes of the Ready-made: Critique of Pure
Modernism, The Duchamp Effect), a new art
category, as something general, or as Art,
substituted the traditional art disciplines. The
most specific and most theoretical version
of this undertaking was found by de Duve in
the example of Joseph Kosuth. The latter,
however, considered Duchamp the initiator
of that new art category. According to him,
Duchamp was the one who gave this art its
identity. De Duve established the significance
of Duchamp in overstepping the boundaries
of fine arts, guiding art as generality towards
a linguistic turning point, a task that had yet
to have been realized by conceptual art. The
ready-made reduced the work of art to a
function of announcing, proclaiming: “This
is art". This set the transgression from the
specific to the generic, from painting to the
Art, from the limited to the general modern-
ism. Kristine Stiles (Kristine Stiles, Language
and Concepts, Theories and Documents of
Contemporary Art), like many other authors,
pointed out the decisive influence and sig-
nificance of Duchamp for the experimental
and idea practices in the late 1950’s and
1960’s. However, she also specified other
art experiences with antecedent role: for
example, Rauschenberg with “The Erased
De Kuning" of 1953, or his 1963 telegram
sent to a Paris portrait exhibition saying: “This
is a portrait of Iris Clert if | say so”; the 1963
work of Ed Kinholz “The Art Show" (textual
description of two hypothetical exhibitions in
Los Angeles and New York), etc.

The term of “Concept Art” was
coined by Henry Flinytin 1961. But as sepa-
rate movement, the conceptual art began to
be treated in the text of Sol Lewitt: “Para-
graphs on Conceptual Art” in 1967, and
“Sentences on Conceptual Art" in 1969. Af-
ter his early actualization of the conceptual
art, numerous interpretations followed. The

Con NeBur, Ogpegysare Ha nuxumn, 1975
Sol LeWitt, Definition of Lines, 1975
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term itself never defined precisely
an art practice, rather it referred more gen-
erally to the idea contents transmitted
through “an object” (whatever it was). After
some time, this term became a suitable cat-
egory for exhibiting any form, except that of
the traditionally fine arts. The appearance
of this art and its linguistic character were
explained in very indicative way, by some of
the participants in this movement. M.
Baldwin, Ch. Harrison and M. Ramsden (in
Memories of the Medicine Show, Recollect-
ing Conceptual Art, Art and Language, New
Series, the issue of 2 June, 1997) thought
that this art resulted from a resistance to-
ward a kind of competence - a resistance
toward the established competencies of
modernism. Not so much modernism itself,
rather the institutions of art that supported
the commercialization of expressiveness in
unrestricted proportions. Not denying the
contribution of Duchamp, neo-dada, and
Fluxus, they believed it was minimalism that
made the significant penetration towards the
conceptualization of the artistic experience.
Minimalism reduced the work of art to the
relations of the object and circumstances for
its exhibiting. The circumstances that legiti-
mized a work of art have now become a
theme of the object itself. This implied proper
locating, identifying, describing, that is, a lin-
guistic need for supplementing. Hence come
the linguistic basis of conceptual art. They
did not view the application of language, or
the linguistics, as essence of new salvation
of high art, rather as an indispensable skill
in the conceptual practices. They summa-
rized that conceptual art could be considered
as non-pictorial, physical and formally re-
duced postminimalism that was practiced be-
tween 1968 and 1974, being then prestig-
ious.

Many theoreticians have under-
lined the minimalistic reduction of subjectiv-
ism, transcendentalism and metaphysics of
artistic forms. Contribution of other practices,
however, has also been considered as sig-
nificant catalyst. Jesa Denegri (in Problemi
umjetnicke prakse posljednjeg decenija,
Nova umjetnicka praksa 1966-1978, GSU,
Zagreb, 1978) mentioned the early “anti-
form” and “earth-works” authors: Morris,
Smithson, Serra, Long, Flanegan, the arte
povera: Pistoletto, Merz, Kounellis, Zorio,
Prini, Anselmo, Paoloni, efc, “land-art” and
“body-art”: Pane, Acconci, Burden,
Smithson, Oppenheim, De Maria, Heizer,
etc. The general climate formed by these
movements in the late 1960’s was that frame-
work in which the term of “conceptual”, ac-
cording to Charles Harrison, appeared as
cover for a separate tendency. He formulated
the aspects of this tendency as: resoluteness
in confronting the anti-intellectualism of the
modernistic painting of the 1960’s; respon-

sibility about the forms of production and dis-
tribution and striving for producing works that
created anomalies and absurdities in antici-
pation of practices of art critics and curators.

Conceptual art caused numerous
interpretations and various explanations. The
fact that the authors of this movement had
their own theoretical aspirations further has
complicated this phenomenon. During a re-
cent debate on this issue (Conceptual Art
and the Reception of Duchamp, the
Duchamp Effect, An October Book, The MIT
Press, 1996), several well-known theoreti-
cians recognized that complexity. B. Buchloh,
for example, presumed three stages of con-
ceptual development: transition from self-re-
flexiveness to tautology and, further, to
contextuality. R. Krauss commented that this
coming apart would not be acceptable for
comprehension of conceptual art (the one
of Kosuth) as a specific exaltation of works
of art into purely philosophic area through
the means of the ontological question put
forward by the ready-made. Bois considered
that to mark something as conceptual it was
necessary to involve some textual appara-
tus. Alberro underlined the linguistic influ-
ence, as well the mass distribution, simplifi-
cation of the production procedures, de-
aestheticization, de-centering the artist, etc.
Thierry de Duve was the most radical in this
debate when he concluded that there was
no such thing as conceptual art, that it ex-
isted in name only. Although in a different
text (Echoes of the Ready-made: Critique of
Pure Modernism, The Duchamp Effect) he
showed the deconstruction in lucid manner
that was undertaken by conceptual art to-
wards the traditional art work as material
object, as artist's opus, as visual phenom-
enon and as institutional value. The work,
now, could be removed as manually created
object (it could be performed by others, or
could be of inconsistent material - energy,
for example). “The death” of the author and
removal of subjectivism made unnecessary
considering art work through the aura of an
artist's opus. The denial of visual form treated
topically the end of the aesthetics and re-
jecting the verdict of the taste. Finally, deny-
ing the institutions of presentation, interpre-
tation and commercialization set the works
of this art in an alternative sphere.

One of early qualifications of con-
ceptual art was the thesis of L. Lippard and
J. Chandler on de-materialization, due to the
evident removal of the formal and object load
in conceptual practices (L. Lippard and J.
Chandler, The De-materialization of Art, Art
International, 1968). They argued that idea
emphasis in these practices resulted in de-
materialization, as strategy for changing art
from an object of commercial exchange to-
wards its value as semantic and political ex-
change and correlation. L. Lippard in 1973

Then-xe m'

(Postface to Six Years: The De-materializa-
tion of the Art Object, Art in Theory 1900-
1990) recapitulated the contribution of “idea
art” (conceptual art) in its provision of an in-
formative and documentary idiom, in inter-
locking artistic and various discourse con-
texts. But the prophetic ecstasy of that pe-
riod did not stop her from concluding that
barriers between these contexts still existed.
She even signed in very lucid way the
unfavorable conditions and processes in that
direction. Perhaps most characteristic was
her comprehension of the betrayed “purity”
about commercialization: “The expectation
that conceptual art shall avoid commerciali-
zation, as destructive and progressive ap-
proach towards modernism, failed so that
many ephemeral works of this art are sold
and take their place in prestigious galleries.”

The status change of the art object
towards “ephemeral” forms of linguistic and
analytical statement has been associated
most explicitly with a group of American and
English authors who set out from the as-
sumptions of the analytical philosophy and
from the language philosophy under the in-
fluence of Wittgenstein and Ayer. They in-
troduced rigorous analytical procedures con-
cerning the conceptualization of the artistic
in the sphere of mental, idea experiences
and underlining the linguistic nature of the
“ephemeral” material. The conceptual and
linguistic ambience of the artistic statement
(or proposition, according to Kosuth) of the
early conceptualists (Kosuth, Huebler,
Weiner, Siegelaub) even presupposed the
possibility that the idea which could form an
artistic work did not need to be performed at
the end (Weiner). Kosuth linked the concep-
tual and linguistic character of the artistic
performance with the comprehension of the
conceptual (linguistic) nature of every artis-
tic manifestation, present or past, regardless
of the elements of its constitution. Accord-
ing to Kosuth, artistic performances are
propositions that investigate the concept, or
art nature within the framework of the con-
text of art. The propositions are not factual
(they neither describe, nor express some-
thing), rather they are product of art defini-
tions, or of consequences of those defini-
tions. This tautological intonation brings
closer conceptual art to mathematical and
logical patterns that Kosuth directly referred
to. Thus he did not imply certain use, or ap-
plication of so understood artistic perform-
ances. Kosuth considered that art in
postphilosophic and postreligious time ex-
ists only as restitution for what were once
“spiritual needs" (Umetnost posle filozofije,
Polja 156, 1972). The tautological nature of
his understanding of conceptual art was most
evidently formulated through his statement:
“Art as idea as idea”, that was used as sub-
title in his works.
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Other authors of that period also fol-
lowed the course of rigorous analytical meth-
ods and procedures (Art and Language,
Venet, Burgin, etc.) with the purpose of defi-
nite objectivity of the artistic language and
removal of residues of ambivalence and dou-
ble meaning. Art and Language focused their
attention on examination and denial of situ-
ations and conditions of the artistic work as
visually perceived object. At the very start of
its performance, this group concluded that
in the late 1960’s some artists developed an
activity that significantly reduced the relations
with visual art and plastic language (in Intro-
duction to Art and Language, 1968-1969,
Theories and Documents of Contemporary
Art). Their works showed a form based on
elements of the written language. In this way,
according to this group, the works of con-
ceptual art became closer to the spheres of
art critique and theory, although it does not
also signify their leveling. What makes them
different, and this has been underlined by
many authors, is the nature of the intention
of the conceptual artist being different from
that of the theoretician or the critic. In his
1967 “Paragraphs on Conceptual Art”, Sol
Lewitt clearly denied that conceptual art can
represent a certain illustration of various
mental, or theoretical positions and ideas.
The initial ideas, or concepts, according to
him, are not necessarily theoretical, or logic,
or complex. Conceptual works are not an il-
lustration of certain philosophic idea. Philoso-
phy can only be implicit in works of concep-
tual art.

The critical and analytical impulses,
linguistic font, idea modus, openness to-
wards theoretical discourses, release from
control of the disciplines, etc. still did not pro-
duce a single movement. Conceptual art,
nevertheless, acquired a recognizable physi-
ognomy from the early actualization of Sol
Lewitt, through the distributive promotion of
Seth Siegelaub, and then through several
significant presentations in the 1968-1974
period (for example, “When attitudes be-
comes form" of 1969 in Basel, the 1972
Stedlijk Museum exhibition, or the 1972 pres-
entation of Documenta in Kassel). Joseph
Kosuth was acknowledged as a leading in-
ternational personality. His essential propo-
sitions (as works or attitudes) on art as ex-
amination of conceptual features of the ar-
tistic language imposed themselves as sign
objective of the movement. Dan Graham
made comments on the way in which media
organize visual codes and linguistic systems
in culture situations where social relations
are moved out. Seth Siegelaub announced
that the book in the capacity of catalogue
and exhibition enables better control of pro-
duction and distribution. According to Robert
Berry, language is visual and aural material
suitable for transferring the illusive, self-re-

flexive features of textual information, as well
as the invisible phenomena. In further treat-
ing the reduction of aesthetic implications in
the minimalism, Sol Lewitt examined differ-
ences between conceptual intentions and
changes that occur during their realization
into a work of art. He showed the dispropor-
tion among the perception, description and
presentation. Douglas Huebler made use of
language and photography in diagram man-
ner to document the complexity of contem-
porary site-and-time activities and experi-
ences. Laurence Weiner examined the de-
pendence of language on the contexts of
presentation and reception. Art and Lan-
guage exercised an ironic critique of the ideo-
logical conditions of production, presentation,
reception. Victor Burgin made reference to
the ideological constructions and through his
photomontages deconstructed the visual and
linguistic codes of mass media. Mary Kelly
started in 1973 a multi-media project, involv-
ing several theoretical paradigms to docu-
ment the development and socialization of
her son. Marcel Broodthaers reviewed the
evoking and contradictory relations between
words (names) and images, thus making
irony of the museum and institutional
schemes and conventions through which
cultural values are controlled, maintained
and objectified. While the intention of
Broodthaers was metaphorically stated,
Hans Haake made direct interventions into
institutional practices through his ephemeral
installations, often scandalizing their func-
tion. Many other authors of that period fur-
ther related themselves to the paradigms of
the concept, language, to the analytical, criti-
cal procedures, to the social and cultural and
discourse contexts. This movement did not
have as its purpose creating ready-made
works, rather a permanent research and
analysis, often being exposed to the risk of
its own annihilation.

Conceptual art cannot be consid-
ered as single and homogeneous determi-
nation. Baldwin, Harrison and Ramsden (in
Memories of the Medicine Show...) made un-
successful every attempt to establish some
review, perspective of conceptual art, hav-
ing in mind the inconsistency of its presumed
reference. From a time distance, they con-
cluded that conceptual art (being “funny, se-
rious, pretentious, of dialogue nature, and,
above all, homeless") became one of those
descriptive terms which lack constitutive
works - something similar to the surrealism.

Since the mid 1970's, the concep-
tual movement has lost its “program”, con-
ceptual purity, penetrating into an expanded
field of reference. New impulses have ap-
peared that are generated from the anthro-
pological, ideological and political dimen-
sions of reality. The appearance of the “Fox”
magazine in 1975 and a series of texts by

Kosuth in the late 1970’s made a further is-
sue out of this.

Did this soften the conceptual
sharpness of the movement? Baldwin,
Harrison and Ramsden concluded that tex-
tual patterns of conceptual art lost their ex-
clusive status in the mid 1970's. According
to them, continuing the purely textually (con-
ceptually) conceived works risks to be at-
tached to two fronts: the one belonging to
the academic art subordinated to the culture
studies and the other belonging to the me-
dia as learned journalism. This is their very
remark made concerning the neoconceptual
art, a specific cultural intervention that has
been reduced to its worst kind, to journal-
ism. These assessments are mentioned just
as a viewpoint coming out of the corpus of
the very conceptual - in this case, Art and
Language. Today the phenomenon of con-
ceptual art can be considered as relatively
separate movement of the late 1960’s and
early 1970’s, however the strategies of this
art refer to “an unfinished project’, whose
impulses exercise permanent influence on
the practices of the late 1980's and 1990’s.

Finally the following question im-
poses itself: whether this movement had any
echoes on our artistic scene in the 1970's?
If one starts from the aforementioned pre-
sumptions about a fundamental resistance
to the modernistic strategies, from the de-
struction of formal and plastic linguistic mod-
els, from the focus of examining the consti-
tutive elements of art language, of nature,
of concept of Art, from the linguistic turning
point in analytical procedures, from the fun-
damental questions related to institutional,
social and cultural and political experiences
before and after 1968, and so on, and if all
these and many other things determine the
phenomenon of conceptual art, then it is very
easy to answer this question. Macedonian
art of that period lacked the very basic pre-
sumptions to practice this phenomenon. One
could not expect a young art that relatively
quickly caught up with modernism to relin-
quish it so radically. Neither cultural nor po-
litical expectations would have allowed it. On
the font of general social and cultural
progress, the artistic modernism was a fully
established category in our country, and any
digression (like the one of Simon Uzunovski)
could just count on marginal and private re-
ception. The issue of absence of any anti-
formal or conceptual penetrations does not
relate to the political rigidity of that period,
rather to the cultural self-isolation of the ar-
tistic engagement, exercising no resistance
to the given role of a mere decorative ele-
ment of the system and serving a hypotheti-
cally national project.
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Bnagumup Benn4ykoBCKu

OPArMEHTUPAHU BPEOHOCTU
(KOH NMpoy4YyBareTO Ha KOHUEeNnTyanu3MmoT
N MakegoHckaTa YMEeTHOCT)

Theme RIEE

soBeq

[eHec, co nobpu Npu4nHK, ce npeanara 3a pasrnefysarse
Tema cO BakoB HacnoB. ®oKycupaweTo Ha HaweTo
BHUMaHWe Ha onpejeneHa Tema 3Ha4um aa ce coobpasume
CO penaTvBHUTE pedepeHTHN TOHKK 0f CBETCKaTa, Kako v
BO camaTta HauvoHanHa Teopuja U npaktuka. MeryToa,
MOXHOCTa Aa ce (hpnu cBeTnUHa Ha KOHUEenToT u
KOHLEeNTyanu3MoT BO YyMeTHOCTa pafa HeaoyMuumn 3apaam
OCHOBHATA HEJacHOCT - Kako Aa ce nocTaBume cnpema
TEPMUHOSOWKOTO OnpeenyBarbe-KoHuenTyanusam, a co
TOa M Cnpema UCTOPUCKUOT aBaHrapAu3am v HoBUTE Nnojasm
BO HMBHOTO OCHOBHO M NPOLUMPEHO 3HAYeH:e.

MpouecoT Ha MoAaepHu3auuja 1 0OCOBPEMEeHyBare U Ha
HalaTa cpeavHa AoBeje A0 HOBU HauuHU Ha u3pasyBarbe
un obHOBEHU BpCkM co Tpaauuyujata. Of kpajoT Ha
ABaeceTTuTe, 0co6eHOo 0f KpajoT Ha neAeceTTUTe co
npuchakareTo Ha ancTpakTHUTE TeHAEHUMW BO yMETHOCTa
Ha 04eNHUTE jyroCNOBEHCKM LIGHTPU CTaHa npucyTHa egHa
XuBa 6op6a 3a HOB NMIACTUYEH NPUOA U YMETHUYKU U3pas.
Toj npouyec Ha MoaepHu3auuja, Koj He ogele NeCHO HUTY
6e3 npoTUBpPEYHOCTH, Gellle NOCTojaHO NpocneayBaH Cco
BNWjaHWja Ha nonynapHaTta Kyntypa, co 6puwerse Ha
rpaHuLMTe Mefy yMEeTHUYKUTE AUCUMNAWHK W Xenba 3a
BOCMOCTaByBare HOBW BPCKU Mefy NpuBaTHATE BU3UK U
jaBHMOT nMHTepec. Toj npouec Ha MoaepHu3auuja Hemawe
paMHOMEpeH TeK W cekoraw OTKpuBan passBueHa
Cnoco6HOCT 3a NpunarofysBame U akLeHTUpaHe Ha OHa WTo
MOXeno Aa ce NoAapeAwn Ha CONCTBEHWOT pasBUTOK U
MOXHOCTW. CBETCKUTE YMETHUYKM 6paHoBM (repMaHcKara,
(hpaHuyyckata u amepukaHckata YMEeTHOCT) I
3annucHyBaaT HaluTe NPOCTOPY KOW cenak, CeneKkTupaHo
M crnopej CcONCTBEHaTa MepkKa Ha MOXHOCTW W
orpaHuyyBarba, ro onpegenysane UHTEH3UTETOT U
CTEneHoT Ha HUBHOTO HaB/eryeare. 3artoa He MoXe Aa ce
roBOpM 3a “Cneno ofere no Apyru npuMepn” Kako WTo He
MOXe Aa cTaHe 360p 3a npumaT UnM aHTUyunauyuja Bo
NPOMOBMPaETO Ha HeKoja maeja Unu 3a HejsuHOTO
BPEeAHOCHO 3a0KpyXyBar-e. Mputoa,
MHTepHauuoHan3auujata Ha ogAenHn YMeTHUHKNU npasuy
M ABUXeHa ja ondaTtvn U coBpeMeHaTa MakefoHcKa
YMETHOCT.

onwiTK pasrneayBarba

[leHec, Bpeme Ha cymuparba, NocTOW Mucnere Aeka BO
nepuoaoT Ha MOAEpPHU3MOT U NOCTMOAEPHU3MOT
KOHLeNTyanuamoT ce 3ema 3a ocHoBHa napagurma. 3.LUmut
cMeTa geka uaejata 3a KoHuenTyanHa ecteTvka e
KapakTepucTu4Ha 3a HaweTo ctoneTue. MoaouHa
A.B5.OnuBa ke 3abenexu: ‘o [ivwaH He e MOXHO Aa ce
3aMUCIIM YMETHOCT WTO He 6y 6una koHuenTyanHa.” U 3a
APYry Mpoy{yBa4u KOHLenTyanHarta yMeTHoOCT obenexysa
noseKke 0f eaHa TeHAeHUuja unn eaHo asxerse. X.OnuHT
80 1961 roguHa ja npeanoxu cnefgHata geduHuymja:
“KoHuenTuTe BO KOHLenTyanHata yMeTHOCT Ce OHa WTo e
3BYKOT BO My3uKkarta, maTepujan Koj e BO ocHoBaTa.
KoHuenTyanHaTa yMeTHOCT € eAHa hopma Ha yMeTHOCT Koja
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CumoH Lliemos 1 Hukona duaaHoscky, /TuKoBHa MHTEpBEHYMja BO YecT Ha PembpanT, 1984, MecapHuua Baue, Ckonje
Simon Semov and Nikola Fidanovski, In honour of Rembrandt, 1984, art action, Bace butcher's shop, Skopje

ro UMa jasukoT Kako ocHoBeH maTtepwujan.” Co pgasarse
aKkLUeHT Ha “‘ymeTHu4karta Teopuja”’ n UCTpaXKyBaHeTo Ha
OHTONOWKAaTa NpMpoAa Ha ymeTHOCTa KoHuenTyanHaTa
YMETHOCT ' HaAMWUHYBa rpaHuLuTe Ha BeKe npudgareHuTe
MeZuyMu Ha TBOPELWTBOTO. Ha Toj HaumH ce Aojae A0 HOBO
chakare Ha YMETHUHYKOTO Aeno Kako ecTeTCKu npeamer
CO HOBM W cneunduyHu 3Ha4vera W COLAPXUHWU.
3abenexnueo bewe HacTojyBakeTo “Aa ce peayuupa
YMETHUYKMOT NpeAMET 40 rpaHvLa 3a HeroBo YKuHyBae”.
Mokpaj Toa WTo Aojae A0 “npownpyBare Ha U3pasHOTO
noApasje Co HOBW MaTepujanu, TEXHUKKU 1 meanymmn” 3a 0BOj
BUA YMETHWYKO AejcTByBare’e KapakKTepucTU4HO Aeka
nopakara cenak ce copmynupa BO BOH-MaTepujanHute
cthepn” (Mapujan Cycoscku, 1977).

CospganeHa BO MOAEPHU3MOT (3eMHa 1 TenecHa yMeTHOCT,
aHanNUTUYKM KOHLENT) KOHUenTyanHaTta yMeTHOCT Jo6u
HOBW (hopMU 1 3HaYeHa BO MOCTMOAEPHUCTUHKUOT Nepuoa.
A cnopepg X.®.Jluotap “noCTMOLEPHU3MOT HE € HUTY
KOH3UCTEeHTeH (uno3odckn npasel, ywTte noMmanky
CUCTEM, HUTY YMETHUYKMN AYX; TOj C€ KOHCTUTYUpa NoBEKe
Kako nornej Ha CBeT, TUM Ha UHTenekTyaneu, Ayx Ha
BpemeTo”. MefyToa, BO YMETHUYKOTO TBOpewTBO Gea
BOBE/ZEeHN KapaKTepucTU4HW U OO6HOBEHU CTUNTUCTUHKU
NnocTankyu Kako WTO Ce: UMTaToT, upoHMujaTa, KoONnaxor,
chparmeHTapHocTa... Tue ce OCMUC/yBaHW HU3 eAeH HOB
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CEH3NOUNUTET 1 BO KaTeropuja “yMeTHUYKN KOHTeKCT". Taka
HacTaHa YMeTHUYKUOT “OTBOPEH KOHLen", a ecteTckara
CyWHOCT Oewe AgeueHTpanuaumpaHa u pasbueHa
UCTUCHYBAjKU IO BPEAHOCHUOT acnekT. [leHewHnoT CcTun-
6e3 cTun ce ohopMu CO acumunmparse Ha ogaeniHu MUHaTu
cTunoBu n copmm Ha ymeTHocTa. 3a mogen e 3eMmeHa
camara YMEeTHOCT, He HejauHuTe (heHOMEHONOLWKK benesau,
a BO KOHUenTyanHata yMeTHOCT ce MaHudecTupaiwe
CTpeMeX KOH AemaTepujanusauuja Ha genoto (npouec
OTNOYHAT CO ancTpakTHaTa ymeTHocT). CywTuHaTa Ha
[enoTo cé noseke Ce Haofa Ha MNaHoT Ha uaejara,
UHTEHUMjaTa, uau nporpamara, BO CamMuoT KpeaTuBeH
npouec. VicTpaxysaHu ce NpocTopuTe Ha Haj-martepujara
M Ha AYXOBHOTO, HO Tpeba Aa ce noTceTume Aeka
matepujata ce gudepeHunpa Ao 6eckoHeYHocT (BO
eHepruu, ucnapyeare utH.). CozgazeH e Tun Ha yMeTHWK-
3amucnyBad 4Yvja Kpeauuja ce cuTyupa Ha TEOPETCKO U
MHTENEeKTYanHo paMHuLLTEe, KOPUCTEjKK nacep u BUAeo,
xonorpacuja ¥ HyMEpU4KWU CNvUKU 1 Apyri cpegctsea. 3a
npuMep MoXe fa NocnyXu AujanasoHoT 04 UMaruHapH1UoT
my3ej Ha A.Manpo Ao BupTyenHuoT my3ej Ha Ll.LLoy.

Ce 4YuHM 3Ha4aeH efeH acnekT coApXXaH BO MUCMOTO Ha
MN.MonapujaH ynateHo go W.Keepugo so 1909 roguHa. Bo
Hero TOj Ke ro UCTakHe 3Ha4yereTo Ha BpckaTta mefy




Cumon YayHoscku, Mpecna, 1976, acambnax (gpBewa nnova, nnacTka, Boga)
Simon Uzunovski, Prespa, 1976, assemblage (wooden board, plastic, water)

dunosocdujata U ymMeTHocTa, CO yBepyBare feka
“crivkapeBaTta cBecHa [AyXOBHa COApPXWHA mopa BO MHOry
[a Bnvjae Ha HeroeaTa yMeTHoCT."

Bo KOHUenTyanHaTa yMeTHOCT nocebHo 3Ha4erse fobusa
npaLiareTo 3a BPCKaTa, unu uHTepakuumjata mefy uaejara
W peanusaumjaTa, npawarbeTo 3a opmara n matepujara.
N koHuenTyanHata yMeTHOCT WNW yMeTHOCcTa Ha
cyncTuTyumjaTa e 1 “egHa pabota Ha 4ucTa chopma’, co Koja
ce ocTBapysa crneuudmnyHa 3HaKoBHa KoMyHuKaumja. Bo Hea
paboTaTa € 3aMeHeTa CO Hej3MHWOT KOHLenT, 06jeKToT co
HerosaTta gedvHuuMja, 4eN0TO 04 CaMuoT HEeroB NPOeKT.
KapaKTepucTU4HU Ce MUCrerbaTa Ha HEeKONKyTe Kiy4HU
yMETHWLUM Ha 0BOj ymeTHu4kK cTas. Ll.bojc 3abenexan:
“..He camo 3a Aa ce MUCNU TYKYy 3a Aa ce NpoAOoIxXu
mucnarta npeky pakata." Ll.KocyT Ke ja gage cnepHarta
AeduHuymja: “ ymeTHocTa Uma HewTo 3aefHUYKo CO
norukarta M martemaTukara 3aToa WTo Taa € efHa
TaBTONOrMja, T.6. AeKa ugejata 3a yMeTHoCT - “4eno”
ymeTHocTa ce ucta pabota.” b.Buona mucnu ageka
“TexHonorujata ke Hé BoAW KOH KOHCTpympare Ha 06jeKTu
COrniacHo Co NpouecoT Ha ojere 0f eHTepuep KOH
eKkcTepuep NoToO4HO [0 MHBEP3HOTO."

neme

AOMalLeH TepeH

Cé nosabenexnuea nojaga BO Hawarta cpejuHa e
OpraHvMa3vpaHo Haco4yBarbe Ha TBOPEYKWOT aHraxxmaH Ha
nomnaguTe asTopy NPeKy Kou ce ocTBapysa onpegeneHa
nporpama 3a pas3BUTOK Ha yMeTHocTa, MmefyToa
thopcuparbeTo Ha OAAENHN YMETHUYKN TEeHAEHUMN MOXe
Aa NOTTUKHYBA, Kako WTO MOXe M ga obesnuyyea u
nesopuerTtupa. Ce noasabopasa Aeka COBpPEMEH YMETHUK
MoXxe aa ce 6buge Ha pasnuMyHW HaYMHW, Npu WTO
M3HaofarmeTo Ha CONCTBEH naT W ucTpajHocTa umaar
nocebHn BpegHocTu. 3a opbenexysare e pAeka
YyMETHULMTE OA NOMNaauTe reHepaumm, Ha pasnnyeH HauuH
1 CO pasnu4yeH ycnex, rm KopucrtaT OCHOBHUTE CpeAacTea U
MaTepujanu 3a aa cosfjaaart NpocTopHa apTukynauywja Ha
3amucnara. Tue paboTene 3a 0TBOPEH NPOCTOP, HO CBOUTE
ocBapyBarba rnaBHO MM mpeTcTasyBaaT BO U3N0XG6EHM
NPOCTOPY, @ C& OPUEHTUPAHMN U KOH paboTa BO aBTEHTUYHU
ambueHTU Ha cTapu rpaabu (MOHYMEHTanHu, Kako u
NPUBATHWN KYKN UTH.).

MpeKy KOHLeNTOT Ha “0TBOPEHO YMETHUHKO neno” asTopuTte
ce BKAy4Yuja BO MPOWMPEHOTO None Ha AejcTByBarbe Ha
KOHLEeNTyanuamoT. [len oA H1B AMPEKTHO 1 6pry ce HypHaa
BO TakBWTE BOAW, Kako [a ro Hocene yBepyBarbeTo AeKa
LPTEXOT UNW MoAenupareTo, Tpeba ga ce oThpnn o4




IREIYEY Theme

HUBHUTE [lena Kako OCTaTOK Ha MPTBOTO €BPOMNCKO MUHATO.
3aToa, TMe He MoXea NOCUrypHO Aa ro HerysaaT CTasoT
reductio ad absurdum Tyky ce npenywTtuja Ha
pacyneHyBarse Ha NpeaMeTOT BO MPOCTOPOT, aKLEHTUPajKu
ja eBoKaTMBHaTa pacnpukaxaHocT. Ho, og apyra ctpaHa
eBUAEHTHU Ce HacTojyBawaTta Aa ce ocTBapu 4ucTa
thopmanHa n meauymcka opmynaumja Ha ugejata. 3atoa
Tue ycnesaar fa ro NoTTUKHAT YMOT fa MUCIK, Kako 1 ga
rv pasbypaTt noTcBecHUTe coapxuHu. marnHapHuTe
npeTcTasu Tve rv npasaT 6nMcku, cTBapHu. Haorajku ce
Ha “no3HaTuoT naT” ymMeTHUUMTE BOCNOCTaBUNe HOB Avjanor
CO Tpaguuujata WTO € KapakTepucTuyHa 3a
uyvBunusauyujata wWTo HEé ocopmuna (penurunjara,
MeguTtepaHoT UTH). Tue genyBaaT BO CKfaj CO HEKOU
OCHOBHW MOCTMOAEPHUCTUYKU UAEU OCTBApPyBajKU HU3
€NeMEeHTUTE Ha PEMUHUCLEHLNW, UMTaTX U NacTULLK, HOBU
mogenu Ha kpeatueHa mucna. OTTyka kBanudukaumjata
“coceM HOBO" AobuBa nopearnHu 3Ha4Yera. 3a HUB e BaXKHO
4a M OTKpWjaT NpUMapHUTE TBOPEYKWU EHEepruu, Ho UCTO
Taka v NnacTU4HUTE W BU3yesnHUTe npomucnysarba 6e3
ornef Aanu ctaHysa 360p 3a UCTakHyBarbe Ha 6aHanHoOTo
WY Ha HenposupHaTa “Wwyma og 3Hauu".

[en oA npakTUyHaTa KpUTUKa U Teopuja CBOMTE Npemmncu
rM 3acHoOBa Ha NOCTyNaTUTe Ha NOCTMOAEPHUCTUYKUOT
eknekTusam. CtaHysa 3abenexxnmBo HacTojyBareTo Aa ce
ynotpebar ymeTHUUMTEe Kako CBoja “npoAosmkeHa paka’,
WU Kako peanuaaTtopy Ha HUBHUTE Uaeu.

Bo makepgoHckaTta ymeTHocT Ha 20 Bek ce oaBuBan
npouecoT Ha T.H. “3abp3aHa ecTteTcka esonyuuja” (cnopea
MunaH ['ypunHoB). Bo KOHUENTyanHaTa yMETHOCT ce Aasa
13pas Ha OHa Koe He MoXe Aa buae NpeTcTaBeHo, HO MOXe
Aa 6uae cdatnueo, goaeka BO NpUMepuTe Ha
MakejoHCKaTa YMeTHOCT Ce akKueHTupa npouyecoT Ha
o0b6nunkyBsarbe BO MaTepujan npu WTO Ce HacTojyBa “oOHa WTOo
€ HeBnanMBO Aa ce Hanpasu Bnanvmeo”. KomnnekcHuTe
CUHTETUYKKN OCTBapyBarba He Ce NOAMOXHW Ha jacHa, TYKY
noBeKe Ha HenocTojaHa knacudukauymja. MakegoHCKUOT
YMETHUK Herysa pasHu noctanku, KOpUcTu pasHu TEXHUKK
W Martepujanu, maHunynupa u majctopucysa. Bo HuBHUTE
Aena ce ocTBapyBa aKTUBEH OAHOC Ha pasHOBUAHUTE
NNacTUyYHW enNemMeHTU CO NMPOCTOPOT, CO BKMy4YyBare Ha
CBEeT/IMHaTa 1 KOMMOHUPaHEeTO KoM OBO3MOXYBaaT Aa ce
M3BpWK yMeTHu4kaTta npeobpasba. BcecywHocT,
KOHLENTyanuanpameTo Ha crvkaTa ce HaAomnosHysalle co
NPOMEHUTE LWTO HacTaHaa, Co KOHUenTyanuaupare Ha
efeMeHTUTe Ha NpPoCcTopoT. Toj Npouec Ha cenekTupare,
acumunauuja v npeobpasba ce u3BpLUyBa BO KOHTEKCT Ha
KoHUenuujata 3a KOMOGMHUPaHO Aeno CO KapaKTepucTUKu
Ha “MewaH ctun”. Bo nocnefHuTe ABaeceTTUHA roAvHU
MakegoHuja ja 3annucHaa 6paHoBuTe Ha 6pojHuTe
€BpPONCKW YMETHUYKM uckyctea. EnemeHTnTe Ha
TpaHcaBaHrapaata v NocTMOAEpPHU3MOT npeosnaaysaar
onchakajku pa3HoBUAHM NocTanku u npuogu. Toj npouec Ha
OVPEKTHO BKyYyBare CO ONWTUTEe TeKoBu He ogen 6e3
KOHTPaAWKTOPHOCTU, HO 1 CO 3abenexnvBa CrnoXXeHoCT Ha
HacTojyBarbaTa v NnopakuTe: BO HEro ce BKNy4uja couujantu,
NOSIMTUYKMK U [yXOBHU COCTOj6M U €NeMeHTU CBOjCTBEHMN Ha
coBpemeHaTa uuBunivaauvja.

ogpenHu npumepu

KoHuyenTyanHaTta ymeTHOCT BO MakeaoHuja uma ceou
NPUBP3eHUUN O cpeguHaTa Ha cefymMAeceTTUTe roAuHM,
HO Taa “He e nojaseHa BO cBOjOT 4ucT Bug" (Bopuc
MeTkoscku, CoBpeMeHO MakefOHCKO CNMKapCTBO,
MakenoHcka pesuja,1981). Herosute Tparu ru cpekasame
BO peayuupaxa, moguuuympaHa nnm kombuHmupana opma,
KouenTyanHaTa noruka Ha Kpevwpawe ce nojasuna so
O4AenHN aena BO HeKOj Nepuos HO Pe4Mcu BOOMWTO Kako
nouenocHa u TpajHa onpegenta. Og Tve NpUYUHKU OBO)
TEKCT MOXe Aa 6uge camo npea cKuua 3a pasHuTe BUA0BU
Ha KOHUenTyanHaTta YMeTHOCT, a npu Toa Moxe ga ébuge
noBog 3a ApYyru UCTpaxkysara u

cornenom.

[ywan MNepynHKOB KOH cpeauHaTa Ha WeeceTTUTe rogvuHN
ja pedhuHupawe csojaTta TpajHa onpegenbda - HEroeoTo
Haenerysare BO NPOCTOPOT Ha reOMeTPUCKUOT 3HakK,
YMETHUKOBMOT U360p U TBOPEYKK MOTTUK CEe COAPXKUHUTE
o4 npupogata v ypbaHu motusu. Bo npuogoT jacHo Aojae
[0 M3pas CTPOroTo KOHUeNnTyanuavpare Ha CITMKOBHWUOT
npocTop, CO U3BECHW CPOAHOCTU CO nocrtankara Ha
reomMeTpuckarta ancTpakuuja wu acouuwjatmsHaTa
3HaKOBHOCT, KaKo 1 CO cucTemckarta yMeTHOCT. Toj Kpeupa
BO UPTEX W cepurpaduja pasHoOBMAHW COOAHOCU Mery
nuHujata n 6envHaTta Ha nuctoT. lNMepynHKoB co3pgaea,
KOXEePEeHTHO 1 focneAHo, CBOeBNAHa reomeTpucka noeTuka
Ha NMHeapHW Tparn KoM UMaar CyLITecTBeHa CTPYKTYpHa U
cogpxuHcka cmucna. MNMpumep Ha 3abenexuTeneH
pegyKuvoHu3am npetctaByBaar rpacpuykmuTe NMCTOBK Nog
Hacnos “HacnosHa cTpaHa” u “CtpykTtypa Ha nuctoT - X"
(1991). OTTYKa Npousnese rpacmykarta mana “HuwTo" oa
1992 roguHa Koja ce KapakTepuaupa co KpajHa peaykuuja
Ha cpeacTtBata M ¢opmarta (MOXHO BnujaHue opf
MUHUManu3MoT Ha MoHAapwjaH n Manesuy).

Co umeTto Ha CumoH LlemoB ce Bp3yBaaT paszHOBUAHU
aKTUBHOCTU Of NOYETOKOT Ha ceaymMAeceTTUTe roAuHU:
KOMOPUCTUYKN UHTEPBEHUMKU BO NpupoaeH v ypbaH ambu-
€HT , NNacTUYHU MHCTanayum BO OTBOPEH U ranepucku
NPOCTOP, Kako 1 CO34aBarbeTo NAaTHa, UpTexu u rpatmkm
BO KOM Joafa [0 wW3pa3 HEeroBuoT “CTUNCKMU
Homaausam” AkuuuTe Ha 6oerse n nHcTanayuuTe, Kkou bea
13paboTeHn 0 HENOCTOjaHN U KpeBKW MaTepujanu, octaHaa
3abenexann Ha coTorpacduja u cnajg. Bo cute nUKoBHU
AVCUMNNWHKM  ce npoTKajyBa eAHa Huwka Ha
KOHUenTyanuavpame Ha COAPXUHUTE Kako U AYXOT Ha HEKOj
Buz4 “aetcka urpa” (akuvmute og 1974, 1982, 1986, nocebHo
“PacTtpkanaHo knonye” og 1983, “Bo 4ecT Ha PembpaHT”,
1984 n ap.) Kako TBOpeYku NpeausBuk Ha YMETHUKOT My
nocny>xune MOTUBM Of yMEeTHUYKaTa Tpaguuuja, Kako u
TEMU Of COBPEMUETO: EKOMNOLLIKKU, COUMjanHu, NONMUTUYKW.
Bo 1972 roguHa, Kako u nogouyHa cnukapute Munow
KoyomaHn u [paromyb BexaH ussene nepcgopmaHc
cnyyysama Bo npegenute Ha “Ckoncka LipHa Mopa”, kako
1 BO 3aTBOPEH npocTop. HuBHUTE NpoekTn nmane 6enesun
Ha OYHT NpoTUB KOHBeHUuuTe n 3abpaHuTe, eaHa
KapakTepucTu4Ha napoaudHa pacnpukaxaHoct. OBoj
cneunduyeH “ja3nk Ha TenoTo" Hema Aa uma crnegdbeHnym
BO MakefoHcKaTta yMeTHOCT CO 3HayaeH UCKNY4oK Ha HeKou




Tanac lNynosckw - Tawe, fercka urpa |, 1986, nacten
Tanas Lulovski - Tane, Children's Game 1, 1986, pastel
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Cumon LLiemos 1 Hukona dupnaHoscku, MHTepeeHymja 8o npoctop, MCY, Ckonje,1982
Simon Semov and Nokola Fidanovski, Intervention in Space, MOCA, Skopje, 1982




ocTBapyBatba Ha ckynntopoT MeTpe Hukonocku.

Bo penata Ha TaHac JlynoeBcku npumeHeT e
XuneppeanucTU4YKMOT Ha4YMH Ha NMpeTcTaByBare, CO
U3BEeCHa couujanHa KpUTudka HoTa Ha UcKaxKysarse. Toj
co3gage cnukn-o6jekTn (1983) u uHcTanayum (1988)
nspaboteHn oa “cupomaliHu’ mMaTepujanu Cco Kowu
npomMosupalLe cneynuyHo 06nmMKyBar-e Ha ugejata u Hoso
cthakar-e Ha NpocTOPOT.

Bo Toj nepvoa 6ea opraHuanpaHm nsnoxoémre Ha Kou 3eaoa
y4eCcTBO yMeTHMUM KOW Ke BuaaT 3auHTepecupaHu 3a
KOHUenTyanHaTta yMeTHOCT: akuujata Ha rpynHo cnvkame
npen ®unosodckuot cdakynter Bo Ckonje 1978,
ambueHTanHnTe HTepeeHuMn Bo MysejoT Ha coBpemeHaTa
ymeTHocT Bo Ckonje og 1982, uanoxb6ata “HoBu nojasu Bo
MakKefoHCKaTa NIMKOBHA YMETHOCT BO nocnepgHara
AeueHuja” Bo lomoT Ha MnaguTe Bo Ckonje oA 1984 roavHa,
nanoxbata “80-Te roguHU BO MaKepoHcKaTa NUKOBHA
ymeTHocT" BO MysejoT Ha MakegoHuja - Ckonje oa 1986,
nanoxbara“9 1/2, Hopa makegoHcka ymeTHocT" BO My3ejoT
Ha coBpemeHaTa ymeTHocT Bo Ckonje oa 1996, usnoxbéata
“Bpavere” Bo My3ejoT Ha coBpemeHaTta ymeTHOCT Bo Ckonje
(no MuHxeH) oa 1998 roguHa UTH.

Bo 1987 roguHa Bo Ckonje ce oTBOpu nanoxobarta “KoHuenT
BO cnukata' Ha Kputu4apoT AnekcaHaap boroesuk of
Benrpag. HerosuoT n3bop 6ea genara Ha ymeTHUUUTE
npUBp3eHUUM Ha “Knacu4yHWOT KoHuenTyanusam”
onpeaenyBsajkv ro Kako ‘ymepeHa asaHrapga’ v ‘tpeTta
cTpyja” BO jyrocnoBeHckaTta ymeTHocT ( Pogomy6b
AHacTtacos, TaHac JlynoBcku - Koj He 3e4e y4ecTBO Ha
uanoxbarta, boxuaap [lamjaHoBcku u apyrun). lenata Ha
oBMe ymeTHuuM 6ea 3eMeHu Kako npumMep 3a CBOEBUAHO
CUHTETU3Uparbe Ha MaTepujanuanpaHnoT ecTeTckn 0bjeKkT
CO OAAENHW eNeMEHTU Ha KOHUEeNnTyanuamoT; Bo genarta
foara fo u3pas BU3YenHOTO, a npeaMmeToT Aobwn Hag-
peanHu 6enesu.

KoHuenTyanHaTta nornka Bo co3gaBarbe Ha YMEeTHUYKOTO
Aeno erauctupa BO 3aejHuUa co Apyru npuoawu.
KoHuenTyanuavnpare Ha CIMKOBHMOT NPOCTOP Ce CpeKkasa
80 [dena co noknacuyeH nNpuoj, Kako U BO NMOHOBUTE
pelleHuja: Mefy NpUBpP3eHMUMTE Ha eKCNPEeCcUOoHUCTUYKaTa
nekcukKa u reomeTpuckara anctpakuyuja, Bo genara
co3gafeHn BO LeeceTTUTe, Kako U BO OCYMAEeceTTUTe
roavHu. Bo HajHOBMOT nepuog Tue 6enesun ce npoTkajysaar
80 Aenara Ha yMEeTHULMUTE KOW acummunvpane eneMeHT Ha
TpaHcaBaHrapgaTta v nocTMOAEepHU3MOT. Tue BO cBouTe
Aena KoMbuHWpane pasHu CTUNCKWM MOAENN U MaTepujany,
nNpeTBOpPajkn rm BO CBOEBUAHM CIIMKU-06jeKTU co
DasHOBUAHWN 3HAaKOBHU COAPXUHU 1 6ene3n. Hekon og HUB
noHarnaceHo ce CBpTUja KOH NPOCTOPHU pelueHuja.
KoHuenTyanuanpare Ha NNacTU4HUTE COAPXKUHW Haofame
80 genaTta Ha NoMnaguTe reHepauuu Kou ce LiKonysaaTt
80 3arpeb, benrpag v JbybrbaHa, kako u Ha hakynTeToT
3a nukoBHM ymeTHocTM Bo Ckonje oa 1980 roauHa(cnvkapw,
ckynntopw, rpacuyapu). Tue HacTojyBaaTt Aa ru nospsar
SNeMeHTUTE Ha pas3Hu MeauyMu U npuoau: Toa ce
xombuHauyuu Ha uHcTanayuja, objekTHa unu ambueHTanHa
YMETHOCT CO KOHUEenTyanuamoT. Bo nopaHelwHUoT nepmog
20 genarta 6ea KOPUCTEHU NMPUPOAHM U CUPOMALLHU
maTtepujanu co noHenocpefeH npuoj Bo paboTtara.

Theme m

MopgoyHa, ymeTHuuMTe noyHaa jga ynoTpebysaaTr
CUHTETUYHM U CKanoLeHU MaTepujanu, Kako u genosu og
npegmMeTy U ApYyro nocTtaBeHW BO MNOUHAKOB,
nocoucTuympaH KoHTekcT. OaaenHuTe nNpoekTu ce
uHaHcupaHm og MUHUCTEPCTBOTO 3a KynTypa Ha
Penybnuka MakegoHnuja, Copoc LUeHTapoT 3a COBPEMEHMU
YMETHOCTU U apyru cnoH3opu. Co HMBHA MOMOL, CTPOro
KOHTPONUPAaHO W NPOrpamcKu ynpasyBaHo, MaKeAOHCKUTe
aBTOPW TV MpeTcTaBune CBOUTE NPOEKTU Ha OA4AENHM
YMETHUYKM MaHudecTaumm Bo cBeToT. Hekou ogene no
CeNneKTUBEH NaT CO aHra'parbe Ha AOMalUHM U CTPaHCKK
KypaTopu, Ha oaaenHn Nnpo6emMcKn KOHUMNMpaHn n3noxxom
(MHTepHaunoHanHoTo 6ueHane Bo BeHeuuja, Cao Maono,
Wctambyn, Hyjopk, CToKxonm u apyru).

Bo coBpemeHaTa ymeTHu4Ka npaktuka Bo MakegoHuja
MOXaT Aa ce cneAaT HEeKONKY JIMHUKM Ha pas3BUTOK Ha
KOHUenTyanuanpame Ha NNacTUHHUTE COAPXMHU, He 6e3
YyBCTBO Ha HACW/THO BKNOMyBake 1 NOjMOBHA KOHMy3uja,
Taa npousnerysa o4 “MelwaHnoT KapakTep” Ha TeopbuTe 1
o4 npawarbeTo ganu Tue moxaT ga ce nogsegart nog
noumoT ymeTHocT. EBreHunja [leMHueBcka cnukara ja
pac4neHun Ha Mo3avyHu AenoBu BO BUA HA MyNTUNNNUMPaH
KOHUEeNT CO MOXHOCT Aa Ce PeKOMMOoHWpaaT COCTaBHUTE
enemMeHTu Ha urypatuBHnoT MoTme. Berbo TalwoBCKU
KOMBMHMpa HacnukaHo nnaTHO W cBuna 3a Ada cosgage
unyaunja Ha 6IMCKO U 3aTCKPUEHO, HA MOTUB CO jacCHM
KOHTYpK W 3amarneH npegen. oBeke aBTopu of
nomnagarta redHepauuwja cnopes MeToAOT Ha
KOHUeNnTyanManparme Ha NPOCTOPOT Ha crvkaTa, Wiu Ha
cnukaTa-o06jekT, akUeHTUpajKu M YUCTUTE NNACTUYHMU
(heHOMEHN Kako U OAAENHUTE MOTUBCKM NPeokynauum u
aHraxupaHu coapxuHu. Hue ru Haofa Bo genarta Ha
ymeTHuyute: Cnobopan dunoscku, [paraH MNeTkosuK,
Benko LiseTkos, Cnas4yo Cokonoscku, BaH4yo Jakos,
Mpegpar Ypowesuk, JoeaH LLlymkoBCcKu 1 apyru.

Wckpa Mpabyn v apyry apxvTeKkT ro co3aanoa XeneHnHroT
Ha 0TBOPEHO HapeyeH “Ctor” (1983), a [‘oko PagoBaHoBMK,
WCTO Taka apxuTekT, MM KoHuunupawe csoute “ypbaHu
npukasHu" n TBOpOU cocTaseHn o4 pasnHu npeameT: “XKuto”
u “MocT-ornegano” og 1986 roguHa n gpyru. Npynarta 3epo
Ha CBOj HauyuH ja pa3Bu 3amucnara 3a “cnydysarba” BO
ranepucku NpocTop” BO BUZ HA MyNTUMEANCKU NPOEKTU KOU
ro NOTTUKHyBaa v rnefa4oT Aa y4ectsysa BO HUB (0 1985).
[pynaTa BeKe He NOCTOM U CEKOj 04 4YNeHOBUTE pas3BuBaaT
CBOja aKTUBHOCT: TUe OCTaHyBaaT Ha cBojaTta onpegenba
3a aBaHrapgHv UcTpaxyBarba BO MakeoHcKaTa yMeTHOCT
- BO obnacta Ha CNMKapcTBOTO W 00jeKTOT, Ha
MHCTanaymnjata u ambueHToT Ha nepchopmMaHcoT U
YMETHOCTa Ha NpouecoT CO enemMeHTW Ha Arte povera,
YMETHOCTa W ja3MKOT M YMETHOCTa Ha MemopujaTta BO
KOHUenTyanHaTta yMeTHOCT UTH. (Anekcanaap CTaHKOBCKM,
Mépaxum Beau, 3naTtko TpajkoBcku v ap.).

Ckynntopute BHecoa oAAeNnHuM MHOBauuW U AejcTByBarbe
BO eAeH npowupeH npocTtop. ApxutekTtoT CUMEOoH
Y3YHOBCKW BO HEroBuTE NNacTUYHU MHCTanayuu,
apTUKyNUpaHn BO EHTEepUepHU NpPOCTOpPU KopucTelle
XapTuja o BECHUUM U CenoTejn NeHTU NOoTeHUMpPajKu ro
3HayereTo Ha NpouecoT, BpeMeTOo W ynoraTta Ha
ceeTnuHata. NeTpe HUKONOCKN Kpenpa TpaHCnapeHTHU




- Tema [ENE

NNacTUYHW CTPYKTYPW, BO BUA Ha CUHTETU3UPAHU
NPOCTOPHYM 3Hayu. Toj e aBTop W Ha BUEO NPOEKTU BO KOU
ro noTeHyvpa acnekToT Ha pUTyanHoTo, U3pa3HOTO U
aBTEHTU4YHOTO. BO HeroeuTe Aena ce NpUcyTHU eneMeHTuTe
Ha MUTCKOTO W apxeTwurnckuoT KoHuenT. Tome AUneBCKH
KOMOUHMPa CKyNNTypa, Hacnukanu gena u potorpadum co
KOW ro AOKYMEHTUPA UCTPaXKyBareTO BO OAAENEH CerMeHT
(oA npoekToT “TonemnoT Yekop Hasag', 1996-97, Petyw,
1998).

Mefy aBTOpUTE KOU Ce HaKNoHeTW KOH BepbanHoTo
MUCNEHE U MaHUNynuparse Co MAen CeKako ce U3fBsojysa
CraHko MaeneBcku. Toj BO cBOWTE Aena BOCMNOCTaBU
Kopenauyuja mefy oHa LWITO 3Ha4u paboTta co marepujan v
KoMbuHauumja Ha NeTpUCTUYKM MOTUBU KOM HOocaT
onpegeneHa cemaHTuyka cogpxuHa. Ce nojasysaaT ase
nogeAHaKBO akUEHTUpaHU KOMMOHEHTU: cTpacTta Ha
NNacTUYHOTO OONUKYyBare W HarnaceHuoT UHTepec 3a
NPOMUCIYBaHE Ha LenuHaTa u HU3 JoMnosHa co Apyru 3Hauyu
n coapxuHun (“CBeTOT BO KouKka unu Bo Kpyr-EHepreTcku
TpaHcgep-Cé e napye-Cé e nposupHo”, 1996-97 u ap.).
[JenaTa ogmeTan u Apyrvu Matepujany ce NocTaBHU Ha Noj,
jACHO KOHUMMVMPaHW W MAjCTOPCKWU W3BEAEHW, HO cenak ja
HOCAaT TajHaTa Ha He40NOBNUBOTO, TUE Ce BOCnpueMaaT H13
OAAENHWUTE MaTepujanuaupaHu U ecTeTCKu acnekTw,
OCMUCIEHM CO crneuuduyHa NPOCTOpHa AUCno3uumja.
Buoneta Bnaxecka un borgaH Mpabynocku uctpaxysaar
Ha MONEeTo Ha CKynnTypanHata ancTpakuuja unu
MUHUManHaTa yMeTHOCT U ienyBarbeTo Ha CBeTNInHaTa, BO
HEKOU MPOEKTU Ce BKNYyYeHN WKOHUYHWUTE 3Hauwn Ha
[IOKyMeHTapeH Buaeo matepujan. MupHa ApcoBcka KopucTu
pasHu martepujanu U NpeaMeT Kou BocnocTasyBaar Ccnoj
Ha apxau4Ho U MOZepHo, “Tonno” u “cTyAeHo", 3HaqajHa
ynora uMma cBeT/iMHaTa-npupoAaHa v BewwTadka.
Any3unTe ce pasHOBUAHW KakKoO WTO Ce HejanHuTe
acambna‘'Hu 06jeKTn, Heo4YekKyBaHu, NOTUYHN, HO U
aneropuyHu, TMe cyrepupaar He-peg, mucna “koja nyta” (‘He
rnepajte Taka pomaHTU4HO" og 1995, “AsTonpTpeT” 04 1996
v ap.).

YKaneTta BaHrenu HanpaBu 3Ha4dajHu UCTpaxyBsarba BO
obnacTta Ha NoBp3yBar-eTO Ha reoMeTpuckKaTa ancrpakuuja
N 06jeKTOT, UKOHWYHOTO M auKOHUYHOTO, roToBaTa
NpeAnoLKa 1 n3paboTeHWoT Aen - HAaC/IMKaHo NNaTHo UNn
06jeKT, Ha CNMKOBHOTO U NEeTPUCTUHKOTO, BU3YENHOTO U
nojMoBHOTO. Taa KopucTu n boTorpacuja u gparoyeHu
martepujanu, naejata ja KoHuunupa Ha 4BOAVMEH3VOoHaNnHa
NOBPLUMHA M CTATUYHO, UNW NaK efIeMeHTUTE r' KOMNOoHWpa
KaKo napanesniHu 3Hauw - Unu CTBapHOCTK, BO aMOUEHT U
CO HarnaceHa AUHaAMW4YHOCT W NPeAu3BUKAaTEeNHOCT Ha
pasnuMyHUTe UAEONOWKW, PEUIMCKA U ApYrn COAPXUHU
(AKT, MOK”, 1991, “Omax Ha AHgpej Py6rbos”,
“ABTOnopTpet’, “nopTpeT Ha Bnagumup AnToHos", “MopTa”
1994). Bo HejauHaTa “‘cenekTuBHa Memopuja’ ce
coeauHyBaaT €feMeHTUTe Ha Tpaguyujata u
COBPEMEHOCTa, OpraHn3npaHu Bo eiHa pUropo3Ho ceejeHa
dopma 1 naejHa KOHUMNUPaHoCT.

Bnaroja MaHeBCKM € Cnvkap Koj ja Herysa “MOHTaxHaTa
noctanka’' u reomeTpucka apTukynauuja Ha opmu u
3Hauu. Bo noHoBUTE Aena cé noHarnaceHo ce CBpTyBa KOH
06jeKTOT U MHCTanauujaTa, cyrepupajkm ro KOHTpacToT Ha

NPVPOAHOTO M BELTaYKOTO, apXxauyHoTO U MOAEPHOTO,
oafenHUTe CUMBONUYHM U ECTETCKU COAPXXMHU. Toj oCcTBapK
efleH BUA neHa-apT Ha oTorpacmja Ha ucnykaHa semjuHa
noBplWMHA Ha Koja “MHTepBeHupan" co anymMuHuymcka
Kpy>xxHa nexTa (‘Baga A", 1994)

Bo egHa npuroga Jlycu Jinnapg 3a genoto Ha PobepT Mopuc
ke 3abenexwu aeka “Toj ce 3aHMMaga co ugejara, co ngejata
Kako npeaMeT v uaejata kako npetcrasysarbe”. Bo nasecHa
cMuMCna Toa BaXKu 3a HeKou NpoekTu Ha Vckpa [umuTtposa
BO KOW ynoTpebuna nnactuyHo “Teno” n3asoeHo u
OCBETNEHO BO MPOCTOPOT, Cyrepupajkn H13 onpeaeneHoTo
maTepujanuanpaHo 1 cumMBoIMYHO NpeTcTaByBarbe HeKou
mMeTauanykm coapXxuHn. NnactnyHuTe peanvsauuun ce
MCTO TOSNKY BaXKHW Kako U HalonoNHyBa4YKUTe CeMaHTU4KN
1 (OUNO30BCKM TEKCTyanHW TONKyBarba BO Katanosute
(Tanamoc, 1996, ManouHa epeka, 1998).

PobepT JaHKynoBCKW U [OKyMeHTUpa cBOuTe
uctpaxysara co ¢oTorpaduja co Koja aHanuaupa
onpegeneH MoTuB, a AHTOHU Ma3HEBCKU M1 UcTpaxysa
BpPCKUTE Mefy 06jeKTOT W NeTPUCTUYKWUOT MOTUB (Bo
Heno3HaToTo noctoerse 1998). 3aeHko Byxek ro Hanpasu
NPOEKTOT “ByXek-Tuto” 6upajku AoMaleH HanywTeH am-
6WEHT, CO ENEMEHTU Ha roBOp U My3uka, TekcT. Moxebu
HajuucTa opma Ha KOHUEenTyanusMmoT, BO HerosuTe
OCHOBHM 3Hauerba Haofame BO ocTBapyBarbaTa Ha CysaHa
MuneBcka, uctopu4ap Ha ymeTHocTa, nocebHO Ha
uanoxbara Pea-Xaoc (My3sej Ha rpag Ckonje) u “loTnuc,
HacTaH, KoHTekeT" (MnaauHckm KynTypeH ueHtap, Ckonje,
1992).

3aBpLIHM 3abenewku

OBoj nperneg Ha Aena u HacTojyBarsa HY>XXHO 406U onwT
KapakTep 3apaju U3HECeHVOT CTaB AeKa - BO coBpemeHaTa
MaKeZoHCKa YMEeTHOCT He NocTojaT NpuMepu Ha NoLenocHo
1 nojacHo AeduHUpaHa KoHUenTyanHa yMeTHocT. HamecTo
Toa cpekaBame NpUMEpPW Ha “MelaH CTUN" UNu Ha
KOHLUenTyanuaupare Ha NNacTU4HUTE COAPXWHU Kako
pedhriekcy Kou faBaaTt MOXHOCT [a ce BOCMoCcTaBu U3BecHa
Kopenauwja co cBeTckuTe npumepu og osaa obnact. Bo
TEKCTOT HY>HO Ce Mojasuja HejaCHOCTU U BO eiHa NoLIMpoKa
cmucna 3aTtoa wto, cnopep Xapona O360pH” “
KOHUenTyanHata yMeTHOCT € Cé ywWwTe HejacHa u
HeoapeaeHo AedwHupaHa'. MocTtou cocema man 6poj
npuMepu Ha yMeTHUUW KOoWu ce WuHTepecupaart 3a
cemMaHTUKaTa U Teopujata Ha KOMyHuUKauujata Kou ce
BKNy4eHW BO HUBHWTe aena. MNpepg Hac ce nojasysaar
AUneMuUTe 1 Npalwarbata WTo CY M NocTasun CnoMHaTUOT
TeopeTuyap : Aeka Tpeba ga cme npeTnasnuev of
“anoynoTtpebaTta Ha jasukoT” BO AeduHMpareTo Ha
nojaeuTe, AeKa cexorail MocTou “enemeHT Ha uamama’ Bo
0BOj BUA Aena 3a kou Tpeba ga ce npawame janu ce
YMETHOCT BOOMNWTO W “BP3 KO Hayena ja Hanpasume
pasnuka" mefy ymeTHocTa U He-yMeTHoCTa.

Hawara yMeTHOCT ce pas3BuBa BO yCNOBM Ha mana u
nepucdepHa cpeguHa. MocebHo 3Hadvere pobusa
npo6nemMoT Ha CONCTBEHOTO MWHATO. BCyWHOCT, ako ce
nornefHe HaHasaj Hawara ucTtopuja Ha ymeTHocTa e
UcTOpMja Ha HenpeKuHaT AUCKOHTUHYUTET. MNpuToa v AeHec
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HacTojyBarba rm OHEBO3MOXYBaaT. 3aToa MOXe fAa ce

roBOpU 3a OAAENHWN TBOPEYKMU Hanopu 1 ocTBapyBarba 3a
objacHy Toa WTO e NOce6HO BO Aenara Ha HaluMTe YMeTHULM

(bparmeHTapHu BPeAHOCTM 1 3a 06UA CO OBOj TEKCT Aa ce
BO OAHOC Ha ronemMuTe cpeauLuTa.

ce NoTBpAyBa TpaAvUMOHANHUOT pacuen Mefy Toa WTO
NoeAuHLMTE cakaaT U MOXaT U YCIIOBUTE KOW BO TakBUTe
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Vladimir Velickovski

FRAGMENTED VALUES
(Toward study of conceptualism
and Macedonian art)

Introduction

It has been suggested nowadays,
due to good reasons, to consider a topic with
such title. Focusing our attention on specific
topic means to correlate with our points of
reference on global and national level of
theory and practice. The possibility, however,
to shed light on the concept and conceptu-
alism in art creates dilemmas due to the
basic vagueness - what position to take to-
ward the terminological determination-con-
ceptualism, and thus also toward the histori-
cal avant-gardism and new manifestations
in their basic and broad meaning.

The process of modernizing and
updating also our environment has lead to
new ways of expression and new ties with
tradition. Since the end of the 1920's, and
particularly of the 1950’s, by accepting the
abstract tendencies in the art of various Yu-
goslav centers, there appeared a live strug-
gle for new plastic approach and art expres-
sion. This process of modernization, that was
neither smooth nor without contradictions,
was permanently followed through by influ-
ences of popular culture, by wiping out bor-
der lines between art disciplines and desire
for establishing new ties between private vi-
sions and public interest. This process of
modernization did not have a steady flow and
it manifested a grown ability to adapt and
accent that which could be subordinated to
own development and abilities. The global
art tides (German, French and American
arts) splashed our territories that still, selec-
tively and according to own level of abilities
and restrictions, determined the intensity and
degree of their penetration. Hence one can-
not speak of “blind following of other exam-
ples”, in the same way as one cannot speak
of primacy or anticipation in promoting some
new idea of its value completion. At that, the
internationalization of various art directions
and movements also included the contem-
porary Macedonian art.

General considerations

Nowadays, in times of summing up,
there is belief that, during the period of mod-
ernism and postmodernism, conceptualism
is considered as basic paradigm. Z. Schmitd
thinks that the idea of “conceptual aesthet-
ics is characteristic for our century.” Later on,
A. B. Oliva would note: “After Duchamp, itis
not possible to conceive art that would not

be conceptual.” Other theoreticians of con-
ceptual art are also of the opinion that con-
ceptual art denotes more than one tendency
or movement. H. Flint suggested in 1961 the
following definition: “Concepts in conceptual
art represent the same thing as sound in
music, a material that lies in the very es-
sence. Conceptual art is a form of art that
has language as its essential material.” By
accenting “art theory" and research of onto-
logical nature of art, the conceptual art sur-
passes the borders of already accepted
media of creativity. In this way, there came
about a new understanding of the work of
art as aesthetic object with new and specific
meanings and contents. The tendency “to
reduce the object of art till the very limit of its
abolition” could not be ignored. Besides “ex-
panding the field of expression with new
materials, techniques and media”, this type
of artistic activity “is characterized by the fact
that the message is, nevertheless, formu-
lated in non-material spheres" (Marijan
Susovski, 1977). Created during the mod-
ernism (earth and body art, analytical con-
cept). conceptual art acquired new forms and
meanings in the postmodernism period. Ac-
cording to J. F. Liotard, “postmodernism" is
neither consistent philosophic direction, nor
a system, nor an artistic spirit; it is consti-
tuted more as an outlook of the world, a kind
of intellectual, spirit of the time. However,
characteristic and renewed stylistic proce-
dures were introduced in art creativity such
as: citing, irony, collage, fragmentariness...
They were conceived through new sensibil-
ity and in the category of “artistic context”.
Thus the artistic “open concept” was created,
and the aesthetic essence was decentral-
ized and shattered, pushing aside the value
aspect. Today's style-without-style was
formed through assimilation of various past
styles and forms of art. As model was taken
the very art, not its phenomenological signs,
whiie in the conceptual art an inclination was
manifested toward de-materialization of the
work of art (a process started by the abstract
art). The essence of the work is located on
level of idea, notion, intention, or program,
in the very creating process. Spaces of be-
yond-matter and of the spiritual were inves-
tigated, but we should remind ourselves that
matter is differentiated ad infinitum (in ener-
gies, vaporizing, etc.). A type of an artist-
conceiver was created whose creation is situ-
ated on theoretical and intellectual plane,
making use of laser and video, holography
and numerical images and other means. The
diapason of the imaginary museum of A.
Malraux to the virtual museum of J. Show
could serve as an example.

An aspect contained in the letter of
P. Mondrian sent to |. Querido in 1909 seems
significant. There, he underlined the signifi-
cance of the connection between philoso-

phy and art, with the conviction that “the con-
scious spiritual contents of the artist must in
many ways influence his art.”

In conceptual art, particular signifi-
cance acquires the issue of connection, or
interaction between idea and realization, the
issue of form and matter. Conceptual art or
art of substitution is also “something of clean
form”, in which a specific sign communica-
tion is created. There, the something is sub-
stituted by its concept, the object by its defi-
nitions, the work by its very project. Opin-
ions of several principal artists of this art
position are characteristic. J. Beuys noted:
“...not only to think, but also to extend the
thought through the hand.” J. Kosuth gave
the following definition: “art has something
in common with logic and mathematics, be-
cause it is a tautology, that is, notion about
art-'work’ and art is the same thing."” B. Viola
thinks that “technology shall guide us towards
constructing objects in conformity with the
process of going from the interior towards
the exterior, more precisely, towards the in-
verse."

Domestic scene

Increasingly noticeable manifesta-
tion in our country is the organized directing
of the creative engagement of younger au-
thors through which a specific program of
art development is realized; pushing forward,
however, various art tendencies can stimu-
late, in the same way as it can deform and
disorientate. It is forgotten that one can be a
contemporary artist in various ways, in which
finding one’s own path and persistence bear
special values. It is noteworthy that artists
belonging to younger generations, in vari-
ous ways and with various successes, make
use of the basic means and materials to cre-
ate spatial articulation of the conception.
They have worked for an open space, but
present their works mainly in exhibition halls,
and are oriented towards working in authen-
tic milieus of old buildings (monumental, as
well in private houses, etc.).

Thorough the concept of “open ar-
tistic work”, the artists have involved them-
selves in the broad action plane of concep-
tualism. Some hurled themselves directly
and without hesitation into this sphere, as if
they were of the conviction that drawing or
modeling should be cast out from their crea-
tions being a leftover of a dead European
past. Hence, they could not treat with cer-
tainty the notion of reductio ad absurdum,
rather they let themselves into analyzing the
object in space, accenting the evoking “over-
talkativeness”. On the other hand, there are
evident attempts to realize clear formal and
medial formulation of the idea. Hence, they
manage to stimulate brain work and to ani-
mate the unconscious contents. They make
the imaginary notions closer and more real-




istic. Being on “the known path”, the artists
have established a new dialogue with tradi-
tion that is characteristic for the civilization
that formed us (religion, the Mediterranean,
etc.). They act in conformity with some ba-
sic postmodern ideas, realizing new models
of creative thought, through elements of
reminiscences, citing and pastiches. Hence,
the attribute of “being completely new" ac-
quires more realistic meaning. For them, im-
portant to discover the primary creative en-
ergies, as well as the plastic and visual de-
liberations, regardless of the fact if one deals
with showing the banal or the impervious
“multitude of signs”.

Part of the practical critics and theo-
reticians base their premises on the postu-
lates of the postmodern eclecticism. The in-
tention to use artists as one's own “prolonged

hand" or as factors of implementation of own
ideas has become notable.

In Macedonian art of the 20th cen-
tury, there happened the process of so-called
“accelerated aesthetic evolution” (according
to Milan Gjurcinov). In conceptual art, an
expression of what cannot be manifested is
presented, but can be understandable, while
the examples of Macedonian art accent the
process of forming into material, in which one
attempts “to make what is invisible to be vis-
ible". The complex synthetic realizations are
not subjected to clear classification, rather
more to inconsistent one. The Macedonian
artist nurtures various procedures, makes
use of various techniques and materials,
manipulates and tinkers. In works of Mac-
edonian artists, an active relation is created
of different plastic elements with space,
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through involvement of light and composing
that enable the artistic transformation to be
carried out. Actually, the conceptualizing of
the image was supplemented with changes
that took place, through conceptualizing of
the spatial elements. This process of select-
ing, assimilation and transformation is made
in the context of a conception of combined
work, having features of “mixed style”. Dur-
ing the last twenty years, Macedonia was
included in the waves of various European
artistic tendencies. Elements of the trans-
avant-garde and postmodernism are domi-
nant, involving various procedures and ap-
proaches. This process of direct involvement
with general tendencies was not excluded
of contradictions, but also of noticeable com-
plexity of the attempts and messages: so-
cial, political and spiritual conditions and el-
ements characteristic of contemporary civi-
lization were included in it.

Various examples

Conceptual art in Macedonia has
its followers since the mid 1970's, however
“it has not been manifested in its pure kind”
(Boris Petkovski, Modern Macedonian Art,
in “Makedonska Revija”, 1981). We meet its
traces in reduced, modified or combined
forms. The conceptual logic of creating ap-
peared in various works of art during some
period, but almost not as complete and con-
stant commitment. Due to the aforemen-
tioned, this text can only be an initial sketch
of various types of conceptual art, and in this
context, it can serve as a motive for further
research and considerations.

Dusan Percinkov, in the mid 1960's,
defined his permanent commitment: his
penetrations into the area of geometrical
signs, the choice and creative stimulus of
the artist are contents of nature and urban
themes. In his approach, the rigid
conceptualization of the artistic space was
clearly expressed, having certain similarities
with the procedure of the geometrical ab-
straction and the complex of signs that gen-
erate associations, as well as with system
art. Through drawing and serigraphy, he has
created various correlations between the line
and the whiteness of the sheet. Percinkov
creates, coherently and persistently, a dis-
tinctive geometrical poetics of linear traces
that have essential structural and compris-
ing sense. An example of noticeable
reductionism is the graphic works entitled:
“Cover Page" and “Structure of the Sheet -
X", 1991. Hence, the appearance of the
graphic map under the name of “Nothing”,
from 1992, that is characterized by extreme
reduction of the means and form (a possible
influence by the minimalism of Mondrian and
Malevitch).

The name of Simon Semov asso-
ciates on various activities since the begin
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ning of the 1970's: coloristic inter-
ventions in natural and urban surrounding,
plastic installations in the open and in gal-
lery halls, as well as creating paintings, draw-
ings and graphic art in which his “style no-
madism” comes to the fore. The coloring
actions and installations, made out of non-
permanent and soft materials, remained re-
corded on pictures and slides. All artistic dis-
ciplines contain a thread of conceptualizing
the contents as well as the spirit of a certain
type of “child game" (actions of 1974, 1982,
1986, and particularly “Rolled Knot" of 1983,
“In Honor of Rembrandt”, 1984, etc.). The
artist used, as creative challenging experi-
ence, themes from art tradition, as well as
those of contemporary times: ecological,
social, and political.

In 1972 and later, the painters Milos
Kodzoman and Dragoljub Bezan made per-
formance shows in the region of “Skopska
Crna Gora", as well as in closed space. Their
projects bore the mark of rebellion against
conventions and bans, a characteristic
parody narration. This specific “body lan-
guage” did not have any followers in Mac-
edonian art, with the significant exception of
some works of the sculptor Petre Nikoloski.

Tanas Lulovski applies in his work
a surrealistic way of presentation, having a
certain social critical note of expression. He
created paintings-objects (1983) and instal-
lations (1988), made out of “poor” materials,
thereby promoting specific shaping of the
idea and new apprehension of space.

Exhibitions were organized during
that period, which involved artists interested
in conceptual art: the action of group paint-
ing in front of the Skopje Faculty of Philoso-
phy in 1978, ambient interventions in the
Skopje Museum of Contemporary Art in
1982, the exhibition “New Manifestations in
Macedonian Fine Arts During the Last Dec-
ade” in the Youth Culture Center in 1984,
the exhibition “The 1980's in Macedonian
Fine Arts” in the Museum of Macedonia in
Skopje, 1986, the exhibition “9'2, New Mac-
edonian Art" in the Skopje Museum of Con-
temporary Art, 1996, the exhibition “Radia-
tion" in the Skopje Museum of Contempo-
rary Art (following its Munich presentation),
1998, etc.

The exhibition “Concept in Paint-
ing" as compiled by the art critic Aleksandar
Bogoevic from Belgrade was organized in
1987 in Skopje. He selected the works of
artists, followers of “the classic conceptual-
ism", defining it as “moderate avant-garde”,
and “third stream” in the Yugoslav art
(Rodoljub Anastasov, Tanas Lulovski who did
not participate at this exhibition, Bozidar
Damjanovski, etc.) Works of these artists
were taken as an example of a distinctive
synthesizing of materialized aesthetic object,
with various elements of conceptualism; the

visual comes to the fore in the works, while
the object has acquired surrealistic marks.

The conceptual logic in creating an
art work exists together in union with other
approaches. Conceptualizing the image
space is found in works of more classic ap-
proach, as well in new ones: among the fol-
lowers of expressionist language and geo-
metrical abstraction, in works created in the
1960's, as well as in those of the 1980’s.
Recently, those marks are found in works of
artists who have assimilated elements of the
trans-avant-garde and postmodernism. In
their works, they have combined various style
models and materials, transforming them
into distinctive paintings-objects with various
sign contents and marks. Some of them have
turned towards spatial outcome, in more
accented way.

Conceptualizing plastic contents is
found in works of artists belonging to the
younger generations who graduated from
Zagreb, Belgrade and Ljubljana faculties of
art, as well as from the Faculty of Fine Arts
in Skopje, since 1980 (painters, sculptors,
graphic artists). They intend to connect the
elements of various media and approaches:
these are combinations of installation, ob-
ject or ambient art with cqnceptualism. For-
merly, art objects were made of natural and
poor materials, having a direct approach to
the work. Later on, artists started to use syn-
thetic and precious materials, as well as parts
of objects and other material, placed in a
different, more sophisticated context. Vari-
ous projects have been financed by the Min-
istry of Culture of the Republic of Macedo-
nia, the Soros Center for Contemporary Arts,
and other sponsors. Through their assist-
ance, strictly controlled and managed in pro-
grammed way, Macedonian authors have
presented their projects at various art mani-
festations throughout the world. Some have
taken the selective way, through the engage-
ment of domestic and foreign curators, at
various issue-conceived exhibitions (the In-
ternational Biennale in Venice, Sao Paulo,
Istanbul, New York, Stockholm, etc.).

In modern art experience in Mac-
edonia, several development lines of
conceptualization of plastic ingredients can
be traced, not without a forceful integration
and notional confusion; it comes from “the
mixed character” of the works and from the
question whether they can be placed under
the notion of art. Evgenija Demnievska has
broken the painitng into mosaic parts, a kind
of multiplicated concept with the possibility
of recomposing the integral elements of the
figurative motif. Veljo Tasovski has combined
painted canvas and silk to create an illusion
of the close and the hidden, of a motif with
clear contours and a foggy area. Many au-
thors belonging to the younger generation,
in conformity with the method of conceptu-
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alizing the space of the painting, or of the
painting-object, have accented the pure plas-
tic phenomena as well as various motif pre-
occupations and engaged contents. These
can be located in the works of the following
artists: Slobodan Filipovski, Dragan
Petkovic, Venko Cvetkov, Slavco Sokolovski,
Vanco Jakov, Predrag Urosevic, Jovan
Sumkovski, and others.

Iskra Grabul and other architects
created the outdoor happening called “Stack”
(1983), and Gjoko Radovanovic, also an ar-
chitect, conceived his “urban stories" and
creations composed of different objects:
“Wheat" and “Mirror-Bridge™ of 1986, etc. The
group Zero, in its own way, developed the
notion of “happenings” in the gallery ambi-
ance using certain multimedia projects that
stimulated also the viewer to participate in
them (1985). The group does not exist now,
and every group member now has been en-
gaged in his own activity: they have been
determined to stick to their determination for
avant-garde researches in Macedonian art:
in the area of painting and the object, of in-
stallation and ambiance, of the performance
and the process art with elements of Arte
Povera, of art and language, and of memory
art in conceptual art, etc. (Aleksandar
Stankovski, Ibrahim Bedi, Zlatko Trajkovski,
etc.).

The sculptors have introduced vari-
ous innovations and activity in a broader
space. The architect Simeon Uzunovski
used newspapers and Scotch tapes in his
plastic installations, articulated in interior
surroundings, thus accenting the meaning
of the process, time and role of light. Petre
Nikolovski has created transparent plastic
structures, as synthesized spatial signs. He
has been the author, also, of video projects
where he has accented the aspect of the
ritual, of the expressive and of the authen-
tic. His works have included elements of the
mythical and of the archetypal concept. Tome
Adzievski has combined sculpture, painted
objects and photos through which he has
documented the research in various seg-
ments (from the project “The Great Step
Backward", 1996-1997, Retouch, 1998).

Stanko Pavlevski, no doubt, distin-
guishes himself among authors who are in-
clined towards verbal thinking and manipu-
lating with ideas. In his works, Pavlevski has
established a correlation between what
means working with material and combina-
tion of lettrisme motifs that carry various se-
mantic contents. Two equally accented com-
ponents have appeared: the passion for plas-
tic shaping and the underlined interest for
consideration of the whole also through the
supplement of other signs and ingredients
(“The World in Cube or Circle - Energy Trans-
fer - All is Piece - All is Transparent”, 1996-
1997, etc.). Works of metal and other mate




rials are placed on the floor, clearly
conceived and performed in the way of a
master; they still carry the secrecy of the in-
conceivable; they are perceived through vari-
ous materialized and aesthetic aspects,
elaborated with specific spatial disposition.

Violeta Blazevska and Bodgan
Grabuloski have made research in the area
of sculpture abstraction, or minimal art and
action of light; some of their projects have
included iconic signs of documentary video
material. Mirna Arsovska has used various
materials and objects that connected the
archaic and the modern, “warm" and “cold”;
an important role has been played by light,
both natural and artificial. The allusions have
been of various types, such as her assem-
blage objects, unexpected, logic, but also
allegoric, thus suggesting dis-order, a
thought “that roams” (“Do Not Watch So
Romantically”, 1995, “Self-portrait “, 1996,
etc.).

Zaneta Vangeli has made signifi-
cant research in the area of connecting the
geometrical abstraction with the object, the
iconic and the non-iconic, the prepared pat-
tern and the elaborated part - a painted can-
vas or object, the imaginal and the /ettrisme,
the visual and the notional. She has used
also photography and precious materials;
she has conceived the idea on two-dimen-
sional surface and in static way, or has com-
posed the elements as parallel signs - or
realities, in ambiance and with underlined
dynamism and challenge of various ideologi-
cal, religious and other ingredients (“Act,
Power”, 1991, "Homage to Andrej Rubljov”,
“Self-portrait”, “Portrait of Vladimir Antonov”,
“Gate”, 1994). Her “selective memory" has
united the elements of tradition and modern
time, organized in rigorously reduced form
and idea conception.

Blagoja Manevski is an artist who
has been engaged in “the montage proce-
dure” and geometrical articulation of forms
and signs. The recent works of the author
have included, more and more apparently,
the object and the installation, thus suggest-
ing the contrast of the natural and the artifi-
cial, the archaic and the modern, the vari-
ous symbolic and aesthetic ingredients. He
has realized a kind of land-art of photogra-
phy of parched land surface on which he “in-
tervened” with aluminum circular tape (“Vada
A", 1994).

On one occasion Lucy Lippard
noted about the work of Robert Morris that
“he is preoccupied with the idea, with the idea
as an object and with the idea as a presen-
tation”. To a certain extent, this has been true
for some projects of Iskra Dimitrova in which
she used plastic “body”, separated and illu-
minated in space, suggesting certain meta-
physical contents through the determined
materialized and symbolic presentation. The
plastic realizations have been also important
as well as the supplementary semantic and
philosophical textual interpretations in the
catalogue (“ Thalamus”, 1996, “Navel String",
1998).

Robert Jankulovski has docu-
mented his researches using photography
by which he has analyzed a specific motif,
while Antoni Maznevski has explored the
connections between the object and the
lettrisme motif (“In the Unknown Existence”,
1998). Zdenko Buzek made the project
“Buzek-Tito", selecting a deserted home sur-
rounding, with elements of speech, music,
and text. Maybe the most pure form of con-
ceptualism, in its fundamental meaning, is
found in works of Suzana Milevska, an art
historian, particularly at the exhibition “Or-
der-Chaos" (The Skopje City Museum) and
at “Signature, Event, Context” (Youth Cul-
ture Center, Skopje, 1992).

THE END
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Final Notes

This review of works and tenden-
cies had to be of general nature, because of
the already mentioned view that: in modern
Macedonian art, there are no examples of a
more apprehensive and more clearly defined
conceptual art. Instead of this, we meet ex-
amples of “mixed style” or of
conceptualization of plastic contents as re-
flexes that provide an opportunity for estab-
lishing certain correlation with global exam-
ples in this field. Also this text could not be
deprived of some vagueness in a more gen-
eral sense, because, to quote Harold
Osborn, “even conceptual art is still unclear
and loosely defined”. There are very few ex-
amples of artists who are interested in se-
mantics and communication theory that have
been included in their works. Dilemmas and
questions that have been asked by the afore-
mentioned theoretician do appear before us:
that we should guard ourselves from “lan-
guage abuse” in defining appearances; that
there is always “an element of deception” in
this type of works; that we ought to ask our-
selves if these works represent art at all, and
“based on what principles, we should differ-
entiate” between art and non-art.

Our art has developed in conditions
of small and peripheral milieu. The problem
with our own past is of particular significance.
Actually, if we take look backward, our art
history is history of continual discontinuity.
In this context, the traditional gap is still be-
ing confirmed between what individuals want
and can, and the very conditions that pre-
vent them in their intentions. Therefore, one
can speak of various creative strivings and
realizations of fragmentary values, and of the
attempt to explain, through this text, what is
special in the works of our artists in relation
to bigger art centers.

AHTOHM MasHescku, The End (geTars og uHctanaumja), 1996 / Antoni Maznevski, The End ( instalattion 's detail), 1996
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Bojax WBaHoB 1 Hebojwa Bunuk

Opbnecoun Ha KoHUenTyanHaTa yMeTHOCT.

MakegoHcKaTa NIMKOBHA cleHa BO cegympaeceTtute’

[nobanHuTe ABUXEra BO NIMKOBHATA YMETHOCT 0[
nonoBuHaTa Ha nejeceTTuTe A0 NOSOBUHaTa Ha
cefymaeceTTMTe, BEpojaTHO ce HajcunHo oabenexaHu co
oHue 6pojHU, Pa3HOBUAHU, a HEPETKO U pasHOpPOoAHU
cTpyerba, BOOOMHAEHO 03HA4YeHW Kako KoHuenTtyanHa
YMeTHOCT. VIMeHO, BO nojaBHOCTA Ha BakBaTa oOpueHTauuja
MOXaT Aa Cce M34BojaT LenuHU KOUWTO BO OApeAeHU
XPOHOMOLWKW paMKu npeTcraTtByBaaTr TexulTe Ha
YMETHUYKUTE UCTPaXKyBatba Kaksy WTO ce: NnepthopmMaHcoT,
XeneHuHroT, 604uM-apToT, UHCTanayujaTa, akyuvjara,
3emjuwHaTa yMeTHocT, ambueHTanHata yMeTHOCT #
OA4enHN MOMEHTU Ha MUHMManHaTa yMeTHOCT.

OBuve acnekTu 3acTanyBaHu o4 janoHckaTa rpyna ‘Tyrau',
AmepukaHyute Kenpoy, Onexxajm, KowyTt, CMUTCOH,
OnpeHbypr v Llag, Kopeaneuot Ham LIyH Majk, aHrnuckara
asojka Munbept u Llopy, NepmaneuyoT Josed bojc,
®paHuy3vHoT MB Knen unn ntanujadckarta ‘Apte MNosepa’,
CO rofiemMa U3BeCHOCT MOXKe Aja ce NoABeAar rnof NoYeTokoT
Ha KpajoT Ha MogepHaTa ymeTHocT. Co HUB ce ucuprysaar
UCTOPUCKUTE NOTEHUMjanu Ha MOAEPHUOT NPOEKT Kako
BM3Mja Ha noucToBeTyBare/msegHayysarbe Ha
eraucTeHUnjanHoTo n apTuuumMenHo aenysare, 0AHOCHO
Kako BU3Wja 3a CMHTE3a Ha TEXHUYKUOT U EKCNPECUBHUOT
ynH. OCHOBEH MHCTPYMEHT 3a OCTBapyBarbe Ha BakBMOT
NPOeKT € KOHUEeNTOT NMPOMOBMPpaH BO enoxasnHa cywTuHa
BO KOja MOAEepHOTO Agoba paguKanHo ce U3ABojyBa of cute
NPeTX0AHW KYNTYpU, UMBMNU3ALUCKU U OMWTECTBEHO-
©KOHOMCKM (hopmauum 3acHOBaHW Bp3 npeTcraBaTta Kako
TpaHcno3uuuja Ha CBeToT.

Cniopeg T0a, AOBeAyBareTO Ha KOHLUENTYanHuoT
npucTan Ao KpajHuTe rpaHuuyu Bo TpaHcnosuyujata Ha
CBETOT 04 MeTahn3nN4KN BO MAESONOLLKN NPUHLMM, 3HA4U U
Kpaj Ha mogepHaTta yMeTHOCT.

NupguBugyanHuTe nNpUAOHECU Ha jyrocrioBeHCKUTe
YMETHWLM OCTBapEHU BO OBOj AyX Haj4eCcTO ce 06pasnoxXeHu
BO rpPynHW OAHOCHO KONEKTWBHW uUcTanu 4ujawTo
apTukynauvja Moxe ga ce 3abene' Beke BO NonosuHaTa
Ha weeceTTUTE roguHn. OBue aABuKera Kou 3ammupaart KOoH
KpajoT Ha ceayMaeceTTuTe, BO jyrocrioBeHcKaTa NIMkosHa
KpUTUKa U uctopuorpadmja, ce umeHysaHn kako ‘Hosa
yMeTHU4Ka npakTuka'.? AKTUBHOCTUTE oncaTeHn co 0BOj
nouM COOABETCTBYBaaT CO ONWTUTE oApeaHuun Ha
KOHUenTyanHara yMeTHOCT BO CBETOT: rnobanH1oT 3adgar,
HagHauuoHanHUTe KYNTYpPHU KOOPAUHATU U AyXOT Ha
macosHaTa mobunusauyuja. ‘HosaTta ymeTHUYKa npakTuka'
r OTeNnoTBOPYBa TWE MPETNOCTaBKN CO YKUHYBaHeTO Ha
AOMUHAuujaTa Ha KYNTYPHUTE LeHTPY, HaaMUHYBareTo Ha
reorpad)CKv AeTEPMUHUPaAHUTE CTUNEMU U NOCErameTo No
JAepvBaTuTe Ha cpeacTaBaTa 3a MacoBHO KOMyHUUMPaHe.

JenysaweTo Ha rpynute ‘OXO’, ‘LipBeHu
Mepuctun', ‘Bow+bow’, ‘A*¥, unun onaa og LLlemnac, ogHOCHO
noeauHeYHuTe uctanu Ha lotosay, flogur-TpokyT,
OumutpujeBuk, Abpamosuk, Mapunosuk, [lamraH v
TeopocujeBuK, ro 4OCTUrHyBaaT CBOjOT NPOAYKTUBEH BPB,
achupmayuja n etabnuparbe Ha jyrocroseHckarta cuyeHa
€4HOBPEMEHO CO UCTOBETHUTE MPOLEecH Ha eBpOnCKUTe
NpPOCTOpPM.

Bo Koja cMycna akTUBHOCTUTE Ha MakeoHcKaTa fIMKoBHa
cueHa o4 cegymaeceTTuTe roguHn® 6u octeapune AonNupHA
TOYKM co ‘HoBaTa ymeTHuU{Ka npakTuka'? Ha nps nornea,
AejHocTta Ha CumoH LLlemos, Hukona ®ugaHoBcku, JopaaH
n Uckpa Mpabynocku, CUMOH Y3YyHOBCKU MMM Nak oHaa
KpucTanuavpaHa okony Ectetuukara Jlabopatopuja, BO
Hajronem gen ja cnogenysa (heHoMeHoNnorvjata KojawTo e
eknnoatupaHa Bo paMkuTe Ha ‘HoBaTta ymeTHuU4Ka
npakTuka'.




Ho, BO Koja mepka oBWe nojaBu npeTcTasysaar
aBTEHTUYHO TONKyBatbe Ha TEePMUHOT ‘KoHuenTyanHa
ymeTHocT'? WmeHO, oppenHu wuHAWKaATOpM Ha
ONWTECTBEHMOT XUBOT KOULITO Haj4yecTo ce npojaByBaaT
Kako BOHYMETHUYKMW penepu 3a KpajoT Ha MogepHaTta
YMETHOCT, OTCYCTBYBaaT 0/} MakeoHcKaTa AyxoBHa Knuma
BO Taa ernoxa. EgeH og HUB e KynTypaTta Ha '68., nocneaeH
BPEAHOCEH CUCTEM Ha MoAepHOTO Aoba. Hekon ogbnecoum
Ha Taa KynTypa ce maHudecTupaaTt AenyMHO camo BO
MeauyMUTEe KOUWTO BO MakegoHcKaTa KynTypHa u
nonMTU4Ka cutyayumja of noYeToKOT Ha cepgymaeceTTute
6ea TpeTupaHu BO HajTecHa cmucna. NMoTo4Ho, Tue bea
NUWEHN 0 BU3YeNnHWUTEe BPEAHOCTU UHXEPEHTHU Ha
rpathuy4KnOT 3HaK U CLUEHCKUOT recT, 3a WTOo ceBegouar
cnucanuneTo ‘Gokyc’ n genysareTo Ha rpynara ‘Ce. Hukuta
MonTapoT'.

Torall, Ha KOW UCKyCTBa Ce HaaoBp3yBaaT NPoTaroHUCTUTE
Ha BakBUTE OpUEeHTaLuUM 04 MakeoHCKaTa NMKOoBHa cueHa?
Bo ocHoBa ce paboTu 3a pa3suBare 40 KpajHU MOXHOCTH
Ha noctynaTtuTte Ha CuHTe3aTa Ha yMeTHOCTUTE, MHaKy Ha
MakeLoHCKUTE NpocTopu chopmynupaxu og rpynara ‘fleHec’
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BO NonoBuHaTa Ha nefecettute. Cenak, Toa He 3Ha4u aeka
TBOPEYKMOT ceHambunuteT Ha LvjakoBuk, ®unagaHoBCKM,
LLiemos, Y3ayHoBcKkK, ABojkaTta (pabynocku, n bexaH n M.
KoyomaH, He ru pgonosyBa BO MOSH WHTEH3UTET
nyncuparaTta Ha COMCTBEHOTO Bpeme, TYKy eAHOCTaBHO
HWUBHWOT OArOBOP Ha TakKBUTE Npeanssuum e hopmynupaH
O/l NOjAOBHU TOYKMU NOCTABEHU BO U3BECEH OTKNOH Of
W3BOPHUTE NPETNOCTaBKM Ha KOHUeNnTyanHarta yMeTHOCT.
Bo cekoj cny4yaj, akTUBHOCTUTE Ha OBME YMETHULW, Kako 1
ocTBapyBamara Ha MOHYMeHTanucTuykara npakTtuka,
ocTaBaaT HajcuiieH neyaT Ha MakefoHcKaTa NUKOoBHa
YMETHOCT 04 CeayMAeceTTUTE roAnHN.

ek

HUKONA ®NJAHOBCKW: bu ce Bpatun Ha roguHute,
Hekage 1973, Ha naguHuTe Ha nnaHunHata Kopab, kaje
3aegHo co LLemos, Mases, Kone VesaHos, Onra Munuk,
Cnacuka LllemoBa u yLITe HEKOM [APYrn KOMLITO foaraa u
cu ogea og noropot. besme Ha egHO KamnyBare Koe LUTO
rnoHaTamy H1 OTBOPU efHUN NPOoLEecH KoM HaBUCTUHA HEKON
paboTu of HalMOT XMUBOT Ke rM CMeHn o4 KopeH. Bo
MOYTOKOT Tamy 6eBMe Kako Kamnysayqu, Merytoa Letajku
o Kopab Hangysasme Ha MHOry paboTu BO npupogara kou
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Ha HeKoj Ha4nH Heé 36yHyBaa u Mo4yBCTByBame geKka Kako
C/MKapn MoXeme fga octaBume Hekou benesun, Hekaksa
Tpara og HalleTo npucycTBo Tamy Bo Toj gen. [lpucycTsoTo
Ha b6ojaTa Kako XeMUCKM NPOAJYKT BO eHa CPeAnHa KojaLuTo
n3obunysatue co borarcTso, H1 belle 3amepeHa Ha HeKojf
Ha4YuH BO HEKOM Halun NPOeKTHU KOULUTO rioHatamy rv
npasesme - feka ce Bpluena arpecuja Bp3 npupogara.
MeryToa, Hue BoonLTO He pa3mucrlyBasme 3a Toa, bugejku
HawumTe nobyam noHatamy ce ogsmBaa BO HELUTO cocema
Apyro. Toa He b6ewe arpecuja 3apagun Toa LITO Hue
WHTepBeHMpaBsmMe BP3 ApBa CPyLeHn of rpom (MmaLue
MHOry TakBu UCYLLEHW [pBa), NoToa BP3 Kapnu KOULUTO Ha
HEeKOj Ha4ymMH 3a Hac npeTcTaTsByBaa rojaBa Ha HeKaksu
TeMHu cunu Bo npupopgara. (Toj gen kage wrto 6esme
CMECTEeHM, KapakTepucTu4eH e no 1oa LWTO OTCeKoraLl
narane MHOry rpoMoBM, Kako Toa MecTo fa Bre4e Hekou
npoyecu, HeKOU NPUPOAHM Nnojasn KOMLLTO 3acTpallyBsaar.)
Co 6ojata Mu ce 4YuHM pgeka ro npunarogusme wu
MpYOnLTUBME HaLLeTO NPUCYCTBO BO TOj Aen Ha npupogara
KaKo HeLUTO CBOE, KaKo HeLUTO Halle - HUe ce CroMBme co
npupogara. Cute Tme UCKycTea Kom Tamy ce ogsmusaa rm
npeHecosme BO rpagor.

CUMOH LWEMOB: Mucnam geka yxusasme. [lpsa paborta
LUTO MOpa fa ce npu3Hae, He 3Ham gasnu e Toa rpes, 3aroa
LUTO MMaBMe TakBu (haHTaCTUYHU MGEN OF KOMLLTO MOpaBme
Aa ce oTKaxxeme - e1yMHO Of HeKou 04 HuB. M TprHasme
Ha Kopab, ogHocHo [Jetwuat co ngeja ga ja Hacnmkame
nnaHuHara. Mopasme ga umame TakBu anatku, pasHu
MPOTUBINO ‘@PHN NYMNU, KOMIPECOPU, & HUKOj HE cakalue Aa
uMHBEcTMpa BO Toa, 0COBEHO 3aroa LUTO HeMaBMe HEeKou
MOKOHKPETHU MOArOTOBKU, Kako nNpeajnor, a fesymHo u
3apapgu Toa LUTO, AEeHeC 1N ncTopuyapuTe Ha ymeTHocTta
npu3HaBsaarTt, geka cpepguHarta He bewe BOOMWTO
noAgroTBeHa ga ro npugartu Kako cepuol3eH ogHoOC BO
ymeTHocTa. Cute mucrnea geka HWe efHocTaBHO npasmme
urpadyka, ce 3abasysame u Tpowmme 6ou. Umalue gpyrn
MOMEHTHN KOMU HE ogBpaKkaa 0f HeKou of Tne nNpoekTu (Toa
e nporpamara Koja HWe BO TeKOT Ha paborara cu ja
AeuHnpasme) 3a ga He ce Yerka BO XKuBara npupoja,
04HOCHO C€ LUTO BereTupa ga ce octasu Ha mupa. Bropuor
MOMEHT belue ga ce Hanpasu KOHTPacT BO O4HOC Ha
OoKOMHarta, Cco LUTO Ke buge no eBrZeHTeH HalwmoT gen m
HalunoT 04HOC KOH TOj KpeaTuBeH YuH. TpeTnot bele
ceKkoralu ga ce ocTaBu Ha CEKoj noeauHeL Koj ru npugaka
oBue [Be TOYKM, ga ro maHmghecTupa cBojoT MHAnBUARYyaneH
OfHOC U [O MakCcUMyMm cBojata MHAMBUAYaNHOCT Aa ja
u3pasmn BO CEKOJ MPOEKT LUTO CU ro rnocraBysame cebe cu.
UckycTearta 04 nnaHuHa ru npeHecosme Bo rpaj. Jogeka
Ha nnaHvHaTa umasme egeH npobnem romarnky, a Toa Toj
rnpaseH MOMEHT (He 6ea noTpebHn ogobpeHuja og snacture
3a uHTepBeHymja co 6oja), BO rpagoT Toa ce nojaBn Kako
notpeba. Y1 peg gpyrn pabotn KO HU M3MeHuja MHory
HeliTa, He BO CyLUTMHA, TYKy BO HEKOM OpraHu3aymnoHm,
TEXHUYKN (hopMM, @ N BO HEKOM HafBOPELUHW 06myn Ha
paborara. [Jogeka Bo npupogarta npuberHysasme rnpeg cé
Ha MOMEHTOT ga co3jgajgeme HekakBa cumbuosa Ha
U3Pa3HNTE MOXKHOCTU KOMLLTO MM AUKTUPALLe OKOo/mMHarta
BP3 HALIMOT KOHUENT, OgHOCHO rnocTasyBame KOHTPAcCT:
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Aojeka Bo npupogara umasme BeretTaTusHU U HenpasunHm
opmu (BO cmucna Ha reomeTpucka nojasHocCT), BO Toj MO-
MEeHT ce crnpouBcTaByBaBMe CO MHOry npasBuiHa
reomeTpucka ghopma BO HaluMTe Kpeayuu, BO rpagoTt
MopasmMme ga ro npecesimMme seretatuBHMOT MOMEHT, ga /'a
npecenume nnaHuHarta - eqHOCTaBHO ga fJoHeceme Lseke,
6unkn u gpsja Bo rpagot. Toa ro npaBeBmMe Ha MHOry
pocernuen HavymHn. Vimasme egeH npoeKkT BO KOj LUTO ro
CMEHUBME, YyCIIOBHO Ka)aHo, CUMOBOSTMYHO, rOf4MLLHOTO
Bpeme: BO 3uma, BO mecely gekemspu bynesapor JHA'
[ceraweH ‘Cs. KnumeHT Oxpugcku'l, kaj nedatHuyara Ha
‘HoBa MakepgoHuja’, ro pacyserasme CO NOMOLW Ha
KOMTOPUCTUYKN annukaymu, Taka LWTo Toe e efeH o4
eNNIeMeHTNTe KOUWTO KOHKPEeTHO rm goHecosme ofg
nnaHuHara. MHory nocTunusanpaHo, noancTpakTHo, Aa
Kaxxam, ce npegpnmsme Ha Apyrute npoekTn. Kako sTop
npoeKkT bewe OHOj Ha HafBO3HUKOT Kajge LUTO e cera
cTokoBHarta kyka ‘MocT’ (kaj Aayt MNawunHmnot Amam). Tamy,
Kako LTO PeKoB, Ha MHOry noancTpakTeH Ha4uH ro
[OHecoBMe LBETOT, pacyseTaHarta nnaHuHa, co 1oa LITo
rv obouBMe METasTHUTE LUUIMKN KOU CO roguHM cToeja Tamy
p'focanu.

HUKONA ®UOJAHOBCKW: Bo cute akymnm KOULITO 1
Habpoja LLlemos, a He bea manybpojHu, He MOXXe fa ce
oapeqe hakToT geka UmasmMe MHOry yHeCHUUM, Kou He camo
Kako crimkapu, TyKy U Kako 0bMYHU MUHYyBa4YU MoKpaj
mecTara Kaje LUTO ce ofBmuBaa The akymu, 3emaa akTmsHo
y4ecTBo unu 6ea BO UCTO BPEME MOKITOHMUM U 3ae[HO ce
Apyxea co Hac. [pyxeweTo BoO oBue m3Beg[bu e, mu ce
YuHK, Hajy6asmnoT gen, HajybaBnmoT MOMEHT v TOf H1 gaBaLue
u HM Bnesawe Hafgexxu n xpabpocCcT 3a HawuTe ugHu
norgpatu. bugejku, ako HMe octaHaBme camm Hemalue cé
704 ga buge HanpaseHo Taka 1 BO TOj 06eM BO KOj LLTO Hue
BO 0OBOj MOMEHT pacnosiarame Co CUTE THUE NPOEKTU KOULLITO
ce u3BefeHn unu 3aypTaHn OHaka Kako LTo co Llemos
npernonarasme geka Ke bugart gobpu.

CUMOH LLUEMOB: Ja, npso Bo Konektususauymjata Ha Toj
€CTEeTCKMU OHOCHO KpeaTuBeH Y1H, 4eslyMHO Ce COCTOoM Taa
Aemuctughukaymja Ha ymeTHuYkoTo geno. OBoj aBTOHOMEH
u uHTErpaneH, Heobu4yHoO HerocpepeH, NHANBU[yaneH
0[HOC, KOj LUTO yMETHUKOT CebM4HO ro Yysa 3a cebe, osgeka
ce rybeLe. Cute umaa npaso rnogegHaxkBo ga ce n3pasar,
rnogeAHaKkBo ga Hactanar co CBOj KOHUENT BO pamkuTe Ha
oHa LWTO HMe ro senesme nporpama. Merytoa, T10j
MHAMBMAZYan13am ce KpueLe Bo HELUTO ApYyro, 0gHOCHO 6e3
nperxogeH wabsioH HNWe UHTYUTUBHO, HEMOCPEL[HO o
aHynupasMe HU3 HalumTe rnpoekTu. [psBo, matepujanoT co
Koj wTto paboTeBMe HU ro gUKTUpalle Toa: HUe He
ynotpebysasme TpaeH matepujan, mMeryrtoa ro Bpakasme
HeroBOTO MOA4ONrOTPajHoO npecrojysare BO Hawara
CTBApPHOCT cera npeTBopajkun ro og ytunutapeH BO
ecTeTcKu npegmeT. BTopo, He 3a8pKyBajkn rv KNacu4HuTe
04HOCK Ha Komnoanyujata (Koj LUTO eAeH UCT pakornuc ce
npoBeKyBa HU3 Lena Komrnoauyuja) Hne [o3BosysaBsme
cUTE pakonucu of cuTte ydYecHuuym pa bugar efHaksBo
npughateHu BO yenara nporpama, Bo LenuoT KOMIIEKC,
MeHyBajKn ri gypu, BO €4eH NPOEKT U MEJNYMUTE.
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HUKOA ®UJAHOBCKW: U co camoTo Toa Hue gobusasme
KONeKTUBHa COAPXXMUHa. HUTy BO e4eH MOMEHT HE MOXXEME
Ja Kkaxkeme fjeka e Toa Halua pabora, Toa e onwra pabora,
KOneKkTuBHa pabota. ToNKy KOH3YMEHTH, TOJIKY YHEeCHUUM,
TONIKY NnjyéuTenu u nyfe ce BKYyYeHM BO TOa M HaLLM KOJIeru
M He-yMeTHuYwn, fa Kora 6u rn 6poesne HUBHNOT CIIMCOK 6u
6un MHory ronem. A Mu ce YnHuU fileka Hekoj nat Ke buge
noTpebHO Toa 1 ga Ce Kaxe: Kou Cé ce YMHUTEeNN Ha oBa
Halue KONeKTMBHO [erno.

Munow KOLIOMAH w [PATOJbYB BEXAH
(vHTepnpeTauvja Ha H.B.): HecnpemHocTa Ha cpepuHara,
OAHOCHO pesepBUpaHocTa Ha cyb6jekTuTe Ha
OMNWTECTBEHUOT XUBOT Aa ce npudartart onpefeHu
NpoLWKWpeHn cornegysarba, BO OBME FOAUHW Ce oupTyBa
npeky genysaweTto Ha Munow KoyomaH u [iparorby6
BexaH. Co ogbupar-eTo Ha Temn Kou Mo ceojata npuposa
He ce coBnafaaTt CO KOHBEHUMOHAaNHUTE, CO OTBOPEHO
nocrtasyBare Ha npawasarta 3a CyOKynTypHUTE U
MapruHanHu nojaBu WnuM cCO pearvpareTro NpoTuBs
3a4aypeHOoTOo pa3mucnyBarse 3a npobnemmTe Bo yMeTHOCTa
N XKMBOTOT, TUE Ke npeau3BuKaaT OTBOPEHO HerogyBarse
Ha OHMe Kou Ke buaat HenocpegHo 3acerHatu of BakBuTe
ctagoBu. [pemaykyBareTo Ha 36opoT ‘gpora’ wm
hoTorpacdujata Ha aBTOPOT CO Aosra Koca co upHa 6oja Ha
nnakaTtoT Nno NoBOA camocTojHaTa uanoxbta Ha Munow
KoyomaH o 23. aekemepu 1973 roguHa, A0BOMHO roBopaT
3a Toa.

Ho, Toa co wTOo TWe BnerysaaT BO OBuUE
pasmucnyBarba 3a ymeTHocTa BO MakegoHuja og osaa
AelueHunja Ke 6uage HUBHOTO NMPOLIMPEHO TOJKyBake Ha
YMETHUYKUTE Npobnemmn maHugecTupaHo co BKyYyBame
Ha enemMeHTn Ha xeneHwHr u nepdgopmaxc. Kako aen og
Toa, a Wro 36opyBa 3a AONUPaH-ETO Ha KOHUeNnTyanHuTe
6enesun, ke buagaT akuymmTe no NoBoA HUBHUTE U3NOXOM BO
Tue roavHu. Ynortpebarta Ha KOCTUMU, HEBOOOUYaEeHU
thpuaypu uUnu WMUHKare, Kou no ceojata cumbonuka ce
noBp3yBaaT CO TEMWUTA Ha U3NOXEHUTE CNUKU UNn
BKNy4YyBaHTO, aHUMUPaHETO Ha NOBEKETO YHEeCHULM BO TUe
‘3bugHyBarba’, ykaxxyBaaT Ha MpOWWPEHOTO rnejarbe Ha
YMETHUYKMOT 4YuH. YwTe noBeke, Toa Ke 6uge
3abenexxnueo Bo nepcopmarHcoT Ha Ckoncka LipHa Mopa
og 1972. unn Bo npoekToT ‘YOO’ og 1974. BO KOU npeky
meTagopnyeH M cumbonNuykn roeop ce mapasysa
ancypgHocTta Ha >XWBeermeTo W MHOry noBeke,
HacTojyBaweTo 3a Henpugakare Ha HerosuoT
KOHBEHUMOHaNeH Ha4yuH; Tue 3a npe naTt OTBOPEHO
36opyBaaT 3a He03BONIEHOTO, COKPUEHOTO, OMCKYPHOTO
UK ONCLEHOTO NOKaXKyBajKW NPOHWKHYBaHe BO eHa, Kako
WTO TMe cMeTaarT, Nna'Ha MOpanHOCT U U3HEeCYBajKu ja Ha
cBeTNMHA.

3a xan, nopagu CUNHUTE penpecuBHU NPUTUCOLU
04 CTpaHa Ha U3BECHW OMLITECTBEHO-MONMUTUHKN CY6jeKTH,
HWUBHOTO NMOHATaMOLLHO AenyBarbe Ke buae OHEBO3MOXKEHO,
a TorawHara fIMKOBHa KpUTUKa Ke 3acTaHe noHacrtapaHa
04, HVB.

CUMOH Y3YHOBCKW: Jac 6u ce ocBpHan Ha mojara
paborta Bo Toa Bpeme, BO MOYETOKOT Ha CeAYMAECeTTUTE N
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noHaTamoLIHMOT PasBoj Ha 3aefgHUYKNTE TpeTupara Ha
HEKOM MOM pa3mucIlyBarba co J1yfe Kou Bo Toj nepuoj ce
Hajgpoa BO mMojata 651ucka okosmHa. KOHKpeTHo, BO
MOYETOKOT Ha cegympaeceTTnTe paboTes HEKOU KOTaXu KOn
Me fosegoa 4o Toa fa kopuctam, ga ce onpegenam camo
3a efeH of marepujannTte KoM M KOPUCTEB BO
CKonyBameTO Ha Koslaxxute u acembnaxute, a toa e
cenorejnot. [se roguHn npases Manu YUKIycu, manm
TBOPOM KOM v HAPEeKoB '‘Tpkanajku’', OGHOCHO ‘npegenu’.
Uctpaxysajku Bo TOa Bpeme, co The TBopbu [0jaoB [0
3ammucria geka cé toa bm MOXKeslo Ha HEeKOj Ha4yuH fa ce
u3sepysa 1 BO MPOCTOP KOj € COOABETEH Ha KOHLeNnToT Ha
pasmucnysarata. Hu3 egHa urpa okosny egHa ‘ckynnrypa’
ce jgajge A0 MOXXHOCT ga ce passuBa uerna KoMmnnetHa
nanoxba. Osaa pabora ce cnydun Ha @unocogpckuoT
ghakynteT Bo cknon Ha ‘Hepgenara Ha mnagn TBOpUK'.
3amucnara, ofHOCHO KOHUenToT beLle ga ce ussege egHa
MapkKa BO npocTop, HasHakara bewe Tannymya’v ce novHa
co pabora. EgHocTaBHO pe4eHo, BO aynara Ha (hakynteror
CO marepujan: BECHUUN 1N BP3NMBEH matepujan jaxurba v
cenotejn. Og egHa 3amucna 3a Kparko Bpeme ga ce
Hanpasu man o6jeKT, gojge 4o pabota Ha efHa rpyna Ha
nyfe BO TEKOT Ha efgHa yena Hegena U co Toa mManmot
KOHUENT ce pa3su BO efHa norosiema Komnoauymja o 1oj
npoctop. Bo cknon Ha Taa pabora ce gojge v [o
pasmucnyBare, BHaTpe BO Taa rpyna KojalTto ce oghopmu
HU3 CEKOjapHeBHOTO cpekaBara Ha @unoco@ckKuoTt
hakyntet, ce gojge 4O 3amucra martepujanor Koj LWTo ro
KopUCcTEBME ga OBO3MOXM pasHOBUAHN Hagrpagysara Ha
OCHOBHara 3amucna, Taka LTO MMaBmMe BO HEKOJIKY
HaBpartu, oghopmysare Ha Manu TBopbu of pasHu nyfe-
MUHYBa4y LUTO Mocrie U3BEeCHO Bpeme BO [OroBop €O HUB
rm Hapekosme ‘vHuynparHm T80p6U’, OJHOCHO MHULMPaHN
ckynntypu'. IcTo Taka, MHTepecHo Bo Toa Bpeme beLue Wro
rnoarajkm o KoHYenToT Ha Tanu4mya’ jac KOHKPEeTHO
pasmucnyBaB M 3a APYyrv NPoeKkTn 3a Kou mu Tpebalse
rnoseKke Bpeme 3a ga gojaam go 3amucrarta Kako bu ru
u3BefyBan, Taka LUTO 3a Toa pou3HecyBare ce 0TBopuja
MoxHocTu [JomoT Ha mnagute [geHec MnaguHckun
KyNnTypeH LyeHTap] u BO TOj Nepuoj Beke umas pa3smeHo
HEKONIKY APYyru Uuknycu, pasmucrnyBara 3a HeKoun
usBegysarka u googhopmysarba Ha paboTute BoO 0gHOC Ha
0BMe pa3mucnysarka, Taka LTo Bo JoMOT Ha MnaguTe umas
u3BegyBare Ha egHa 3amucna BO BMA Ha NpocTopHa
KoMnoauyuja nv nHTepBeHymja Bo npoctop ‘Bup’'koj wro
U NPETXOAHO ro TPeTupas Ha HeKou [pYyru mecta u egHa
3amucna Ha ambueHT og yuknycoTt T pmyLku',

KUPUN TEMKOB: EcTteTnykata naboparopuja co csojara
AEJHOCT Ce BK/I0MMU BO TEKOBUTE Ha KOHUENTyanncTn4kara
YMEeTHOCT BO cegympecertute rogmHn. Camara raa
npouanese o4 egeH BHaTpelueH Hej3uH pesynrtar Ha
UCTPaXyBareTo Ha YMETHOCTA CO HEj3NHNTE CTYL[eHTH BO
Hej3anHUTEe HacTaBHM pamMKku, Kou, ce pa3bupa, Kako
chunocoghcka m ecteTudka nponegesTrka npunaraar Ha,
KOMYHULMPAaAT CO KOHLENTYann3mMoT BEKE BO aHaNIMTNYKUTE
npuctanu. NoToa kora Bo 1975 roguHa ce Bcenneme BO
HOBMOT chakynTeT u Kora 3ano4yHa egHa pa3bpaHera [ejHocT
Ha UCTpa)kyBareTo Ha Kynrypara Ha efeH cneynpunyeH




Ha4uH LUTO MCTOBPEMEHO 3Ha4elle v npeseHTayuja Ha
KynTypHUTE BPEJHOCTU BO UENNUOT TOj HEj3nH aHraxxmaH
BupeeLue, Kako BO BO34YXOT ga neraiwe 6/IMcKocTa co
KOHYenTyanusmor. He 6esme 3actanHuum Ha HUTY egHo
ECTeTCKO rpoceje Bo cMucna Ha Herosa aghupmaymja nnu
HeLWTOo WTo ro npegepmpasme noBeke of HEKoj Apyr
npucTan, Ho camara HejauHa CMUCNa Ha NCTPaXXyBarbeTo
Ha ymeTHoCTa (B)ogeLe fa KoMyHnymMpa co HajMogepHata
TOoralHa KoHyenyuja Bo npucTanor Ha yMeTHUYKOTO
TBOPELTBO U HeroBoTO UCTpaxKysare. Taka BO pamkuTe
Ha OTtBopeHuor Teatapcku YHusepantetr Hekonky
npercrareum  3anuyea  Kako efeH OTBOPEH
KOHUenNTyanucTU4K1 NpucTar, nako cammute rpeTcTasy He
6ea koHynetyanucTnyku. Toa 6eiwe npsata roguHa Ha MOT
[Mnag otsopeH Teartap].

Bo cekoj cnyvaj mucnam geka Ecretuykara
Jlaboparopuja u mnagute nyfe okony Hea [agoa HEKOMKY
He3ao6MKONTHN NpugoHecH KOH aupmaymjata Ha
KoHyentyanucTn4kara ymeTHocT Bo MakegoHuja, 3a koja
Mucnam geka He e HajbuTHO Toa LWTOo Taa e Co3gageHa Kako
XKaHp, TYKy MecTo Kajge LUTO ce BO3jgurHysalle Haluarta
KynTypa v 0Cco6eHo Kage [yXoBHO Ce M3gurHysaa Tue mnagm
nyre Kou noToa TprHaa cuTe o CBoM naTuLuTa, Ho MeCToTo,
HWBHATa MaguHCKa KOMyHuKauuja, TBOpeyka
KOMyHMKauuja BO MnaguTe [eHOBM CUTYPHO Ke oCTaHe u
BeKe 0CcTaBa M CUrypHo Ke OCTaBy yLUITe MHOTY TBOPEYKM
Tparn BO MakefgoHcKaTta Kyntypa.

whk

Taka BOBegeHa, KOHUenTyanHaTa npakTUKa BO
OCymMAeceTTUTe rogWHU Ke OncTojyBa BO HEKONKY
npojasyeatrba. Ho, akuyuute Ha Tome AunMeBcKu 1 HeKONKyTe
€AUHEYHN aKuyum Ha Apyrn yMeTHUUW, BuAaeo-
nepcgopmarcute Ha MeTpe Hukonocku, a genymHo u Ha
rpynarta ‘3epo’, npea cé Ke umaat annukaTueeH KapakTtep
3@ HUBHWUTE OCHOBHW fIMKOBHU NOETUKMW, a OTCYCTBOTO Ha
npoyecyanHoCT BO AenyBareTo r'vM 03HavyBa U Kako
UHUMOEHTHU.

Bes ornep Ha T0a, CUTE OBUE aKTUBHOCTM U HUBHOTO
nocToere rm NoTBpAyBa BNujaHujaTa M 3HavyereTo Ha
KOHUneTyanHata npakTuka of ceflyMAeceTTuTe roauHu 1
yKaxysa Ha [enoT Koj wTto Taa Tpeba ga ro uma Bo
MakegoHcKaTa fIMKOBHA YMEeTHOCT.

Ckonje, Hoemspu 1989.

TekcToT npeTcTasysa CUEHAPUO 3a UCTOMMEHATA TenesuancKa
emucuja emuTysaHa Ha 30. aekemepy 1989, Ha Tenesunauja Ckonje Bo pamkute
=a nporpamara ‘Otsopexa ranepuja’. [lononHysarata Kou ce NoMecTeH! BO
3a0enewKuTe ro OUPTYBaaT AEHEWHOTO UCHIATYBArLE Ha UCTUTE MOjaBy Co Luen
Aa ce goobjacHaT TEPMUHOMNOWKUTE Onpeaenysara v ga uMm ce aaje Hosa
apTUnKynauuja Ha NPBNYHUTE UCTPaXKYBaYKK xunoTeaun. Co oBue Manu no o6em
MHTEpBEHLMI, Ce pas3bupa, He e AoNpeHa NPeTXOAHO NocTaseHara uen, MefyToa
6u Tpebano pa ce o4ekyBaaT CNeaHW NonpoanaboyeHu npwnosu so oeaa
cmucna.

BO 0BOj TEKCT KPUTUYKWOT OnhaT M MCTOpUCKATa CMUCNA Ha
fojaBuTe KOWLWTO Ce MOHYAEHU CO TEPMUHOT ‘HoBA YMETHUYKE NPakTUKa', ce
npUhaTeHN CO UMNINKAUNNTE BrPaZEHN NPYU METOAOMOWKOTO KOHCTUTYUPaH-E
Ha OBaa yMeTHU4Ka MojaBa Of TOrawHuUTe jyrocrioBeHCKM NPocTopu. TepMUHOT

Treme ETEN

HYXHO NpeTnonara nocToere Ha OTBOPEHN WHTErPaTUBHM NPOLIECH, KOWMWTO
KaKo CTPyKTypHa aHanoruja ce ynoTpe6enn BO HAaTAMOLWHOTO COrneaysarse
Ha NojaBuTe CBOJCTBEHW 33 MaKe[OHCKUTE COCTOj6n BO aMOMEHTOT Ha
TOTALWHWOT, 3a8AHUYKW, NPABHO-NONMMTUYKM U WAEONOWKN KOHTEKCT Ha
HaUMoHanNHWTe NPpUAOHeCH KOH jyrocrnoseHckara KynTypHa noamumja. Crnopeg
TOa, M3BOPHOTO 3Hayerse Ha 'HoeaTa ymeTHW4Ka NpakTuka' He ce ucupnysa
Camo CO MMEHYBaHETO Ha NPOTAarOHUCTUTE Ha KOHUENTYanHUoT (POHT
Benrpag-3arpe6-/by6rbana, TyKy onepaTueHo e npumexeTo Bo obpasnararsata
Ha AyxoBHaTa Knuma Ha enoxarta. [leHec ce 4MHM Aeka ‘Hoeata ymeTHuuka
NPaKTUKa', KaKo MAEOOWKM OTBOPEH KOHLENT, NPETCTaByBana HajnpuKnageH
MHCTPYMEHT Ha TorawHara MKOBHE KPpUTUKA 33 TEOPUCKO nogpeayearke Ha
WMPOKMOT AujanasoH Ha YMETHUYKM fAenyBara - 0CO6eHO Ha OHME KOW ce
Onvpane Ha BpeaHyBar-eTo NpeKy NOMMUTE UMK NPETNOCTABKUTE Ha MOGEPHIUTE
VHAYCTPUCKK MEOUYyMU U NNKOBHW AUCLMMNINHW - MHOTY NOBEKE OTKONKY WTo
npetcrasyeana nporpamcka onpegenta Ha efeH yMeTHUYKWU/TBOPEYKM
anraxmad. Ce nokaxysa feka saka onpegenexa, ‘HosaTa ymeTHU4Ka
NPaKTUKa' Hy 41 MHOTY MOWMPOKK PAMKM Ha TONKYBaH:e 0A OHa WTO 06U4HO e
AONYLWTEHO Aa ce NoABeAe NoA TEPMUHOT KOHUENTYaNHa yMeTHOCT.

OTTyKa, Konky HasucTuHa 'Hoeata ymMeTHMYKa npakTuka'
COOABETCTBYBA CO NPETNOCTABKMTE Ha KOHUenTyanHaTta yMeTHOCT He Gewe
NPecyaHo npawarbe 3a opMyanyuuTe B8O OBOj TEKCT BO BPEMETO Kora e
nuLyBaH,

3 Mpawarsata KOMWTO Cneaar ru hopMyNMpaaT cnegHnTe HeaoyMuum:
3a aKTyenHocTa Ha MakefoHCKata NUKOBHA CueHa BO 04HOC Ha ‘Hosata
YMETHWYKA NpakTUKa' Kako JOMWHAHTEH KOHTEKCT BO PeruoHoT; 3a
ABTEHTUYHOCTA Ha MakegoHCcKara napTuyvnauuja BO NoOCTasByBarbeTo U
0ABMBALETO HA KOHUENTYANHUOT YMETHUYKKU aHraxkmad; 3a TUNoT Ha
KOHTUHYUTET KOjWTO 6KM ja NOTBPAMN aBTEHTMYHOCTA Ha TakeaTta
naprtuyvnauuja. Mpeata Hegoymuua 6apa OATOBOP Ha MpawarkeTo Aanu
CNoAenysareTo Ha oApedeHa (heHOMEeHONUrujaTa 3Haun U crnogenysarse Ha
COOABETHA TeneonouwkKa Hacoka. MonuTuykara KOMMNOHEHTa Ha 0Ba npaluarbe
AEHEC BEKe ja Hema CBojaTa HEKOralHa TeXWHa, HO HeropaTa ucTopuorpadeka
AVMEHavja e Cé ylWTe aKTyenHa 3a KOMNapaTMBHWTE COrne/ayBarba KOULWTO Ke
ja 3aokpyxar makegoHckaTa mMogepHa uctopuorpadeka mMucna. Haramy,
aBTEHTMYHOCTA Ha napTuuvnauvjata Ha HauMoHanH1OT MAWOM BO eaHa eTana
OA rNOGaNHUTE YMETHUYKM ABUXEFbA, € BAXHO Npawarse 3a 04peAyBarbeTo
Ha aBTEHTUYHOCTA U Ha MakedoHcKaTa MofepHa yMeTHOCT BoonwTo. Toa
HacnpoTu NOBEKEeTO AocerawHu o6uaun, cé ylwTe CTOM OTBOPEHO npej
UCTpaXyBa4nTe Ha MOAEPHUOT MakegoHCKU NUKOBEH u3pa3. KoHeuHo, npu
PasjacHysareeTo Ha TpeTaTa HegoyMULa, MOXE Aa Ce KOHCTaTMpa Aeka Aypw
¥ Aa NocTou OApeAeH TWN Ha MOAEPEH KOHTUHYMTET OCcTaHyBa CropHO Aanu
T0a ja obesbeaysa aKTYENHOCTa U aBTEHTUYHOCTA HA KOHUENTYyanHo
HaCO4eHWOT aHraxmaH 8o Maxkegonwja.

OAHOCOT KOH (He)A0BPLIEHOCTA Ha OBME NPOLIECH BO MaKeaoHCKaTa
YMETHOCT Off CeayMAEceTTUTe rOAMHN W HAM NOCBETEHUTE WCTOPUOrpacCKu
TeMu, Ce GUTHU He Camo 3a BPeAHYBar-e Ha MUHATOTO, TYKY ¥ 38 KPUTUHKO
0fpeayBarbe KOH PeLeHTHaTa AomaluHa npogykumja.

Cumon Llemos u Hukona ®ugaqosckw, Lipsex kopeH, Nokyd, 1973
Simon Semov and Nikola Fidanovski, Red Root, Lokuf, 1973



___Teua lEYE

The global movements of fine arts,
from the mid 1950's to the mid 1970’s, per-
haps are most strongly marked by those nu-
merous, various, and often diverse tenden-
cies, usually defined as conceptual art.
Namely, in the appearance of such orienta-
tion, totalities can be separated that, in de-
termined chronological frames, represent a
focal point of artistic researchers such as:
performance, happening, body-art, installa-
tion, action, land-art, ambiance art and some
moments of minimal art.

These aspects, represented by the
Japanese group “Gutai”, the Americans
Caprow, Oppenheim, Kosuth, Smithson,
Oldenburg and Jud, the Korean Nam Jun
Paik, the English duo of Gilbert and George,
the German Josef Beuys, the Frenchman
Yves Clain or the Italian “Arte Povera”, with
great certainty can be placed in the begin-
ning of the end of modern art. They exhaust
the historical potentials of the modern project
as vision of identifying/equalizing the exis-
tential and artificial activity, that is, as a vi-
sion for synthesis of the technical and ex-
pressive act. The basic instrument for reali-
zation of such project is the concept pro-
moted into epochal essence in which the
modern period is radically separated from
all previous cultures, civilization and social-
economic formations, based on the assump-
tion as transposition of the world.

Therefore, reducing the conceptual
approach to final limits in the transposition
of the world from metaphysical into ideologi-
cal principle means also the end of modern
art.

Individual contributions of Yugoslav
artists realized in this spirit most often are
explained in group, that s, collective appear-
ances whose articulation can be noticed al-
ready in the mid 1960's. These movements,
that die out at the end of the 1970’s, in the
Yugoslav art critique and historiography are
named as “New Art Practice”.? Activities
treated by this term correspond with the gen-
eral determinations of conceptual art in the
world: the global enactment, supranational
cultural coordinates and the spirit of mas-

Bojan Ivanov and Nebojsa Vilic

REFLECTIONS OF CONCEPTUAL ART,
THE MACEDONIAN ARTISTIC SCENE OF THE 1970°’S’

sive mobilization.

“New Art Practice” embodies these
assumptions by abolishing the domination
of the culture centers, overcoming the geo-
graphically determined style appearances
and by reaching after the derivatives of mass
communication media.

The activities of groups, such as
“OHQ", “Crveni Peristil", “Bos+Bos", "A®", or
the one from Sempas, i.e. the individual ap-
pearances of Gotovac, Dodig-Trokut,
Dimitrijevic, Abramovic, Paripovic, Damnjan
and Teodosijevic, reach their productive cli-
max, affirmation, and establishing on the
Yugoslav scene simultaneously with the
identical processes on European level.

In what sense the activities on the
Macedonian artistic scene of the 1970's®
would have contact points with “the New Art
Practice”? At first glance, the activities of
Simon Semov, Nikola Fidanovski, Jordan
and Iskra Grabuloski, Simon Uzunovski, or
those of the Aesthetic Laboratory mostly
share the phenomenology that is exploited
within the framework of “New Art Practice”.

But, to what degree do these mani-
festations represent an authentic interpreta-
tion of the term “New Art Practice"? Namely,
various indicators of social life, that most
often appear as non-artistic landmarks for
the end of modern art, are absent from the
Macedonian artistic atmosphere during this
epoch. One of these is the culture of '68, the
last value system of modern time. Some re-
flections of that culture are manifested par-
tially in the media that were treated in the
most narrow sense, in the Macedonian cul-
tural and political situation from the start of
the 1970's. More precisely, they were de-
prived of the visual values inherent to the
graphic sign and the scenic gesture, for
which the magazine “Focus” and the activity
of the group “Sv. Nikita Goltarot” testify.

Then, to what experience do the
protagonists of such orientation from the
Macedonian artistic scene link themselves?
Basically, we deal here with developing, to
the final possibilities, of the postulates of the
Synthesis of Arts, otherwise formulated in
Macedonia by the group “Denes” in the mid-
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dle of the 1950’s. Still, this does not mean
that the creative sensibility of Sijakovic,
Fidanovski, Semov, Uzunovski, the
Grabulovski couple and Bezan and M.
Kodzoman does not reach, in full intensity,
the pulsations of their own time, rather to put
it simply, their response to such challenges
is formulated by starting points set up in cer-
tain digression from the original notions of
conceptual art.

Anyhow, the activities of these art-
ists, as well as the realizations of the monu-
mental practice, leave the most remarkable
impression of the Macedonian fine arts of
the 1970's.

NIKOLA FIDANOVSKI: Let me re-
turn to the period of 1973, and to the slopes
of the mountain Korab. There we were camp-
ing together with Semov, Mazev, Kole lvanoy,
Olga Milic, Spasika Semova, and others who
came in and then left the camp. It was this
camping that later on opened processes that
truly changed some things in the roots of our
lives. At first, we were there as campers.
However, walking on the slopes on Korab,
we were met by many things in the wilder-
ness that confused us in a way. And we felt,
being painters, that we could leave some
marks, some traces of our stay over there.
The presence of the color as chemical prod-
uct in an environment, that was abundant in
its contents, was criticized by others, some-
how, in some of our projects that we under-
took later on - that an attack was made on
nature. However, we did not think of it at all,
because our later intentions took another,
very different course. It was not an aggres-
sion because we made an action on the trees
struck down by lightning (there were many
such dried up trees), then on rocks that were,
somehow, for us an appearance of some
dark forces in nature. (That part, where we
stayed, is characteristic that it has been al-
ways struck by thunderbolts, as if that place
attracts some processes, some natural
forces that frighten.) By using the color, it
seems to me that we adapted and made
general our presence in that part of nature
as something our own - we united with na




CumoH YayHoBcku, Akymja npeg PabotHuyky yuusepanter, Ckonje, 1977
Simon Uzunovski, Action in front of the Worker's University, Skopje, 1977

ture. All those experiences, that were taking
place, were later carried into the city by us.

SIMON SEMOV : | thing we enjoyed
it. The first thing that must be admitted, | do
not know if it is sin or not, because we had
such fantastic ideas which we had to drop -
partially some of them. Then we departed
for Korab, i.e. Desat, with an idea to paint
the mountain. We had to have such tools,
fire extinguishing pumps, compressors,
however no one wanted to invest in them
due to our lack of more concrete
preparations, as proposal, and partially due
to the fact recognized today even by the art
critics, that the environment was not at all
prepared to accept it as serious attitude
towards nature. Everyone thought that we
were just playing, having fun and wasting
colors. There were also other moments that
discouraged us from those projects (that
was the program that we defined during the
course of our work) in order not to mess
with living nature, i.e. everything that
vegetates to be left alone. The second
moment was to make a contrast relative to
the surrounding thereby making more
evident our share and attitude towards that
act of creation. The third one was always to
leave to each individual, who accepts these
two points, to manifest his individual atti-
tude and to maximally express his
individuality in each project that we set
before us. We transferred our experiences
from the mountain into the city. In the

mountain we had one less problem, i.e. the
legal aspect (we did not need any
permission by the authorities to make color
actions); in the city, however, it appeared to
be a necessity. And many other items that
changed many things to us, not essentially,
rather in some organizational, technical
ways, and also in some external forms of
the activity. While in nature we tried to use,
above all, the moment to create some
symbiosis of the expressive potentials that
were dictated by the surrounding upon our
concept, i.e. we set contrasts: while we had
vegetative and irregular forms in nature (in
the sense of geometrical appearance), at
that moment we were opposing by very
regular geometrical form in our creations,
in the city we had to move the vegetative
moment, to move the mountain itself -
simply, to bring flowers, plants and trees
into the city. We made this in many clever
ways. We had a project where we
symbolically changed, in a conditional way,
the season: in winter, in December, we
made the boulevard “JNA" (now “Sv.
Kliment Ohridski”), near the printing house
“Nova Makedonija”, to blossom by using
coloristic applications. So this is one of the
elements that we concretely carried from
the mountain. Let me say that we shifted on
other projects in more stylistic, more ab-
stract manner. Our second project was the
one on the overpass where the department
store “Most" is located presently (close to
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Theme

Daut Pasin Amam). There, as | said, we
brought in a much more abstract manner
the flower, the blooming mountain, by
painting the metal bars that stood there for
many years corroding.

NIKOLA FIDANOVSKI: In all ac-
tions that were accounted for by Semov, and
they were not of a small number, one can-
not deny the fact that we had many partici-
pators who not only as painters, but also as
ordinary pedestrians passing by the sites
of our actions, actively participated or at
least, were in the same time our fans and
made friends with us. Making fiends during
these actions, it seems to me, is the most
beautiful part, the most beautiful moment
that gave us hope and courage for our future
deeds. Had we remained alone, then it
would not have been done in the way and
to the extent that we have presently with all
those projects that were made or planned,
in that manner that | and Semov presumed
they would be good.

SIMON SEMOV: Yes, first, the col-
lectivization of that aesthetic, i.e. creative
act, partially makes up that demystification
of the artistic work. This autonomous and
integral, unusually direct, individual attitude,
that the artist selfishly keeps for himself, was
being lost here. Everyone had the right to
equally express himself, to equally perform
his own concept within the framework of
what we called the program. However, that
individualism was hidden in something else.
Without a previous cliché, we intentionally
and directly annulled it through our projects.
First, the material that we used forced us to
do it: we did not use a permanent material.
However we tried to make its presence
longer in our reality by now transforming it
from a utilitarian into an aesthetic object.
Second, by not preserving the classical
relations of the composition (where same
signature extends through the whole
composition), we allowed all signatures of
all authors to be equally accepted in the
complete program, in the whole complex,
thereby even changing in a project the
media themselves.

NIKOLA FIDANOVSKI: By this we
obtained the collective nature of the con-
tent. We cannot say in any moment that it is
our work, it is general work, collective work.
So many consumers, so many participants,
so many fans and people are included in it,
both our colleagues and non-artists.
Counting all of them would make a very
long list. It seems to me that sometimes it
will be necessary to say: who are all the
participants contributing to our collective
work?

MILOS KODZOMAN AND
DRAGOLJUB BEZAN (interpreted by N. V.):
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The unwillingness of the milieu, i.e.
the reservation of the social life entities to
accept various expanded views, is mani-
fested in these years through the activities
of Milos Kodzoman and Dragoljub Bezan.
By choosing themes that by their nature do
not correspond with the conventional ones,
by asking openly questions about subculture
and marginal issues, or by acting against the
established cliché opinions about problems
in art and life, they would provoke open dis-
content by those who would be directly af-
fected by such views. Over-painting the word
“drug” and the photo of the long-haired au-
thor with black color on the poster on the
occasion of the solo exhibition of Milos
Kodzoman dated 23 December, 1973 ad-
equately speak of the above.

However, the notion they bring,
when penetrating into these deliberations
about Macedonian art of that decade, would
represent their expanded interpretation of the
artistic problems manifested by including
elements of happening and performance.
The actions related to their exhibitions in
those years would be part of this, thus touch-
ing the conceptual markings. The use of cos-
tumes, unusual hair styles or make-up that
in their symbolic notion are connected to the
themes of the exhibited paintings, or involv-
ing, animating several participants in those
“events” point out to the expanded viewing
of the artistic act. Even more, that would be
noticeable during the performance in
Skopska Crna Gora in 1972, or during the
project “UFQO" in 1974, which through meta-
phoric and symbolic speech express the
absurdity of life and even the attempt of not
accepting its conventional manner. For the
first time, they openly speak of the forbid-
den, the hidden, the obscure or the obscene,
thus penetrating into, according to them, a
false morality and shedding light on it.

Unfortunately, due to the strong re-
pressive pressures exercised by the then
social and political factors, their further ac-
tivities would be disabled, and the art critics
of that period would not support them.

SIMON UZUNOVSKI: Let me
speak about my work in that period, in the
early 1970’s and about the further develop-
ment of joint treatments of some my delib-
erations with people with whom | was very
close in that period. Specifically, in the early
1970's | worked on certain collages that
made me use, rather select just one of the
materials which | had previously used in
putting together the collages and the assem-
blages. It is scotch tape. | worked for two
years on small cycles, small creations that |
called “trkalajki” (rolling wheels), i.e. “areas”.

Making experiments with these creations in
that period, | came to the conclusion that it
could be somehow presented also on a site
that is corresponding to the concept of the
deliberations. Playing with “a sculpture”,
there came the possibility to develop a com-
plete exhibition. This happened at the Fac-
ulty of Philosophy within the framework of
“Week of Young Authors”. The concept was
to undertake a marking on site, under the
name of “Galicica”, and the work was started.
Simply, in the aula of the Faculty using news-
papers as the main material and ropes and
scotch tape as the holding material. Intend-
ing to make in short time a small object, it
happened that a group of people was work-
ing during a whole week on it thus making
the concept develop into a greater composi-
tion on that site. Within the framework of this
work, the group that was formed in the eve-
ryday meetings at the Faculty of Philosophy
initiated the proposal to use the already ob-
tained material in enabling various
upgradings of the fundamental concept. So,
on several occasions we had formation of
small creations by different passers-by. Later
on, we agreed with those passers-by to call
these objects “initiated creations”, i.e. “initi-
ated sculptures”. Also, the fact that the con-
cept “Galicica” inspired me at that time for
further considerations of other projects was
interesting. | needed more time for these
projects and for the way of their execution.
Later new possibilities were opened for this
expression at the Youth Center (now the
Youth Cultural Center). | had already devel-
oped several other cycles then, deliberations
on some presentations and further forming
of the matter relative to the aforementioned
considerations. Consequently, | realized one
of my considerations in form of site compo-
sition or site action “Whirlpool”, that | had
previously staged on other locations, and
one of my ambient consideration from the
cycle “Bushes".

KIRIL TEMKOQV : With its activities,
the Aesthetic Laboratory became part of the
tendencies of the concepiualistic art in the
1970's. It came as a consequence of its in-
ternal result in examining art with its students
within its educational framework which, of
course, as philosophical and aesthetic
propaedeutics, belongs to and communi-
cates with conceptualism already in the ana-
Iytical approaches. After moving to the new
building of the Faculty in 1975 and starting
an exciting activity in making research of
culture in a specific manner that means also
presentation of cultural values at the same
time, the proximity with conceptualism was
felt in the air during the complete engage-

ment. We did not try to be followers of any
aesthetic procedure in sense of its affirma-
tion, or of anything that we liked more than
some other approach; however, its own
sense of art research made us communicate
with the most modern conception of that
period in approaching artistic creation and
its research. So, within the framework of the
Open Theater University, some presenta-
tions seemed like an open conceptualistic
approach, aithough none of them were of
that nature. That was the first year of YOT
(Young Open Theater).

Anyhow, it is my opinion that the
Aesthetic Laboratory and its young members
made undeniable contributions towards the
confirmation of conceptualistic art in Mac-
edonia. | think that it is not most important
about this art that it has been established as
genre, rather as a place where our culture
was being upgraded and especially where
those young people were exalted spiritually
who later on ascended on their roads of life.
Yet, this very place, their youthful communi-
cation, creative communication of their youth
will, no doubt, remain and has already left
and will leave many creative tracks in Mac-
edonian culture.

Introduced in such way, the concep-
tual practice of the 1980's existed in several
forms. The actions of Tome Adzievski, how-
ever, and several individual action of other
artists, the video performances of Petre
Nikoloski, and partially of the group “Zero”,
were, above all, of applicable nature for their
own artistic poetics, while the absence of
procesual nature in their activities signifies
them also as incidental.

In spite of the aforementioned, all
these activities and their existence confirm
the influence and the significance of the con-
ceptual practice of the 1970's and point out
to the share that it should have in Macedo-
nian fine arts.

Skopje, November 1989

' This is a text for a scenario of the same TV pro-
gram that was shown on 30 November, 1989 by
Skopje Television as part of the series “Open Gal-
lery”.

The additional points given in the endnotes outline
present-day reading of the same manifestations with
the purpose of further explanation of the terminologi-
cal determinations and of giving them a new articu-
lation of the initial research hypothesis. These inter-
ventions, although small in size, dot not, of course,
touch the preset objective. One should, however,
expect more profound, follow-up contributions in this
sense.

2 In this text, the critical inclusiveness and the his-
torical sense of manifestations, that are offered by
the term “New Art Practice”, are accepted with the
implications built in the methodological constituting




Cumon YayHoscku, MToveTok Ha akywja, dvunosodckum hakyntet, Cxkonje, 1976
Simon Uzunovski, Start of the Action, Faculty of Philosophy, Skopje, 1976

of this art manifestation on the territory of former Yu-
goslavia. The term assumes necessarily the exist-
ence of open integrating processes, that are used
as structural analogy in further consideration of mani-
festations characteristic for the Macedonian condi-
tions in the ambiance of the then, common, legal and
political, and ideological context of national contribu-
tions to the Yugoslav cultural position. Therefore, the
original significance of “New Art Practice" is not ex-
hausted just by naming the protagonists of the con-
ceptual front Belgrade-Zagreb-Ljubljana, rather it is
operationally applied in explanation of the spiritual
atmosphere of the epoch. It seems today that “New
Art Practice”, as ideologically open concept, was the
most appropriate instrument of the then art critique
for the theoretical subordination of the wide diapa-
son of artistic activities - especially of those that re-
sisted the evaluation through terms or the postulates
of modern industrial media and artistic disciplines -
much more than it represented a program determi-
nation of an artistic/creative engagement. It shows

that “New Art Practice”, determined in this way, of-
fers much wider frames of interpretation than what is
usually allowed to be placed under the term of con-
ceptual art.

Hence, to what extent actually “New Art Practice”
corresponds with the assumptions of conceptual art
was not the main question about formulations in this
text, in the period of its writing.

 The question that follow formulate the following di-
lemmas: about the actuality of the Macedonian ar-
tistic scene in reaction to "New Art Practice” as domi-
nant context in the region; about the authenticity of
the Macedonian participation in establishing and
developing the conceptual artistic engagement; about
the kind of continuity that would confirm the authen-
ticity of such participation. The first dilemma requires
a reply to the question if sharing a certain phenom-
enology signifies also sharing the corresponding te-
leological direction. The political component of this
question does not have nowadays its former signifi-
cance, however its historiographic dimension is still

actual for the comparative perceptions that will final-
ize the Macedonian modern historiographic thought.
Furthermore, the authenticity of the participation of
the national idiom in a phase of the global artistic
movements is an important question for determining
the authenticity also of Macedonian modern art in
general, Despite several present attempts, it is still
open to the researchers of the modern Macedonian
artistic expression. Finally, in clarification of the third
dilemma, it can be concluded that, even if there is a
modern continuation, it remains disputable if it se-
cures the actuality and authenticity of the conceptu-
ally directed engagement in Macedonia.

The attitude towards the (injcompleteness of these
processes in Macedonian art of the 1970's and the
historiographic themes dedicated to them are essen-
tial not only for the assessment of the past, but also
for critical orientation towards recent domestic pro-

duction.
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AYLWAH NEPYNHKOB

MNPE-CTPYKTYPUPAHE HA HE-NMPEAMETHOCTA

MNpobnematukata Ha 6ecnpefgmMmeTHOCTa CO Koja NoYHa BEKOT e
[I0BOSHO No3HaTa 3a Aa ce enabopupa Bo cry4ajos... Bo rpachuukuTe
manu (1991)Ha QywaH MepyvHkoB ce u3sefysa coucTULMPaHO
KOHUenTyanHo nNucmo UcunTpupaso HWM3 MpoUecoT Ha npe-
CTPYKTYpUpareTo Ha He-06jeKTHOTO.

[lanv egHa npasHa cTpaHvua e noManky npasHa og ucrara crpasvua
Ha Koja Cce BnuLaHu X 6poj Ha KPYroBu UM YMHOXEHU NPasHUH nin
OTCYCTBO Ha HELWTO LWITO He e npeagmMeTHO? [lanu 36UpoT Ha HynuTe e
eaHakos Ha Hyna(000000000 =0 )? Moxe nu noseKe npasHit NPoCTopy
BnULLAHW HA eHa NNoXa, Aa 6uAAT KONUHUHCKM NOronieM NpocTop 04
camara 6ena nnoxa Ha Koja ce noctasexu ?

Mpawarbarta co Bakea coapxuvHa [lywan MNepynHKoB NoYHyBa Aa rv
UCTpaXKyBa BO BTOparta MnonoBuHa Ha ocymgeceTTuTe, NPBO HWU3
upTexu, notoa BO rpacuyka mana HacnoseHa Kako “HuwTto".Tyka
ce HaceTyBa 6nuanHaTa Ha Manjesuy, Ho CamMo Kako KOHTUHYUTET Ha
HEeroBMOT KOHLENT 3a He-06jeKTHOCTa, coonwTeHa co BokabynapoT
CNTMYEH HA KOMMjyTEepPCKMOT.

Bo nocrankata Ha NoBTOPYBaeTO Ha CAIMYHOTO, HAMEPHO cTaBeHa
BO avc-putam (nucT obenexaH co 6pojoT 65, BO HOopmanHa v Bo
MHBEp3Ha Nnosuuuja), ce MeHyea nu cuTyauyuwjata BO norneg Ha
KOonuyuHata Ha 6enoto?

XOpU3OHTANHOTO HWKEeHe Ha NUCTOBUTE (06enexaHu co X, HamecTo
co 6pojKK), YKaxyBa Ha CTPYKTYPHW €AUHWLM pacTerHatu mefy
BMANMBOTO M HEBUAMUBOTO: MPOCTOPOT WTO ro onghaka OKOTO U OHOj
WTO 1 e gocTaneH camo Ha (3a)mucnarta. JasukoT € CKpXaso
MUHUMANMCTUYKN U COBPLIEHO W XapmoHuaupa/obeauHysa
theHOMEHOMOrUjaTa Ha BU3yenHoTo CO KOHLUEenToT.

Benexerse Ha NPOLECOT Ha NojaByBareTo, 3a Aa Ce [OoKaXe He-
objeKTHaTa CTPYKTypa, W Ha BPEMEHCKOCTa U Ha nojasara.
XapTujaTa e TpeTupaHa Kako HajHeyTpanHa nognora Bp3 Koja ce
venuwysa (CoO HEBUHMOT eheKT Ha MOMMBOT) (UKTUBHATE, peuqucu
HEBMANMBA KOHTypa Ha HewTo 6e3 nojaBHOCT (MWUCNOBHO,
TpaHcueHAeHTHo). BenvHaTta Ha nosplwMHaTa ja f1oBM KocMuyKaTa
AvMeH3nja Ha 6enoTo/NPa3HOTO Kako Npano4eTok. 3aCHOBaHOCT camo
Ha KOTW LUTO ro HaBecTysaaT HeAgeVHWPAHOTO MnojaByBarbe Ha
HeWTOTO 04 HUWTOTO. ObenexaHuTe NpasHy KeagpaTty ce obuaysaat
na ja gonosaT cnukata. JlucT wTo rv nosTopyBa KBajpaTHUTe
NPOCTOPY BO 4HAKOB PUTaM 1 CO 8AHAKOB 3HaK -88 (ngeanHmoT 6poj
BO rorneg Ha HemeHnueocTa): 6e3 pa3nuka Ha manara uau Ha
ronemara KonuyuHa Ha 6enoTo, Toa e = Ha 6eno=Ha HUWTO.

dopmarta, TeKCTOT, NPOCTOPOT UMAAT 3aefHNHKM MeTa Npef-3Hakx.

Sonia Abadjieva
DUSAN PERCINKOV

RESTRUCTURING THE NONOBJECTIVISM

The issue of the nonobjetivism that started together with
this century is already sufficiently known as to be reconsidered in
this case. The graphic maps (1991) of Dusan Percinkov create so-
phisticated and conceptual letter filtered through the process of re-
structuring the nonobjective.

Is an empty page less empty than the same page written
with x numbers of circles or multiplied emptiness or the absence of
something that is not an object? Does the sum of zeros equal to
zero itself (000000000=0)? Can several empty spaces, inscribed
on a surface, represent quantitatively greater space than the white
surface itself, which they have been placed upon? Questions of such
contents are investigated by Dusan Percinkov in the second half of
the 1980's, first through drawings, then through graphic maps enti-
tled as: “Nothing”. The closeness of Malevitch can be felt here, how-
ever only as continuity of his concept of nonobjectivism, told by lan-
guage similar to that of the computers.

Does the situation change regarding the quantity of the
white in the procedure of repeating the similar, deliberately placed
in dis-rhythm (sheet marked by number 65, in normal and in inverse
position)?

Horizontal threading the sheets (marked by x, instead of
numbers) points to structural units stretched between the visible
and the invisible: the space that is caught by the eye and the one
that is reachable only to the (fore)thought. The language is eco-
nomically minimalist and perfectly harmonizes/unites the phenom-
enology of the visual with the concept.

Marking the appearance process in order to prove the non-
objective structure both of temporality and of appearance.

The paper is treated as the most neutral basis upon which
a fictive, almost invisible contour of something without apparition
(contemplative, transcendental) is inscribed (by the innocent effect
of the pencil). The whiteness of the surface seizes the cosmic di-
mension of the white/the empty as the very origin. The third sheet is
based only on marking points that suggest the undefined appear-
ance of something, out of nothing. The next graphic (with the marked
empty squares) makes an attempt to seize the image. The last sheet
repeats the square spaces with equal rhythm and equal sign - 88
(the ideal number with regard to the unchanging): regardless of the
small or great quantity of the white, it is = on white = on nothing.

The form, text, space have a common fore-sign: META.
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Jlazo NnaseBcku

3aeHko byxek (TUTO-BYXKEK)
21.03. 1998, Ckonje

3pexko Byxek, fletars o npoekToT Turo - Byxek, npueatHa Kyka Ha Bogro, Ckonje, 1998
Detail from the Project Tito - Buzek, Private house, Vodno, Skopje, 1998




Mepuwa Casenmk 6p. 9 — Toa e agpecara Ha ejHa KyKa Ha
BogHo BO Koja nnu okony Koja e uasegeH npoektot TUTO-
BYXEK, unj aBTOp € BTOPUOT 4YfieH 0f HAcnoBoT CO UMe
3aeHko. MNpucTurHysajku fo oBaa agpeca Hé n3secTysaar
AeKa e NoXenHo npej ga ce snese BHaTpe Aa ce BUMAU
MHTepBeHyujaTa Ha UcToyHaTa cTpaHa of ABOPOT.
MaTekaTa WTO BOAW A0 Tamy MOYHyBa CKanecTo Aa ce
u3gurHysa no 6narata nagvHa Ha Koja Co CUTHU Kamerba
noBsp3aHn co mantep e HanuwaHo BUZEK. Bo 0BOj Aen
ABOPOT He e 3anocTaseH, HO Aenysa NPUIUYHO CUBO U
HEeWHTepecHo ako ce cnopeagu co rofneMmuHara w
ou4urnegHarta nopaHelwHa rpuxa u eHepruja Bro)keHa Bo
HEroBoTO OApXXyBar-e. BneyaTok 611M30K 40 0BOj ocTaBa u
KyKaTa Ha cnomeHaTaTa agpeca. BepojaTHo 6una
u3rpageHa Ha no4eToKOoT Ha NefecTTUTE FOAWHMU Mo YPHEK
Ha TeHAeHUuMUTe BO OBaa feueHuja, rpajeHa TemesiHo v
KBanuTeTHO, HO 6e3 NPUBMEYHOCTa U LWAPMOT Ha AN3ajHOT
04 0BOj nepuog. BeywHocT ce Haofame BO NpocTop Kaae
WTO NOpPaHO MOXesio Aa ce Aojae camo ako ce NoMUHe
nokpaj Hekoja nonnymcka Kykuyka. bapem jac Bo 0Boj gen
04 BogHo poafam npenat. [len og nopaHewHaTa peanHa
NoNMUTUYKa MOK BO MakejoHuWja XXUBeen Unu cé yLuTe xusee
Tyka. Hema nonuuuja, HO cé ywTe e covysaH peaoT u
TUWMHATA.

KoHe4yHO Bnerysame BHaTpe NOMWUHYBajKM Nokpaj
OnyWTEeHOTO APyWwTBO Npef BpaTtata. Ha neearta ctpaHa
04 BNE3HWOT TPeM, MOMEeLIaHn CO KaTanoaute 3a OBOj
NPOEeKT, rnegamM 1 MMMEeHKM Co NMBO KOE Ha OBaa Npomouyja
uma pyHkumja Ha kokTen. 3aeHko (BUZEK ce Haofa BO
ABOPOT) e 0bneyeH Kako 3a 0TBoparLe Ha uanox6a. OnwTa
penakcupaHa aTmocgepa, MMBO MOXe Aa ce 3eMe BegHall.
Pasrosapajku co ApywTBOTO 3abenexysame geka eaeH
Ao6po nosHart rnac goara oA cocegHara npoctopuja Toa e
npasHa coba BO Koja Ha Mana maca e CTaBeH pajuo-
KaceTohoH KOj emnTyBa rosopu of TUTO oA cpeavHaTa Ha
nejgeceTTuUTe U NOYETOKOT Ha weeceTTuTe roguHun. [o
KaceTohoHOT ce Haora anbym co cemejHu hotorpacum Ha
3AeHKOo 3aeHO €O Hekoja (hOTO AOKYMEHTaumja o4 Herosm
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npoekTu. Cobata nopaHo ja umana yHkumjata Ha gHEBEH
npectoj. MonemuTe npo3opunm Ha CeBEpPHUOT suj
OBO3MOXYyBaar Aa ce BuAau [ipyruoT Agen o4 ABOPOT, 3a Xan
cera sanywTeH u obpacHaTt co Bucoka Tpesa. Moneka
cchakam aeka yenata Kyka e npasHa. OctaHaT ce camo
npeaMeTn Kou unun Hekae Tpeba Aa ce ogHecat unu ga ce
AafaT Ha HeKoj 3auHTepecupaH nocetTuten. Kykara moxe
Aa ce pasrneaa, Toa e BepojaTHo 1 noxenHo. Bo nogpymoT
3pjornedysam efiHa MHory ybaea MawuHa 3a neperse selu
O/} NOYETOKOT Ha LWeeceTTuTe, No pacToBUTe ronem 6poj
Ha WwuwuHba 3a Mnexo ...OcraToum o4 ceoesnaeH man mysej
Ha MyHaTuTe feueHun. MNMopaHelwHuTe XxuTenu Ha lNepuLua
Casuk 6p. 9 ce nounHaTn, 34EHKO KyKaTa ja 4obun Bo
HacneAcTBo, a NpoMouujaTa Ha HeropaTa UHTepBeHUuMja Bo
ABOPOT ce cny4yyBa Habp30 0TKako TOj ja npoAan Ha nyfe
KOU Ce BOH 0/} HejanHaTa npukacka. [len og uctopujata Ha
OBaa KyKa e 3a0KpyXeH U 3aBplieH. Ha Hej3uH1OT Kpaj
nuwysa — BUZEK.

3aeHKo oBa feno ro ogpeaysa Kako WHcTanauwmja, jac
noseke 61 cakan ja ro AoXuBeam Kako amMbueHT co
npukacka.

McTo Kako 1 Ha AeHOT Kora AenoTo 6eLse NpoMOBMPaHO BO
Hejoymuua cym da ogpeaam aanm 6u 6uno nogobpo Toa
Aa ce cnyyelwe feceTnHa roguHn HaHasag. Toraw CurypHo
Hemawe fa ja uma oBaa ONyWTEHOCT BO Hej3uHaTa
peuenuuja, Hekon Moxebu U Ke pearupaa, a HeKou
reybUTenn Ha ymeTHocTa U paboTHUTE akuun Ke Hea u
NU4YHO nospefeHn. Kako ceTo oBa Ke uarnegaie ga ce
cnydveuwe Ha 4-Tu Maj Kora cé ywTe cBupea CUpPeHu?
MponywTeHa MOXXHOCT 3a 4o6pa NpoBOKaLmja co HeM3BeceH
Kpaj. He Bepysam geka v Toraw Ke ce CryyeLue HeWwTo MHOry
CTpalWHO, HO eN1eMeHTOT Ha npoBoKauuja U YMHOT Ha
ocnobojysarbe 04 cUTe TUE UHCTanauyum co TUTOBOTO UMe
no puaoBUTE U NNAHMHUTE WKUPYM eKc Jyrocnasuja ke
Mmalle yaapHo 3Hayerse.

3a Xan Kyku He ce npogasaar Kora cakame, TyKy Kora rv
MMame, a BpEMeTO 3a NpoMoLuja Ha NPOEKTOT ce Haofa BOH
HawuTe xenbu. OBaka cé uarnega MoLlHe NOCT —
NOCTKOHLENTyanHo, NocTMOAEepHO, BepojaTHO BO OCHOBA
cumynaTtueHo. Moj BnevaTok e Ageka 34eHKo 4o oBue
nonuka Aojae npeky egeH cneunduy4eH Heo-nonapr,
KOjLWTO FPUMKIUBO ro rpajelle 0apeaeH Nepuos — Kosepeka
MpoHMja cO mMan Aa-Aa NpPU3BYK W rONEMO YXusarbe BO
C037aBarbeTO Ha CUTe HenpeaBUANUBK Kanamoypu. MoXxHO
e uHTepeeHumjata Bo npoctop TITO-BUZEK 3a 3aeHKo aa
€ onpegeneHa npecspTHUua. MoTeHumjanHaTa npukacka Bo
Hea, cny4ajHo unu He, TOj Aa ja pasBu y4ecTBYBajKU Ha
nanoxoéara Manu ronemu npukasHu (KypaTopcKu NPOEKT
Ha CysaHa Munescka) Bo Ckonje u Ctokxonm Bo 1998.
CraHyBawe 360p 3a efleH 04 XWUTeNuTe oA KykaTa Ha
lNepunwa Casenmk 6p. 9 n ronem 6poj HejauHW NpeaMeTy
(kny4yeBu), AOKYMEHTU M 3abenelwkn Ko rM Hemalle BO
npasHUTe NPOCTOPUM Ha KyKaTa, HO KOM ce YyBCTByBaa Ha
HWBO Ha NoTeHuuja.

Ho, oBAe He e KpajoT Ha 0AMOTaHOTO Kronye. 34eHKo uma
Hamepa Ha Bfie3oT Ha egHa ambnemaTuyHa ckKoncka
chacaga fa MHcTanupa ... MoXKeTe Ha NpeTnocTaBuTe WTo.
Hwu Hema cnac. U no Tuto — BUZEK!
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Lazo Plavevski

Zdenko Buzek (TITO-BUZEK)
21 March 1998, Skopje

St. Perisa Savelik no. 9- that is the
address of a house on Vodno in which or
around which the project TITO-BUZEK was
undertaken, whose author is the second part
of the title with first name of Zdenko. Upon
arrival at this address, we are being informed
that it is desirable, before entering inside, to
see the action in the eastern part of the yard.
The path that leads towards there starts to
be elevated in manner of stairs on the mod-
erate slope on which, with small stones linked
with mortar, is written BUZEK. In this part,
the yard is not deserted, however it seems
rather dull and not interesting when com-
pared to its size and the evident former care
and energy invested in its maintenance. The
house at this address also leaves similar
impression. Perhaps it was built at the start
of the 1950's in conformity with the tenden-
cies of that decade, built in thorough and
quality manner, but without the attraction and
design charm of this period. Actually we are
on a site where one could come in former
times only if passing in front of a police guard-
house. At least | come for the first time in
this part of Vodno. Part of the former actual
political establishment has lived or still lives
here. There are no police guards now, the
order and peace however have been pre-
served.

Finally we enter inside, passing by
the relaxed company of men before the en-
trance. The catalogues for this project are
thrown around on the left side of the entrance
porch; | see also beer cans which serve as
cocktail at this promotion. Zdenko (BUZEK
is located in the yard) is dressed, as if for
the occasion of an exhibition opening. The
general atmosphere is relaxing; beer can be
taken immediately.

During our conversation with the
company, we notice that a well-known voice
is coming from the next room. It is an empty
room in which on a small table is placed a
tape-recorder that announces Tito's
speeches of the mid 1950's and early 1960's.
Close to the tape-recorder is located an al-
bum of family photos of Zdenko, mixed with
a certain photo documentation of his
projects. The room was formerly used a liv-
ing room. The great windows in the northern
wall allow us to see the other part of the yard,
unfortunately now deserted and covered with
huge weeds. Gradually | understand that the
whole house is empty. Remain only things
that either ought to be carried away some-
where or to be given to an interested visitor.
The house may be seen; it is perhaps even

desired. In the basement | see a very fine
washing machine of the early 1960’s; there
are many old milk bottles on the shelves...
These are leftovers of a unique small mu-
seum of pastdecades. The former residents
of St. Perisa Savelik no. 9 are dead; Zdenko
inherited this house and the promotion of his
action in the yard takes place immediately
after he sold it to people who are out of its
story. A part of the history of this house is
finalized and ended. BUZEK - is written at
its end.

Zdenko defines this work as an in-
stallation; | would rather prefer to enjoy it as
an ambiance with a story.

In the same manner as on the day
when the work was being promoted, | am in
a dilemma to determine if it were better to
happen a dozen years before. Certainly there
would not have been such relaxing during
its reception; maybe some people would
have even reacted and some art lovers and
work campaigns would have been linked
personally. What would this look like had it
happened formally on the 4th of May when
the alarms were still playing? It was a missed
opportunity for a good provocation with an
unknown end. | do not think that even then
something very terrible would have hap-
pened; however the element of provocation
and the act of getting rid of all those installa-
tions with Tito's name on the hills and moun-
tains all across former Yugoslavia would
have been of striking significance.

Unfortunately, houses are not sold
when we want, rather when we have them.
The period for promotion of the project is
located out of our desires. In this way, eve-
rything seems very post - postconceptual,
postmodern, basically perhaps simulating. It
is my impression that Zdenko reached these
stages through a specific neo-popart that he
was building carefully for some time - a
causerie irony with a small dadaist intona-
tion and great enjoyment in creating all un-
predictable puns. It is probable that this ac-
tion on site TITO-BUZEK for Zdenko was a
definite turn.

The potential story in it, intention-
ally or not, was further developed by him
when taking part in the exhibition Little Great
Stories (curator project by Suzana Milevska)
in Skopje and Stockholm in 1998. This par-
ticipation talked about one of the residents
from the house located on St. Perisa Savelik
no. 9 and about many objects (keys) that
belonged to this person, documents and
notes that were not present in the empty
rooms of the house, but were felt on level of
potency.

However, this is not the end of the
untangled knot. Zdenko intends on the en-
trance of an emblematic building facade in
Skopje to install... you can justimagine what.
We cannot be spared. After Tito - BUZEK!




Mapuka Bo4yBapoBa

Buoneta Bnaxecka

v borgaH Mpabynocku

— MOCTKOHLeNTyanHa npaktuka
(1985-1998)

Borpax Mpabynecku / Buonera Bnaxescka,
MHTEpBeHYMM CO Necox npeg v 8o [lOMOT Ha KynTypaTa,
Mpwnen, 1992

Bogdan Grabuleski/Violeta Blazevska,

Interventions with Sand in front and in the Cultural Center,
Prilep, 1992

Theme

Bnaxecka n Mpabynockn (6payeH M yMETHUYKM nap) Bo
MuHaTaTa 1 oBaa AeueHuja CBOjOT Hamop ro BoXuja Bo
NPUGANXKYBaHETO N ahMPMUPAHLETO Ha MOUHAKBU HAYUHM
Ha YMETHWYKO KOMyHuLMpare BO Hawara cpeauHa.
HagoBpaysajku ce Ha HEKOM 0f CYLUTUHCKUTE CUMMTOMU
COAp>XaHu BO KOHUenTyanHaTa yMeTHOCT, co cebe noHecoa
aBTOHOMHM obenexja n camoCTOjHO OpPUEHTUPaHe KOH
AOXKMBYBaHe€TO M TONKyBameTo Ha peanHocTa.Tue ja
cnejea u ja cnepat norukarta Ha gucnepawjata Ha
concTteeHnTe npobnemcku wuHTepecu, 6e3 pga ja
noTeHyupaar gudepeHuynjayvjata nomery HUBHUTE
apTUCTUHKK N CEeKOjAHEBHU BU3YeNHU UCKYCTBa (NocebHo
BO npupogHaTta u yp6aHaTta okonuHa). [MocteneHo
AYXOBHMOT XOPWU3OHT ro npolmnpyBaa KOH uaejHuTe
CTUMYNaHCW 1 NPeANOLWKM, NPU WTO, NPeA Cé, ce noYnTysa
COMNCTBEHNOT UHTENeKTyaneH npothun, 0CO6EHO NPU YUHOT
Ha uspasyBareTo U u3BejyBareTo Ha akuuute.OBue
MOMEHTW Ha KOMYHWUKauuja ru npomeHuja npeky
aKTUBMPareTO Ha KopecnogeHumjata u akTuBMpareTo Ha
CBeCTa HarneAa4qor, co uen Aa My OBO3MOXKaT MakcumMarnda
KoHUeTpauunja Bp3 peKOHCTpyKuujaTa Ha HUBHUTE
nNpeanoXxeHn MeHTanHW npeTnoctasku. Taka, obajyaTa
HacTojyBaaT KOMyHuKayujata Aa ce oA4BUBa Npeky
NOeAHOCTaBHU, jaCHU KOHLENTW, NPU WTO Ce BKNy4YeHW
BUBYesTHV 1 ayaWTUBHM Nomarana Kou ce Bo (hyHKUuja Ha
nocpeAHUUM BO pasoTKPUBAaHETO Ha HUBHUTE UAEjHU
UHTEHUMK, KoM NaK He ro ogberHysaart AyXOBHOTO jaapo Ha
coBpeMeHocTa.

Bo cBoute noyetoyum Bnaxecka u Mpabynocku He
3abopaeuja Ha UCKycTBaTa Ha NIacTUYHUTE YMETHOCTH, a
NPOAOMKMja CBOMTE pasMucyBarba Aa M HacodyBaaT KOH
NepMaHeHTHO eKcnepumMeHTupare - o U3rnegoT Ha
06nMuMTe BO NpUMapHUTe CTPYKTYPH, NpeKy oabnecouute
04 NeHA-apToT, [0 UCKa3n KOHTeKCTUPaHU Co Hamepa 3a
HagMWHyBar-e Ha marepujanHocta. 3Hauum no KogupaHuTe
HOPMKW HMBHATa YMETHOCT HEé HaBpaka Ha ymeTHocTa Ha
lweeceTTuTe U cegymaeceTTute, 6uaejKU OAHOCOT Ha
aBTOpUTE KOH Audyaujata Ha gocera peanuaupaHuTe
ocTBapyBarba NoTceTyBa Ha KOHUenTyanucTuykara
NpaKTuKa, UICTOBPEMEHO Ha penauumTe LWTO Ce BO AOMEHOT
Ha ancTpakTHaTa ugeja, Ha MUHUManu3mMoT U AeNyMHO Ha
€HBUPOMEHTOT (Ha P.CMUTCOH,

J.Oubetc, P.Jloxr, X.®ynTtoH, [.Onexxajm).

HvBHWOT nps 3aeaHMukM HacTan 6ewe BO ranepuckw
npoctop 8o lMpunen Bo 1985. HacnosoT Ha usnoxb6aTa
Mosauim Bo npocTopoT ykaxyBsa Ha HUBHOTO HaBrerysare
BO cepuTe Ha aMBUEHTANHOTO U CTPYKTYpPanHoTo
noctasyBare U BUAyBate Ha UAejHUTe pelleHuja.
Peayuvpajku ja eknpecujata Tve ce npeopueHTUpaa KoH
MaTepujanusaymja Ha 4enoTo Koe ce 06vMKyBa BO BUA Ha
06jeKT, penjec unn uHTepBeHUvja Bo NpocTop. lUMeH3uuTe
Ha MHCTanMpaHuTe SUAHWU 1 NOAHW CKYNNTYPanHU LenuHu
CTaHaa MOHYMaHTasnHW, a KOMNosuuuuTe ce ocTeapysaa
NPeKy UHTepakuuja Ha pasHoOBUAHW MaTepujani, NOHeKoraty
Co3jafeHn camo 04 MUHUjaTYPHWU unu ApobeHn ocTaToum
o/ mepmep. Haj4ecTo HacTojyBaa MaTepujanoT 4a ce ocTasu
BO MpupojHaTa cocTojba u Bo 3aTekHaTaTa cuTyauumja (Ha
OTBOPEH UNWU BO 3aTBOPEH NPOCTOP, NOKOHKPETHO BO
PyaHukoT 3a mepmep Bo Mpunen, Bo thabpuyku xanu unu
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3anyLTeHu loKauum) Ha cny4ajHo “apaHxvpanu” MepMepHu
nnoYyun, Kamera, CTOroBU CeHO, KOU HEe HaMepHo ce
MoAvMUMpaHn Kako CKYNNTypanHu apTedakT unu Kako
rotosun “kKoHCcTpykuuu". Ha Toj HaumH Bnaxecka u
"'pabynockn Myapo v MHBEHTUBHO M AOKYMeHTupaa (co
¢oTO 1 BUAEO 3anucu), MOTOYHO MM UCKOPUCTUja OBUE
heHOMEHU Kako CKuuM BO HAYMHOT HA rOBOPOT 3a
concTBeHuTe KoHuentu. Ha oBa ce Temenea
noHaTaMmoOWHWTE HUBHM CaMOCTOjHU npe3eHTayuu (BO
Canoxot Ha [ITYM, Ckonje,1990; Bo ranepujata npu [JomoT
Ha kyntypata Mapko LeneHkos, Mpunen,1993) un
UHTepBeHUun (Ha asanatu npea [OMOT Ha KynTyparta
Mapko LjeneHkos: npBaTa UHTEPBEHUM|a CO PEYHU Kamerba
Bo 1988 u BTOpaTta Bo 1992 co necok; cnegart Bo 1990
WHepBeHUunTe Bo: MepmepHWoT kombuHat - Mpunen co
mMepMmepHu 6NOKOBM U ApBja, NOToa BO KaHuanapuuTe u
[ABOPOT HAa KOMBMHATOT WM TpeTaTa Co crama Ha e4Ho none
*BO npunenckara okonuHa; 1992-ta ja peanuaupaar
MHCTanauujaTa co MepMepHu 0CTaTouum Ha eHa o ynuuurte
BO HMBHWOT rpaj; BO HenocpeaHaTta 6nvavHa Ha MNpunen
BO NpupoaeH ambueHT 1994-Ta ja cnposeayBaaTt nMKoBHaTa
akuwmja co nosapcku ctonbosu u CTakno).
Osve onuTh of efHa cTpaHa 3a Hawara cpeguHa
npeTcTtasysaaT OpurMHanHu akuyuu, 6uaejku cnopep
HUBHaTa KoHuenuucka 3amucna oTdpneHa e jaBHarta
npeseHTauuja BO KOPUCT Ha HarnacyBare Ha KapakTepoT
Ha npuBatHoTo. Oa Agpyra cTpaHa  uWHOBaywuja
npeTcTasyBalle U KOPUCTEHETO Ha efAHa noeTuka Ha
apaHxuparbe (MUHUManNUCTUYKK CTPYKTYPU Kako xmbpuan
Ha yuvsBuMnuaayumjata) WTO HAjeKCNNUUMTHO ro ofpasu
nonaputeToT mefy chopmanuamoT u heHomeHonorujata. Mo
cBOjaTa eBoKauyvja OBOj TUN Ha peanu3auun AenymHo
oAroBapa Ha norukata Ha mogepHaTta. 3agpxaHa e
ecTeckaTta akTUBHOCT, KOjalTo MOXe Aa ja nogHece u
NOCTMOAEPHUCTUYKATA CTpaTeruja, 04 NPUYNHK LWTO BO Hea
ce npeTnocTaBeHW U ce npobnemaTuavpaHu BakBuUTe
‘cyavpu” 1 BO Koja cenak ce no4yuTysBaaT KOHUEnuUCKuTe
BapujaHTu Ha YMETHUKOT.
EfeH BMA Ha 3a0KpyXyBare Ha HMBHarta pabota, 6ele
WHCTanupareTo Ha AUCKPETHO OCBEeTNeHaTa cTakneHa
noBpLUMHA (NponpaTeHo Co BUAEO NpoeKumjaTa - AOKYMEHT)
B0 1994 Ha nanoxbarta Kyrtuja Ha c/imkun BO KynTypHUOT
yeHtap Mana cravnya, Ckonje (TpeTupaH Kako
anTepHaTMBEH NpocTop), 3a WTo 6ea HarpageHn. CTaknoTo
e “mogucduuympaHo” Bo 6e3cdopmHa NOBpWMUHA, BO
6e3BpeMeHa cnuka co uaeja 3a npubnuxysare A0
npvmapHaTa penauuja - OTKpMBare Ha pasnukuTe nomery
npvBNAOT U CTBapHOCTA.
[enyBajku nogonr nepuos BO pas3finyHW NpPoCcTopu u
ynoTpebyBajku HEKONKY mMaTepujanu (KameH, mepmep,
CTaKMo UNu MeTan), Tue ja ohopmuja OCHoBHaTa MUCNa Koja
r BoAELLE BO CNEAHNOT NPOEKT, O HUBHA CTpaHa HapeyeH
JlukoBeH ekcrnepumeHT. Toj ce n3BeayBale BO TEKOT Ha
egHa roguHa (1995-1996), a HocuTen Ha NpoekToT belue
My3sejoT Ha coBpemeHaTa ymeTHocT, Ckonje. lNpeo ce
oApean UTUHepepoT BO KOj 6ea BKIy4YeHW neT fiokauuu -
aBTEHTUYHU NPOCTOPU Ha pa3nu4Hu Mecta Bo MakefoHwja
(TeaTtapckata cueHa - lNMpunen, aHTUYKUOT NOKanuTeT
Xepakneja - Butona, ypkeata Ctap Ce.KnumeHT - UmapeT

Bo Oxpua, YmeTHu4karta ranepvja - Kymadoso u MysejoT
Ha cospemeHaTa ymeTHOCT - Ckonje). Ha oBOj HauuH
HUBHaTa KpeaTuBHa MUCNa Ce pa3BMBalLE U ja A0XuBea
cBojaTa KynMuHauuja BO CaMUOT KYyNTYpPeH, CrIOMEHWUYeH
UM apxeonowKn ambueHT, nopaau WTO ro Aonpea coymo-
€THUYKOTO HUBO - PE3yNTaT Ha KapakTepoT Ha NPOCTopuUTe,
06jeKTUTE UNU CUEHUTE Ha MWHaATUTE U cerawHuTe
umBMnIM3ayum, Tyka noHyaeHu Bo “saragoyHa’ chopma. Bo
pUTYyanHoTO MECTO Ce BOCNOCTaByBaa NpMMapHUTE 04HOCK
BO BWA Ha Marucka urpa, co Hamepa LeHTpanHuoT
MKOHUYEH CerMeHT Aa CTaHe HOoBa Bu3uja, AobueHa npu
CMOjOT Ha PasnNU4YHU peanHocTu. BCyWHOCT Ha4YMHOT Ha
aKymynupare n TpaHchopmuparse npeky npouecwuija,
OAHOCHO BaKBWOT TUMN Ha Npe3eHTaunja hyHKUMOHUPa Kako
nocTkoHuenTyaneH nepdopmaHc. IKoOHKnacTu4kara
Avcnoauumja Ha 4enoTo YecTo ja 3agpXKyBaaT, buaejku
The He cakaaT fa ja ocTBapaT HeroBaTa AecTpykuuja.
Cenak, pepykuvpajku ja nojaBHoOCTa, NoHekoraw Aenoto
ro AgoseaysaaTt AO CTeNeH Ha aemarepujanusauuja v Ao
CTeneH Ha ucyesHyBare Ha hopmaTta. Toa HajaocneaHo ro
cnpoeefoa Co BHECyBareTO Ha 3BYKOT, Kako MOLHe
BNWjaTENEH U UHCNMpaTUBEH MOMEHT BO OBOj MPOEKT.
3BYKOT, HO W CBeT/MHaTa, ce NpoAoSHKeToun Ha
Bu3yenHata KomnoHeHta. CtaHyBa 360p 3a CNnyyku BO
MerynpocTOpOT Ha 3ByUUTe, COMPEHU U pacTerHaTu Bo
6e3KoHeYHOCTa Ha BpEMETO, 3a fja ce oApasart aHanorumre
CO 3amMucneHarta 3By4Ha nuHuja (3By4eH “uptex” unm
3By4yeH “ambueHT”). OBMne 3abenewkun nortcetyeaar Ha
YMETHUYKMOT U Ha hunosodckuoT ctae Ha LloH Kejy, Ha
BPEMETO Kora BO KOHLUENTOT Ha My3ukara ce npuroxuja
HOBU KBanuteTu npucdateHn BO cdepata Ha
ambueHTanHuTe 3Byyn. KoHuyeHTpauujaTta Ha HuUBHaTa
nocranka 6elle Haco4eHa KOH KOHKPETHOCTa Ha LYyMOBUTE
WTO AonupaaTt 0 PYAHUKOT Kako “npoaykTt" Ha
CEKOjAHEBHMOT Npouec Ha paboTa (KpLUeHeTo Ha NnoYuTe,
NOAOLHA U PeXeHEeTO Ha CTaknoTo). CylwTuHaTa hakTuyKu
NeXW BO NOBUKYBAHETO HE CaMO Ha HELWTO LWTO MOCTOU,
TYKY ¥ Ha OHa LUTO He Aonupa A0 ceTunara v CekojaHeBneTo
(noTeroT Ha 4YeTkaTa), CO PEMUHUCLEHLIMM N HAa MUHATOTO
(kora ce npaBene mo3avuuTe BO Xepakreja unu Kora ce
ucnuwysane 6ykeute Bo KnumeHToBo A06a).

Bo mefyBpeme pabotea v Ha uanoxbara 9 1/2 Hosa
MmakegoHcka ymetHoct (1995). MmnposBuaupaa co
apaHxupare Ha penoto Crakso u mepmep BO
C/IMKapCcTBOTO - CBET/NOCEH ambueHT, no naT Ha
cerMeHTUpare Ha “reomeTpucku obnuuyn” (pes TeHKu
MEPMEPHU NNo4K, pes CTakno), OAHOCHO Ha Ha4YMH KOjLITO
ochopMyBa CTPYKTYpPU Ha CBOEBMAEH MUHUMASNTUCTUHKK
apaHXMaH, CO KOpPUCTeHe Ha AONONHUTEeNHU edeKkTu:
cBeTNo U hunMcka NeHTa Ha Koja ce nosTopyBa ucTa
rneTka.

1996-Ta e 3Ha4yajHa He camo no Toa WTO ro 3apwuja
JIMKOBHMOT eKCMepuMMeHT W WTO y4yecTByBaa Ha Yudre
amam 2 (KameH LUTO HOCK CBEeT/10), TYKY U N0 HUBHWUTE [iBa
HacTanu Ha mefyHapoHa cueHa.

MpewoT e Ha 4.BueHane Estern Euorope: Spatie Nova Bo
CaHkT MNeTepabypr, co nHcTanauyujataJsa ymeTHuKa, egHo
gesno (ynotpebuja: KOMNaKT AUCK NOCTaBEH Ha 3emja Ha Koj
6elwe BNepeHo Nacepcko CBETMO, NOToa U 3BYK, Hape4eH




3BYK Ha CNUKareTo).

Bropwor, nak e Ha 23. Buerane so Cao Maono kage wro ja
u3Begoa 3By4yHaTa WHcTanauuwja HapedeHa Saundsite
(sBy4Ha nokauwja). Bewe cneuwjanHo uarpageHa TemHa
coba (Mako npogvpalwe MUHUMAnHa CBeTNuHa
npeausBMkaHa of TEeHKMOT AUCKPeTHO o6nukysa npouen
Ha “nnadpoHoT") unu deaf room (no Kejy) Bo koja ce Bkny4uja
KOMMjyTepckn 06paboTeHu 3ByUM, Crnopes HUB NpoHajaeHN
BO NpupoAarta u BO pa3HOBUAHWUTE HYOBEYKU aKTUBHOCTW.
“...HUBHMOT CKyNnTypaneH KOHUEeNT Ha 3By4Ha
apTukynauyuja Ha npocTopoT, HECOMHEHO npunara Ha
[onrarta nvHuja Ha ucTpaxysarbe Ha 3ByKOT BO YMETHOCTa
Ha 20 sek: oa [Auwax po Kejy u og Fluxus go
MUHMManuamoT.” (koHcTaTupa 3opaH MeTpoBCKU BO
NpPeAroBopoT Ha KaTanoroT).

Ha myanykata manudectaynja CUHTE3UC so 1997 ce
npeseHTupaa co KombuHaumjata Ha camo ABa enemeHTu:
CBeT/IO U 3BYK. icTaTta roguHa Ha cuMnoaunyMoT 8o KomapHo
(Cnosayka) ro npomoBupaa nNpoekToT CBET/I0CEH KaMeH,
KOJWITO BCYLHOCT € BTOP Aen o4 cepuwjata KameHoT LTo
HOcu cBeT/10, AofAeKa TPeTUoT fAen e peanvampaH Bo 1998
8o LICNY — Mpwunen.

Theme IFTENENE

Bo HMBHaTa JOKyMeHTauuja NoCcToM U NpeAnor Noj Hacnos
KpukoT Ha HoBOpogeH4eTo, KojwTo Tpeballe ga ce oasusa
BO pyAHuKoT MajgaHn cusel (Mpunen) Bo 1997. AKueHTOT
BO HEro e CTaBeH Ha ONUCOT Ha KPUKOT : KPUKOT KaKo CUr-
Has, KpUKOT KaKo ycrioB 3a fojaBa Ha TBOPEWTBOTO,
KPUKOT BO CMCTEMOT Ha /TNKOBHOTO, KPUKOT Ha
HOBOpPOAEHYeTO, BUPTYyenHa peaslHoCT U peannsam,
KPUKOT Ha NnpBO6GUTHMOT YOBEK BO MpeXara Ha
JINKOBHOTO.

W Ha KpajoT Kako cBoeBUAHO CybnuMmuparbe Ha UCKycTBaTa
(ocobeHo okony nNpo6nemMoT Ha 3BYKOT) 04 BTOPUOT Aen
04 HUBHWOT ONyc ja co3gagoa Buamjata 3a MyasejoT Ha
3BYKOT, 3acera BO BMA Ha BepbaneH

KOHUenNT.

Ona Ha wto Bnaxecka n Mpabynocku NOCTojaHo yKaxysaaT
Ce HUBHUTE T.H. IMKOBHW CUEHapuja, KOULITO rraBHO
coap>aT TPU CerMeHTu:

1. enemMmeHTW: 3BYyK — CBETNIO — NPOCTOP

2. maTepujan: KamMeH — CTakso — metan

3. npobnem: Kpuk

BorpaaH pabynecku/Buoneta Bnaxescka, MHTepseHyms BO ABOPOT HA MepmepHWoT Kombuxar, Mpunen, 1990
Bogdan Grabuleski/ Violeta Blazevska, Interventions in the Yeard of the Marble Factory, Prilep, 1990
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Marika Bocvarova

THE 1985-1998 POSTCONCEPTUAL PRACTICE
OF VIOLETA BLAZESKA AND BOGDAN GRABULOSKI

Blazeska and Grabuloski (both
married and artistic couple), during the last
and this decade, have invested their efforts
in getting closer to and affirming other kinds
of artistic communication in our country.
Relating themselves to some of the essen-
tial symptoms contained in the conceptual
art, they carried with themselves autono-
mous markings and independent orientation
towards enjoying and interpreting reality. The
have followed the logic of dispersion of their
own issue interests, without underlining the
difference between their artistic and every-
day visual experiences (particularity in the
natural and urban environment). Gradually,
they expanded the spiritual horizon towards
idea stimulations and propositions, particu-
larly during the very act of expressing and
performing their actions. They changed
these moments of communication by acti-
vating the correspondence and awareness
of the viewer, with the purpose of enabling
him maximum concentration on their sug-
gested mental notions. In this way, both of
them try to make communication go through
simpler, clear concepts, whereby incorporat-
ing visual and audio instruments. These in-
struments are in the capacity of being me-
dia in showing their idea intentions that nev-
ertheless do not avoid the spiritual nucleus
of contemporary time.

At the very initial start, Blazeska
and Grabuloski did not forget the experi-
ences of fine arts, and later continued to di-
rect their contemplations towards permanent
experimenting - from the look of the forms
in primary structures, through the reflections
of land-art, to statements in the context of
the intention to surpass materiality. There-
fore, pursuant to the codified standards, their
art takes us back to the art of the 1960’s and

of the 1970's, because the attitude of the
authors towards the diffusion of presently
realized works reminds of conceptualist prac-
tice, at the same time in relations that are in
the domain of the abstract idea, of the
minimalism and partially of the environment
(of R. Smithson, Jan Dibbets, R. Long, H.
Fulton, D. Oppenheim).

Their first joint exhibition was in the
gallery in Prilep, in 1985. The very title of
this exhibition, “Mosaics in Space”, points out
to their penetration in the spheres of the
ambient and structural setting and to their
views of concept outcomes. By reducing the
expression, they turned themselves towards
materialization of the work that is formed as
an object, relief, or action in space. The di-
mensions of the installed wall and floor sculp-
tural totalities became monumental, while the
compositions were being realized through in-
teraction of different materials, sometimes
created just from miniature or crushed mar-
ble leftovers. Very often they tried to leave
the material in its natural state and found
situation (outdoors or indoors, more precisely
in the Marble Mine in Prilep, in factory halls
or deserted sites) of incidentally “arranged”
marble plates, stones, haystacks, that are
unintentionally modified as sculptural arti-
facts or as ready-made “constructions”. In
this way, Blazeska and Grabuloski wisely and
inventively documented (through photo and
video recordings), rather used this phenom-
ena as sketches in the manner of speech
for their own concepts. Their further inde-
pendent presentations were based on this
(in the Salon of the Artists’ Association of
Macedonia, Skopje, 1990; in the gallery of
the Culture Center “Marko Cepenkov”,
Prilep, 1993) and actions (on two occasions
in front of the Culture Center “Marko

&

Cepenkov™: the first action using river stones
in 1988 and the second one in 1992 using
sand; then follow the 1990 actions: in the
Marble Mill - Prilep using marble blocks and
trees, then in the business offices and the
yard of the Mill, and the third one using hay
on a field in the vicinity of Prilep; in 1992
they realize an installation using marble lefto-
vers on a street in their town; near Prilep, in
1994 they perform an artistic action using
wine-growing pillars and glass).

The probes, on one hand, repre-
sent original actions for our milieu, because
pursuant to their original concept assump-
tion, the public presentation is rejected in
favor of underlining the character of privacy.
On other hand, making use of arrangement
was also an innovation (minimalist structures
as hybrids of civilization) that most explicitly
expressed the polarity between formalism
and phenomenology. In its evocation, this
type of realizations partially corresponds to
the logic of modern art. The aesthetic activ-
ity is preserved, that can also sustain the
postmodern strategy, because problemati-
cally such “clashes” are presumed and
treated in it and where the conceptual
variances of the artist are still respected.

A wrapping up of their work was the
installment of the discreetly illuminated glass
surface (followed up by a video-projection
document) in 1994 at the exhibition “Image
Box" in the Culture Center “Mala Stanica" in
Skopje (considered to be an alternative site),
for which they won an award. The glass is
“modified" in an amorphous surface, in a
timeless image, with an idea of approaching
the primary relation — discovering the differ-
ences between illusion and reality. Working
for longer period on different locations and
making use of various materials (stone,
marble, glass or metal), they formed the
basic notion that took them to the next
project, as they called it: “Fine Arts Experi-
ment”. It was presented in a course of one
year (1995-1996), while the organizer of the
project was the Museum of Contemporary
Art in Skopje. The itinerary was first deter-
mined that included five locations — authen-
tic sites on various places in Macedonia (the
theater stage in Prilep; the ancient locality
of Herakleja in Bitola; the church St. Clem-
ent — Imaret in Ohrid; the Kumanovo Art
Gallery; and the Museum of Contemporary
Art in Skopje). In this way, their creative
thought was developed and had its climax
in the very cultural, monumental or archeo-
logical environment. Due to this, they pen-
etrated into the social and economic sphere
— the outcome of the features of the sites,
objects or scenes of past and present civili-
zations, offered here in an “enigmatic” form.
In the ritual place, the primary relations were
established in the form of magic dance, so
that the central iconic segment could become
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new visions, obtained in linking dif-
ferent realities. Actually the very way of ac-
cumulating and transforming through proces-
sions, that is, such type of presentation, op-
erates as a postconceptual performance.
The iconoclastic disposition of the work is
often preserved by the authors, because they
do not want to realize its destruction. Never-
theless, by reducing the appearance, they
sometime reduce their work to the level of
de-materialization and to that of form disap-
pearance. They did it most persistently by
introducing the sound, as a very influential
and inspiring moment in this project. Sound
and light are continuations of the visual com-
ponent. One speaks here of events in the
interspace of sounds, stopped and stretched
in the infinity of time, in order to reflect the
analogies through the imaginary sound line
(sound “drawing” or sound “ambiance”).
These notes remind of the artistic and philo-
sophical attitude of John Cage, of the pe-
riod when new qualities were added in the
concept of music, accepted in the sphere of
ambient sounds. The concentration of their
procedure was aimed towards the concrete-
ness of noises that come from the mine as
“a product” of the everyday process of work
(breaking the plates, and, later, cutting the
glass). The essence is found actually on ap-
pealing not only to the already existing, but
also to what does not touch the sense and
to the everyday (the movement with the
brush), with memories also of the past (when
the mosaics were being made in ancient
Herakleja or when the letters were being
written in the time of St. Clement). In the
meantime, they also were engaged in the
exhibition "9 1/2 New Macedonian Art"
(1995). They improvised by arranging their
work “Marble and Glass in Painting — Light
Ambiance”, by segmenting “the geometrical
forms” (a row of thin marble plates, a row of
glass), that is, in a manner that forms struc-
ture in a specific minimalist arrangement, by
using additional effects: light and movie tape
where the same view is repeated.

1996 is significant not only for fin-
ishing “The Artistic Experiment" and for tak-
ing part at the exhibition “Cifte Amam 2"
(“The Stone That Bears Light"), but also for
their two international presentations. The first
one is at the 4th Biennale “Eastern Europe:
Spatie Nova" in St. Petersburg, with the in-
stallation “Two Artists, One Work" (using a
CD placed on the ground and a laser beam-
ing upon it, and a sound, called the sound of
painting). The second presentation was at
the 23rd Biennale in Sao Paulo where they
performed the sound installation called
“Soundsite” (sound location). A dark cham-
ber was set up (although a small light was
coming inside caused by the thin and dis-
creetly shaped incision in “the ceiling"), or
“deaf room" (according to Cage) which in-

cluded computer-processed sounds, that,
according to the authors, are found in na-
ture and in various human activities. “...Their
sculptural concept of articulating site sound,
no doubt, belongs to the long line of sound
research in the art of the 20th century: from
Duchamp to Cage, and from Fluxus to the
minimalism."” (As concluded by Zoran
Petrovski in the catalogue foreword for this
exhibition.)

The authors presented themselves
through a combination of only two elements,
light and sound, at the 1997 music festival
“Synthesis". That same year during the semi-
nar in Komarno (Slovakia), they promoted
the project “Light Stone”, that is actually a
second part of the series “The Stone That
Bears Light", while the third part was real-
ized in 1998 in the Center for Contemporary
Fine Art in Prilep.

Their documentation also includes
a project proposal entitled “The Scream of
the Infant”, that was supposed to take place
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inside the mine Majdan Sivec (Prilep) in
1997. Here, the accent is placed on the
scream description: the scream as a sig-
nal; the scream as a condition for the
appearance of the creation; the scream
in the system of the artistic; the scream
of the infant; virtual reality and realism;
the scream of the primitive man in the net
of the artistic. Finally, as specific sublima-
tion of their experiences (especially the one
treating the issue of sound) from the second
part of their opus, they created a vision about
“The Museum of Sound”. It is, for the time
being, only in the form of a verbal concept.

The one thing that Blazeska and
Grabuloski permanently point out is repre-
sented by their so-called artistic scenarios,
consisting mostly of three segments:

1. the elements: sound - light - site;

2. the material: stone - glass -
metal; and

3. the issue: scream.

Borgau Mpabynecku / Buonera Bnaxescka, /lukosHa akywja, Ha nanoxbara Kymwja co cnukin, Kyntypex yesrap

Mana crasmya, Cxonje, 1994

Bogdan Grabuleski / Violeta Blazeska, Fine-Art Action, Image box exhibition, Cultural Center Mala stanica, Skopje, 1994
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Cy3aHa MuneBcka

KOHUENTYANHATA YMETHOCT
HACIMPOTW ECTETUKATA

I

KOHTeKCTOT BO KOj ce nojaBuna KoHuenTyanHarta
YMETHOCT U Hej3UHUTE OCHOBHM NMPEeMWUCU Ce HameTHyBaaT
Kako BaxXHW MOjAOBHW TOYKM nNpu KakoB 6uNo
MHTepnpeTaumcku obua co 0Boj “yMeTHUYKK' Npasey Aa ce
ondarar ymeTHuum n npoekTn oga MakegoHckaTa NMKoBHa
cueHa. HaBogHULUMTE Ha TEPMUHOT “yMETHUYKW" Ce AormxaTt
TOKMY Ha rNaBHUTE NOCTaBKW Ha KOHLenTyanHaTa yMeTHOCT
KOW ja npeucnuTysBaaT cCywTuHaTa Ha ymMeTHOCTa
“3ameHyBajkn ro npwarweto 3a mopgonormjara co
npawareTo 3a pyHkymjara™.

CeoeTo cneuucun4yHo none Ha WUHTepec
KOHUeNTyanHuTe yMeTHUUM ro orpaHnyune Bo obnacra Ha
naejHocTa U MHTEeHUMoHanHocTa 2, o WTo ce Hagospaane
Ha cnasHaTa u3jaBa Ha Mapcen [uwaH “gocta mMu e of
mapekarta ‘rnynae kako cnukap'. “lNporpecusHaTta
enuMuHaumja Ha ymeTHUYKMoT 06jexT” (Ypecyna Mejep) Boau
KOH TeHAEeUMO3HO OThpname Ha ecTeTUYHoCcTa (Aypv U Ha
camute 6ykBu, 360poBKU, TEKCTOBK) Kako ocnoboaysarbe
o4 rpuxarta 3a CTUNOT, KBanuteTtoT, ybaBuHaTa,
nocrtojaHocTa... A WTO ocTaHyea Toraw no efHa Baksa
enuMuHaumja Ha hopmanHuTe BpegHocTu?

Co HernpareTo Ha kakBa 6uno Bpcka mery
yMeTHOCTa W ecteTukarta
KOHUEeNTyanHuTe YMeTHUUW MHCUCTUpane npeg ce Ha
3Ha4YeHEeTO Kako 3aMeHa 3a gopmaTa, BCYLHOCT Hanag
ynateH Ha ungeHTutukauymjata mery ectetukara u
ymeTHu4kata copma Ha KnemeHT Mpunbepr 3 - TaTkoTo
Ha MOAEPHUCTUYKW 3acHOBaHaTa ecTeTuka Koj ja
BOCMOCTABUN rnaBHarta UHTepnperayucka cxema 3a
ancTpakTHUOT eKCrnpecuoHusam u MUHUManuamoT. 3a
puHGepr ymeTHoOCTa e pe3ynTart Ha UCKYCTBOTO, a He Ha
npvHuunuTe. Hanpotue, cnopepg rpynara “Art&Language”
(T. ATkuHCcOoH, [1. Benubpuy, M. Bonasux, X. Xapen, a
nogouyHa u Yapnc XapucoH, M Pamcgex u LI. KowyrT)
rHOCEOSOLWKOTO 3HAaYeHe Ha CIMKApPCTBOTO U OHOCOT Mefy
06jeKTOT, NpeTcTaBara U UMETO Ce BaXXHW UCTO Kako U
KYNTYPOSOLWKOTO 3HAYEHE.

HajpagukanHata TakaHapeyeHa “aHanuTuyka
CTpyja Ha KOoHUenTyanHara ymeTHocT” Bo chopmynauyujata
‘YymeTHoCT Kako ugeja kako ugeja” Ha Llosed KowyT 4 ja
Haora ceojaTa aBTopedepeHumjanHa napagurma Kako efieH
04 pPeTkuTe 3aefHWYKN eneMeHTU Ha HexomoreHarta
KOHUenTyana Bo nowmpoka cMucna.

OHa wWwT0 BO NOWMPOKa cMUcna rv nospsysa
YMETHULUTE KOW CO CBOUTE aKTUBHOCTU BNErne BO paMKute
Ha KOHUenTyanHata yMeTHOCT € BNWjaHWeTo o4 pasnuyHu
hunocockn M3BOPU U HUBHUTE NOCTYNaTtu BO OAHOCOT
Mery eCTETCKOTO M YMETHUYKOTO, YMETHOCTA U peanHocTa,
npeTcraBara u 360poT, 3HAKOT U 3Ha4YeHeTo, CO LWTOo ce
3a06ukonysa AoTorawHara nogenbta Ha YMETHUYKUOT Of
KPUTUYKMOT AUCKYpPC 5:

1. Ylornyko-chunocoghckmot Tpaktar” n “@unocogckure
uctpaxysamwa” Ha Jlyasur ButreHwTajH (Ha npumep,
HeroBmoT wuckas “He Tpeba fa ce melwa 3Ha4yeHeTo Co
HEeroBumoT HocuTen") Gune CUrypHo HajBnujaTenHUTE U3BOPU
3a rnaBHUTE NPOTaroHUCTU Ha KOHUenTyanHaTa yMeTHOCT:
rpynaTta “Art&Language”. Lloze¢ KowyT, Con JleBur,
XeHpu ®nuHT...BoonwTo, aHanUTU4KMTE MEeToan Ha
aHrnocakcoHckara unocogcka Tpaguumja (Pacen, KeajH,



Onvsep Mycosuk, Munumapxer, 1997, OteopeHo rpacmuko cTyavo, Mysej Ha rpag Ckonje
Oliver Musovic, Minimarket, 1997, Open Graphic Studio, Museum of the City of Skopje

BuTreHwTajH) 6une KOpUCTEHU 3a efHa meTajasuyka
adanusa Ha ja3ukoT Ha yMeTHocTa

2. Kputuykata Teopuja Ha ®paHKdypTCKUOT Kpyr Ha
MapKcucTU4Ka ecteTuka u counocodmja HajMHory Bnuvjaena
CO CBOETO NPencnuTyBarse Ha UCTOPUCKMOT MaTepujanmaam
¥ CO KpUTUKAaTa Ha ujeosnormjata Ha NOTPOLYBAYKOTO
ONWTEeCTBO, Kako M CO NonemMukarta Haco4yeHa npoTuB
3apobyBarbeTO Ha YMETHUYKOTO A0 KakKo NpeaMeT-CToKa
BO CUHLIMPOT Ha nasapHata eKoHomuja

3. Kako nocnegeH n3sop Ha ogpeAHnLMTe Ha OAHOCOT Mefy
o6jekTUTE 1 360pOBUTE LITO CTOjaT 3a HUB Ce Nnojasysa
thpaHuyckaTa “KoHTUHeHTanHa" hunocogcka WwKona Hum
NOCTCTPYKTYPaANUCTUYKN KPUTUYKM norneau Ha
CTPYKTypanu3moT 6une ynotpebeHun Bo aprymeHTupaHuTe
Hanaau Ha OCHOBHWUTE MOCTaBKW Ha aHr0CakCOHCKUOT
MOAEepHU3aMm.

CraHyBa o4urnegHo aeka, ako ce TprHe of osaa
noTecHa AeuHuumja Ha KOHUenTyanHaTa yMeTHOCT, CeKoe
noyuMparbe Ha yMeTHUUM U YMETHUYKU NPOeKTU of
MakefgoHuja Bo oBue pamku 6u 6uno npoussonHo. Kora
MHTepnpeTayujata He e NpucyTHa Kako ogHanpep
BKankynupaHa uHTeHuuja 4oKyMeHTUpaHa co u3jaBa Ha
aBTOPOT BO BUJ Ha TEKCT, KHUra Unu usjaea, TELKO MOXe
Aa ce 36opyBa 3a KOHUenTyanHa ymMeTHUMYKa npakca,
HE3aBUCHO Of KPUTUHKUTE UHTEpnpeTauum Ha NMUKOBHUTE
KpUTUYapu U KypaTtopuTe Ha NpoeKkTuTe.

3a cnopepnba, BO uctopujata Ha fIMKOBHaTa
yMeTHOCT BO MakefoHuja 1 NopaHo Ce CpeTHyBaaT CKOpO
CUTe CTUNCKKU OoApeAHMUM Ha NUKOBHUTE npaBuu Ha
ucTopujaTa Ha yMeTHOCTa Ha [|BaeceTTUOT BEK v Torall Kora
yMeTHU4KaTa npakca Ha ogpefeHv MakeoHCKN YMETHULM
He 6una cBecHO NpousneseHa o TEOPUCKUTE NOCTaBKU Ha

npeaBoAHULMTE HA CNOMEeHaTuTe npaBuy BO paMKuTe Ha
eBpornckata mojepHa. Toa cenak He npeTcTaByBa
METOAOsIoWKa rpewka ako rm npugarume ecteTckuTe
orpaHudysama Ha [puHbeproBaTta Teopuja Kage WTO
YMETHUYKOTO Ce u3efHadysa co ecTeTckoTo. Marnegot Ha
YMETHUYKOTO Z1ef10 U HerosuTe chopmantu obenexja Bo Toj
KOHTEKCT ce [AOBONMHM 3a fa ce ugeHTudukysa
npunagHocTa Ha oapeAeHo Aeno Ha HeKoj npasel,.

CnyyajoT co KoHuenTyanHaTa YMeTHOCT ce
pasnukysa TOKMY rnopaju Heroarta ConcTeeHa onpeaenba
3a uAejHocTa M MHTeHUMOHaNHOCTa 3a CMeTKa Ha hopmara.
AKO Npu KOHUMNUpameTo Ha efleH NPOoeKT He rnocTtoena
KOMYHUKauuja Ha yMEeTHUKOT co hunocodckn nasopm
CNUYHU HA OHMEe Ha KOoHUenTyanHaTta YMeTHOCT U ako
HEeroBuTe Uesnn He ce CNUYHU, NpawareTo WTo ce
HameTHyBa € fanu BOOMWTO MOXe Aa ce 36opysBa 3a
KOHLenTyanHa ymeTHocT Bo MakeoHuja.

O6uaoT Aa ce NpowMpY TePMUHOT “KOHLenTyanHa
YMETHOCT" UNun TOj Aa ce 3aMmeHu co ynoTtpebaTta Ha
TEePMUHOT “KoHuenTHocT" 6 co3gaBa Apyru npobnemu.
MMeHo, Aojeka KOHCEKBEHUMTEe Ha afekBaTHOTO
TONKyBare u ynotpebysare Ha U3BOPHUOT TEPMUH
“KoHUenTyanHa yMeTHoOCT” AoBeAyBa A0 Hy>XXHO OThpnarse
Ha MOXHOCTa 3a KakBa 6MNo KoHUuenTyanHa yMeTHW4Ka
npakca, npowupyBareTo nak Ha TepMUMHOT 61 AoBeno Ao
MHTEepnpeTupare Ha CEeKOoj NPOeKT Co oapeaeHa nojaoBHa
naeja Kako KoHuenTyaneH. Ywre noronem e npo6nemoT co
ynotpebaTta Ha HeroBaTa 3ameHa ‘KOHLenTHa ymeTHocT”
6uaejkn 0BOj TEPMUH LUTO NPB ro ynoTpebtun XeHpu OnuHT
B0 1966 roguHa Ha usnoxbaTta YmeTHoOCT BO y3uja” B0
®dunagendwuja 3a Hero UMan NOTECHO 3Ha4eHse 04 TEPMUHOT
“KoHuenTyanHa ymeTHocT" 7.
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3a aBTOpOT Ha 0BOj KOHLENT “cMUcnaTa e ogpeseHa
CO jaanyHaTa CTPYKTypa“, a TBpAEHETO AeKa MoXe Aa
nocTou objeKTUBHA penauyunja mefy UMETO W HeroBarta
MHTEeH3uja (coapxuHa Bo ®pereosa cMucna) e norpeLuHo.
Tyka HerosuTe NOCTaBKW (UICTOPUCKW NPBU Ha NHKjaTa Ha
cunocodckata opueHTauuja BO YyMeTHOCcTa) U
HasecTyBaaT HOMUHANUCTUHKUTE pamKu BO KOW nofouHa
ce aswxene n asTopute og “Art&Language”, a cenak Toj
WHCWUCTMPAN Ha Toa [leka Tue BeKe ja pa3BogHune HeroeaTta
npsu4Ha naeja. MnasHata notpeba, cnopes Hero, of
pasnukyBame Mefy KOHUuenTHaTa M KOoHUenTyanHarta
YMETHOCT Ce jaByBa TOKMYy nopagu usberHysare Ha
oapeayBarbe Kako KOHUeNnTyanHW Ha cuTe gena Kow
TPrHyBaaT of Hekoja ugeja.

Toa e Npo6nemoT KOj OHEBO3MOXYBa AeuHnparse
Ha KOj 6uNno NUKOBEH MNPOEKT BO KOHTEKCTOT Ha
MaKe[oHcKaTa NMKOBHa cueHa 6uno Kako KoHuenTeH, 6uno
Kako KoHLUenTyaneH. MapafoKcoT Ha KOMMETHO Hernparbe
Ha NOCTOeHETO Ha KOHLeNTyanHa ymeTHocT Bo MakeaoHuja
e napaneneH Ha NapajokcoT Ha MHTepnpeTupare Ha Koj
6UN0 NPOEKT Kako HafoBp3yBare Ha KoHuenTHaTta unu
KOoHUenTyanHata
Tpagvumja.

EQuHCTBEHO ako v npudpatume BnuvjaHujata oa
ABWXeHeTo "Onykeyc”, land art-0T, nepOpMaHcoT unu
BNujaHujaTa o4 pyckara nocT-KoHUenTyana Kako gen og
ucTopujata Ha KOoHUenTyanHata yMeTHOCT MoXeme Aa ce
cornacuMme CO TakBOTO MPOWMPEHO TONKyBare Ha
TEPMMHOT U CO BKMy4yBarbe Ha HEKOW NMPOeKTU BO Hekoja
ycnoeHa “kKoHuenTtyanHa NUKOBHA yMeTHOCT" BO
MakegoHuja (npoekTute Ha CumoH LWemos n Kouo
®duaaHoBcku, rpynuTe A1 1 xeneHuHanTe, nepopmaHcuTe
W WHCTanauyuuTe Ha rpynata “3epo” Kako u Hajronem aen
04 NMPOEKTUTE U3BEAEHU BO AeBefeceTTuTe roguHu of
aBTopuTe XaHeTta BaHrenu, Wckpa [Aumutposa, Auo
CTtaHKoBCKU, U cn.). BakemnoT npuctan 6apa Hekoe
obpasnoxeHue WTO rnasHo 6w pedepupano Ha
eBMAEHTHOTO OTCYCTBO Ha KakBa 6uno uHcopmaumja 3a
aHanuTu4karta cunocodcka KpuTuyKa Wwkona (M Kakeo
6UNo Apyro 3agonmKUTENHo unocoCcKo 1 TeOPUCKo
obpasoBaHue (3a WTO CBeAo4M OTCYCTBOTO Ha TEOPUCKMU
npegMeTn Ha nukosHaTa akagemuja Bo Ckonje) u
MHCNUPUPAHOCTA Ha HawwWTe aBTOPW 04 MUTONOLWIKMK
CTPYKTYPU Kako ofpas Ha cneuntuyHaTa KOHTeKCTyanHa
Tpaguumja.

Mpo6nemoT Ha MHTepnpeTauujata e HensbexeH
KOora ce 3Hae feka He NocTojaT TEeKCTOBM HanuwaHu oj
camuTe yMeTHUUM Kou 61 ce ogHecyBane Ha OgHOCOT mery
ja3aukoT, ugejata u npertcrapara, a ywre nomanky
KOHTUHYMpPaHO Ny6nuKyBare Ha KHUMM UNu crnucaHuja Ha
yMeTHuUUn. AKO UHTepnpeTauujata e cekKyHgapHa u
NOTEKHyBa 04 NepPOTO HAa KPUTUYAPOT Toa BOONWTO He 61
Tpebano ga urpa kaksa 6uno ynora BO TONKyBareTo Ha
TBOPELTBOTO HAa HEKOj YMETHUK Kako KOHLenTyasnHo.

3aToa, ¥ TyKa HaBeAeHuTe npumepu He 6u ru
Hapekna “KoHuenTyanHu” Tyky camo 6u ru noteHyupana
obenexjara Ha OBMEe MPOEKTU WTO HajMHOry ce
pobnuxysaaT A0 NOjAOBHUTE TOYKU M [0 KOHCKBEHUUTE
Ha KOHUEenTyanHuTe MnpoeKTW BO pamkKuTe Ha
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aHrnocakcoHckarta Tpaauuuja Ha TepMUHOT.

1. OsaTta npoekTun Ha Buonera Yanoscka
n3segeHn Ha ManoTo esepo Ha Menuctep (“Mano esepo’,
1994, “Jac n okoto”, 1996) 3agoBonysaaT HEKOM 04
NnpeaycnoBuTe Ha KoHUenTyanHaTa yMeTHOCT: eANHCTBEHN
peaynTaTtu Ha nNpoekToT ce doTorpachunTe, cnajaosuTe u
[AOKYMEHTapHOTO BUAEO LITO HemMaaT npeTeH3uja Bo NoneTo
Ha ecTeTCKOTO 3a WTO cBejoYaT TeKCTOBUTE Ha camara
aBTOpKa BO KOW Taa pedhepupa Ha pasnuyHute
cnpoTucTaBeHn Tpaguuum Ha paeduHUpareTo WU
naeHTudpukayumjata Ha cy6jekToT: Ha NpUMEp BO
KapTeamjaHckaTta wmucna Ha [lekapTt u“  BO
NOCTPYKTypanucTuyKarta AeKoHCTpyKuurja Ha [lepuaa.

2. MpoekToT ‘TlpemecTtysara”Ha Urop ToweBCKH
(KynTtypHo unHopmaTuseH uyeHTap, 1996) e eaeH og
HajKOHCEKBEHTHO U3BEAEHUTE NPOeKTU KOW ro Herupaar
eCTeTCKOTO AehuHNparse Ha yMeTHOCTa U ro pasfBojysaar
O/1 HEj3NHOTO 3Hayerse. [pouecoT Ha npemecTyBare Ha
06jeKTUTE 0 efleH KOHTejHep BO ApYr WwTO aBTOPOT ro
[OKYMEHTUpa co dhoTorpaum U ucypTaHu KapTu Ha
ABUXEHeTo 6e3 fa rm u3noxu camute o6jekTu Kou
ocTaHyBaaT BO KOHTejHepuTe W MeTaopu4HOTO
M3M0oXyBarbe Ha BUCTUHCKWU KOHTEjHEep Kako HOCWUTeN Ha
3HavyereTo (geduHuuymjata of pevHUK e AUPEeKTHO
npeHeceHa CO CMTO Ha SMAOT WTO M3berHysa kasa 6wno
NMKOBHOCT UMW ecTeTnsauuja) HaseyBaar Ha asTopoBsara
NPeoKynMpPaHOCT CO ja3UKOT W HEroBOTO 3Ha4eHe HaMecTo
CO NpeTcTaBuTe W HUBHATa ecTeTuampaxa opma.

3. “Munumapket” e npoekT Ha Onusep MycoBuk
u3segdeH BO pamkute Ha “IpaduykuoT ekcrnepumeHT”,
nanoxoba so OTBOpeHoTOo rpacumyko ctyauo, 1997.
TekcToBUTE - HAManeHu UeHW Ha oApefeHn Npous3Boau,
MCMULLIAaHM M OTNeYaTeHu Co NOMOLL Ha KOMMjyTep Ha XonTa
MecapcKa xapTuja ja poHusupaar ynotpebara Ha sucokata
TEexXHONorvja BO Hawara “HUCKO TeXHOsoWKa" peanHocT, a
M3N0roT Ha ranepujata ro “npersopaat’ BO W3nor of
noKasnHa MmecapHuvLa co WTO ce NpeucnuTysa TPeTupareTo
Ha rpacmKaTa Kako Npou3Bo/ 3a LWKpoKa NoTpoLyBaYyKa,
WTO e egHa oA rNaBHUTE KPUTUYKKM MNOEHTU Ha
KOHUenTyanHara yMeTHOCT.
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1. Joseph Kosuth, Art after Philosophy, in “Art in Theory 1900-1990", ed. by Charles
Harrison & Paul Wood, Blackwell, UK, USA, 1993, p. 844

Osa e efieH 0f HajuMTUPaHUTE TEKCTOBW NPU AeuHUparbeTo Ha KOHUenTyanHara
YMETHOCT. TEeMENTHOTO UCHNTYBAH:E HA OBOj TEKCT 61 NPUBOHENO 3a paceeTnysarbe
Ha JacHUTE AUCTUHKUMW MEly MMHUMaNU3MOT W KOHLUENTyanHata yMeTHOCT WTo
BCYWHOCT GMNe W eieH Of rNaBHUTE MOTUBM 3a etabnuparbe Ha KoHuenTyanata
KaKo KPUTUKE Ha MOAEPHU3MOT U MOAEPHUCTUHKATA ECTETUKA.

2. Ursula Mayer, Conceptual Art, A Dutton Paperback, New York, 1972, pp VII-XX

3. Clement Greenberg, Modernist Painting in Postmodern Perspectives-Issues in Con-
temporary Art, ed. by Howard Risatti, Prentice Hall, New Jersey, 1990, pp.12-19

4. Joseph Kosuth, op. cit. 842

Bo ceojoT TeKcT “YmeTHOCTa no chunocodujata” Llosed KowyT Tepan aeka camara
YMETHOCT @ aHaNOrHa Ha aHANWUTUHKWTE UCKA3W U AeKa CaMO HejanHaTa eraucTeHumja
Kako TaeTonoruja v 0B03MOXYyBa Aa 6uae ocnobogeHa o4 Hunocodcku
NPETNOCTaBKM.

5. OB e HajMHOry ce Mucnv NoBTOpHO Ha Llosed KowyT v rpynata “Art&Language”
(v. Art in Theory 1900-1990, ed. by C. Harrison & Paul Wood,) nopagy npeuussute
chopMynaumuu Kov Tue peaoBHo rv objaeyBane BO CNMCaHMETO Ha rpynara, a nogoyHa
¥ BO cnucanueTo “®okc” WTo ro objasysan KowyT.

6. Hebojwa Bunuk, MHcTanauuja - NpeanaBuk wnm HyxHocT, [o1eMoTo cTakno, 6p.2,
Ckonje, 1995, cTp.4-11

7. Henry Flynt, Konceptska umetnost, Moment, br. 22, 1991 str.70-72
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Suzana Milevska

CONCEPTUAL ART
VERSUS AESTHETICS

The context, where conceptual
art and its fundamental premises ap-
peared, imposes itself as important start-
ing point when making any interpretation
attempt with this “artistic” tendency to in-
clude artists and projects of the Macedo-
nian artistic scene. The quotation marks
of the term of “artistic” are owed exactly
to the main premises of conceptual art that
re-examine the essence of art “substitut-
ing the issue of morphology with the one
of function”.!

The conceptual artists limited
their specific field of interest to the field
of ideation and intentionality?, thereby
connecting themselves to the famous
statement of Marcel Duchamps: “I had
enough of the saying: ‘Stupid as an art-
ist'". “The progressive elimination of the
artistic object” (Ursula Mayer) leads to-
wards intentional rejection of the aestheti-
cism (even of the very letters, words,
texts) as freeing from the concern for the
style, quality, beauty, permanence... What
is, then, left over after such elimination of
formal values?

By denying any relationship be-
tween art and aesthetics, conceptual art-
ist insisted, above all, on the significance
as substitution of the form, actually an
attack directed towards the identification
between the aesthetics and artistic form
of Clement Greenberg,® the creator of
the modernistically founded aesthetics
who established the principal interpreta-
tion scheme of the abstract expression-
ism and minimalism. For Greenberg, art
is result of experience, and not of princi-
ples. On the contrary, according to the
group “Art & Language” (T. Atkinson,
D. Banebridge, M. Baldwin, H. Harrel,
later also Charles Harrison, M. Ram-
sden and J. Kosuth), the gnostic signifi-
cance of painting and the relationship
among the object, notion and name bear
the same importance as the culturalist sig-
nificance.

The most radical, so-called “ana-
lytical tendency of conceptual art” in
the formulation of “art as idea as idea" of
Joseph Kosuth* finds its self-referential
paradigm as one of the rare common ele-
ments of the non-homogenous conceptu-
alism in wider sense.

What connects in wider sense the
artists, who have entered the frames of

conceptual art through their activities, is
the influence of various philosophical
sources and their postulates in relation-
ship between the aesthetic and artistic, art
and reality, notion and word, sign and sig-
nificance, thereby evading the then divi-
sion of the artistic from the critical dis-
course:s

1. “The logical and philosophical
tractate” and “the philosophical re-
searches” of Ludwig Wittgenstein (for ex-
ample, with his statement: “The signifi-
cance should not be mixed with its car-
rier.") were certainly the most influential
sources for the main protagonists of con-
ceptual art: the group “Art & Language”,
Joseph Kosuth, Sol Lewitt, Henry
Flynt... Generally, the analytical methods
of the Anglo-Saxon philosophical tradition
(Russell, Quine, Wittgenstein) were used
for a meta-linguistic analyses of art lan-
guage.

2. The critical theory of the Frank-
furt school of Marxist aesthetics and phi-
losophy made great influence by its re-ex-
amination of historical materialism and by
criticizing the consumers’ society, as well
by the polemic directed against enslaving
the work of art as consumer goods in the
chain of market economy.

3. The French “continental”
school of philosophy appears as last
source of the postulates of relationship
between objects and words that stand for
them, whose poststructuralist critical
views of structuralism were used in argued
attacks on the fundamental premises of
the Anglo-Saxon modernism.

It is obvious that, if one starts
from this narrow definition of conceptual

Wrop Towesckw, Mpemectysara, 1996, KWL, Ckonje
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art, each attempt to locate artists and ar-
tistic projects from Macedonia within this
framework would be arbitrary. When in-
terpretation is not present as an advance
calculated intention documented through
a statement by the author as a text, book
or declaration, one can hardly speak of
conceptual art practice, regardless of criti-
cal interpretations of the art critics and the
project curators.

In comparison, almost all style
postulates of artistic tendencies of the 20"
century art history could be found even
earlier in Macedonian art history also in
times when the artistic practice of certain
Macedonian artists was not an intentional
outcome of the theoretical premises of the
forerunners of the aforementioned ten-
dencies within the European modern art.
This is still not a methodological mistake
if we accept the aesthetic restrictions of
the theory of Greenberg where the artis-
tic is equal to the aesthetic. The look of
the artistic work and its formal marks in
this context are sufficient to identify the
tendency to which a concrete work of art
belongs.

The case of the conceptual art is
different exactly because of its own de-
termination towards ideation and inten-
tionality, instead of form. If in conceiving
a project there was no communication
between the artist and philosophical
sources similar to those of conceptual art
and if his aims are not similar, the ques-
tion that is imposed is whether one can
speak of conceptual art in Macedonia.

The attempt to widen the term of
“conceptual art” or to substitute it by us-
ing the term of *having concept features™

Igor Tosevski, Dislocations, 1996, Cultural Informative Center, Skopje
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creates other problems. Namely,
on one hand, the consequences of ad-
equate interpretation and application of
the original term of “conceptual art” lead
to necessary rejection of the possibility for
any conceptual artistic practice. Widen-
ing the term, on the other hand, would lead
to the interpretation of every project with
a particular starting idea as being concep-
tual. Even greater is the problem of using
its substitution of “concept art” because
this term, that was first used by Henry
Flynt in 1966 at the exposition “Art in
Fusion” in Philadelphia, had more nar-
row meaning for its author than the term
of “conceptual art”.’

For the author of this concept,
“the sense is determined by the language
structure”, and the statement that an ob-
jective relation can exist between the
name and its intension (contents in the
sense of Frege) is incorrect. Here his
premises (historically the first ones in line
with the philosophical orientation in art)
indicate the nominalist frames within
which the artists from “Art & Language”
later also made their moves, and yet he
insisted on the fact that they had already
diluted his initial idea. The main need,
according to him, of making difference
between concept and conceptual art ap-
pears exactly due to the avoidance of de-
termining as conceptual all works that start
from some idea.

This is the problem that makes
impossible to define any artistic project in
the context of the Macedonian artistic
scene, be it as concept art, be it as con-
ceptual art. The paradox of complete de-
nial of conceptual art in Macedonia is par-
allel to the paradox of interpreting any
project as supplementary to the concept
or conceptual tradition.

Only if we accept the influences
of movements such as “Fluxus”, land-art,
performance, or the influences of the Rus-
sian postconceptual art as part of history
of conceptual art, then we can agree with
such wider interpretation of the term itself
and by including some projects in some
conditional “conceptual fine arts” in Mac-
edonia (the projects of Simon Semov and
Koco Fidanovski, group A1 and its hap-
penings, the performances and installa-
tions of the group “Zero”, and most of the
projects presented in the 1990’s by the
authors: Zaneta Vangeli, Iskra Dimitrova,
Aco Stankovski, etc.). Such approach
demands an explanation that would mainly
refer to the evident absence of any infor-
mation on the analytical philosophical criti-
cal school and any other obligatory philo-
sophical and theoretical education (this is
proven by the absence of theoretical sub-
jects at the Academy of Fine Arts in

Skopje) and the inspiration of our authors
by mythological structures as reflection of
the specific contextual tradition.

The problem of interpretation is
unavoidable when it is known that there
are no texts written by the authors them-
selves that would address the relationship
among language, idea and presentation,
and even less continuous publication of
books or magazines by artists. If interpre-
tation is secondary and comes from the
pen of the critic, then this fact should not
play any role in interpreting the opus of
some artist as conceptual.

Therefore, | would not call the fol-
lowing examples “conceptual”, rather |
would just underline the features of these
projects that come close to the starting
points and to the consequences of con-
ceptual projects within the Anglo-Saxon
tradition of the term itself.

1. The two projects of Violeta
Capovska presented near Small Lake on
mount Pelister (“Small Lake”, 1994, “l and
the Eye", 1996) satisfy some of the pre-
requisites of conceptual art: the only re-
sults of the projects are photographs,
slides and documentary video that are not
ambitious in the aesthetic field. The texts
of the author herself prove this where she
refers to the various opposite traditions in
defining and identification of the subject:
for example, in the Cartesian thought of
Descartes and in the poststructuralist
deconstruction of Derrida.

2. The project “Removals”of Igor
Tosevski (Information and Culture Center,
1996) is one of the most consequentially
undertaken projects that deny the aes-
thetic defining of art and separate it from
the art significance. The process of remov-
ing the objects from one container into
another that is documented by the author
through photographs and drawn maps of
the movement without exposing the ob-
jects themselves that remain in the con-
tainers and metaphoric exposition of a real
container as carrier of the significance (the
definition from a dictionary is directly taken
through sito-print on the wall thus avoid-
ing any figuration or aestheticism) show
the preoccupation of the author with lan-
guage and its significance, in stead of
notions and their aestheticized form.

2. “Mini-market" is project by
Oliver Musovic undertaken within the
framework of “The Graphic Experi-
ment”, an exhibition of the Open Graph-
ics Studio, 1997. The texts, made up of
reduced price lists of various products,
written and printed by means of computer
on yellow butcher’s paper, ridicule the use
of high-tech in our “low-tech” reality, thus
“transforming” the shop window of the
gallery into a shop window of a local butch-

[

er's shop. This re-examines the treatment
of graphics as mass-consumption prod-
uct that is one of the principle critical
points of conceptual art.

' Joseph Kosuth, Art after Philosophy, in
“Art in Theory 1900-1990", ed. By Charles
Harrison & Paul Wood, Blackwell, UK,
USA, 1993, p. 844.

This is one of the most cited texts in de-
fining conceptual art. Fundamental read-
ing of this text would contribute to shed-
ding light on the clear distinctions between
minimalism and conceptual art that were
actually also one of the principal motives
for establishing conceptual art as critique
of modernism and modernist aesthetics.

2 Ursula Mayer, Conceptual Art, a Dutton
Paperback, New York, 1972, pp. VII-XX.

s Clement Greenberg, Modernist Painting,
in Postmodern Perspectives-Issues in
Contemporary Art, ed. by Howard Risatti,
Prentice Hall, New Jersey, 1990, pp. 12-
19.

+ Joseph Kosuth, op. Cit. 842.
In his text “Art after Philosophy”, Joseph
Kosuth says that art itself is analogous to
analytical statements and that only its ex-
istence as tautology enables it to be free
of philosophical assumptions.

5 One mostly thinks here again of Joseph
Kosuth and the group “Art & Language”
(see “Art in Theory 1900-1990", ed. By
Charles Harrison & Paul Wood), because
of the precise formulations that they regu-
larly published in the magazine of the
group, and later in the magazine “Fox"
published by Kosuth.

8 Nebojsa Vilic, Installation - Challenge or
Necessity, in The Big Glass, no. 2, Skopje,
1995, pp. 4-11.

7 Henry Flynt, Konceptska umetnost, in
Moment, no. 22, 1991, pp. 70-72.
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‘bu cakan cute ga rv roBopuTe jaauunTe, a yLuTe noBeKe
Aa NPopoKyBarte, 0TV MorofiemM e Toj LUTO NPOPOKysa,
O4OLUTO TOj WITO rn roBopw jazuuymre.”

MpBOTO Nocnanue Ha
Cs. Anocton MNaene Ao KopuHtjaHute

UaroeopeHn op Ce. Anocton [Masne, a
npenosTopeHn opn KoHcTaHTUH dunosod npeg
TpujasuyHuyuTe Bo BeHeywja, oBue 360pOBM AUPEKTHO KO-
UHUMaupaaT U KopecrnoHaupaaT CO CylwTuHaTa Ha
npo6nemMoT rosop/nncmo, 3awTo “(...)4a ce npopoKysa e uc-
TO WTO ¥ Aa ce nuwysa/yuta naHMHaTa BO NPEHOCHa Ho,
30WTO Aa He, u Bo bykBanHa cmucna”.! OBoj npobnem Kako
e[leH 0[] HajcylITeCTBEHUTE 3a CTPyKTypanucTudkara u
NoCcTMOAEpPHUCTUYKA TeopHja, CTaHa UCTO Taka GUTEH U 3a
Teopujata Ha KOHUenTyanuamMor.

[oBOpPOT Kako NpuvpoAeH (heHoMeH, criopeq
[epvaa e camo eeH acnekT, eaeH BUA Ha NUcmo WwTo (...)
ro Hatpna v ro ondgaka noumoT rosop. paduuku
“chaTeHnoT" roBop ce HapekyBa ja3uK ... HO U eAHUOT 1 Apy-
rMOT Ce OBO3MOXEHW 0f MUCMOTO M 04 HeroBaTta csiega Bo
YoBekoBaTa namert'?. pahuykuTe 3HaUW/MCNUWAHUOT
roBOP-TEKCT ja aHTuuunupan u obnukysan maTpuuaTa Ha
ceBKynHaTta ¢wunosodcka Tpaguuymja, Kyntypara,
ucTopujata u BoONwTo UBunuaauymjara.

TekcToT KOj AepvBvpan o4 NOUMOT MUCMO, Kako
CeMMOSIOLLKM CUCTEeM NpeTCcTaByBa MeTAaCTPYKTypa LUTO BO
NOCTCTPYKTYPanuamoT Ce NOMECTUNT KOH MHTepTe-
KCTyanHocTa. Kako cemjoTU4Ku MoAen, BO KOHLeNnTyanHaTa
YMETHOCT, TEeKCTOT ro Cynctutyupa, HagomecTysa
OTCYTHMOT NpeAMeT BO BM3YENHOTO, NPOCTOPHOTO, UMK
BPEMEHCKOTO YMETHUYKO Aeno. KoHUenTyanuamoT nuwysa
K. Muje ce 3aHnmaBa co npo6nemoT Ha UCHEe3HYBaHEeTO Ha
cnvkKara, T.e. co athmpmauyuja Ha ngejaTta Ha

Kon4a lMupkocka

TEKCTYANHO TENO
KOHUEMNTYANHO AENO

Taxac Jlynoscku, OrsopeHo nucmo, 1976 , aKpunuk Ha NnaTHo
Tans Lulovski, Open Letter, 1976, acrylic on canvas
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ukoHobopcTeoTo.Taa “ja paspaboTysa cTpareruja-
Ta Ha OMKPYXYyBareTO: HEj3UHUOT AUCKYPC 0buKonysa
OKOIy NpeaMeToT Ha yMeTHOCTa 3a Aa MOXe Aa Mja OLeHU
BanuaHocrta™.

EkoHOMWYHaTa, BU3yenHa nanuaapHa TekcTyanHa
nopaka, ro emuTyBa, npej cé, KOHLenTyanH1oT nopeaok
Ha YyMETHUYKOTO Aeno. ABTOpedhNEKCUBHO M TaBTONOLWKM
roBOpu 3a CTaTycoT U cMUCnaTa Ha YMETHUYKUOT 06jeKT,
3a MeHTasnH1Te CoCTojbu Ha YMETHWUKOT, 3a NpUMeHaTa Ha
TEOpUCKUTE UCTpaxysara BO BUAEOTO, (DuUnMOT,
hoTorpachujaTa, UPTEXOT U crmKara.

KoHuenTyanuamoT CO HeroBuTe PasfuyHu, CUHKPeTUYKM
KoHuenTu, B0 MakegoHuja ce nojasun Bo paHute 70-Ti
roAviHu, npef cé H13 akumute Ha PugaHoscku u LLemos, 3a
Aa BO HapeAHuTe rofuHu, na ce, Ao AeHec, napuwjanHo on-
CTOjyBa Kaj MHOrymMuHa aBTopu, ocobeHo mnagute. Ho,
HaleTo BHUMaHue Ke ro hokycMpame Ha TeKCTyanHMoT
KOHLUenTyanuaam npucyTeH Bo Hekou gena Ha TaHac Jly-
noscku of 1974-79 r. n Ha nanox6ara “loTnuc, HacTaH,
KOHTekcT" o 1992 r. Mako cTanysa 360p 3a pa3nuyHu me-
TOAONOWKN U MegUyMCKU NpucTanu, oBue Asa AUCKYpPCH
32EeMHO He CK NMpoTUBpeYaT U He Ce NOHWULWITYBaaT, TYKy
napanesnHo OncTojyBaaT BO Urpata Ha pasnukuTe.
MoumuTe Ha NnocTMoAepHaTa KoM M NpenosHasame
BO HacroBuTe Ha cnukuTe Ha Jlynoscku paboTeHu mery
1971-76 kako WTo ce: Tpara, NMCMo, U3BOP, Mera ..., AeHeC,
no 27 roAvHn, Hé U3HeHaayBaaT Co CBojaTa akTyesiHOCT U
CBeXuHa 1 oA Hac 6apaaTt NOOMNCTOjHU UCTpaxyBara 3a
©/HO HOBO Y1Tare U NpeBpeaHyBare Ha HeroBoTo Aeno™

KopucTejku ro AeKOHCTPYKTUBUCTUYKUOT MOAeN BO
NOBEKEeTO nnaTHa BO KOj ro 3actanyBa TeKCTyanHWoT
KOHLenT, JIyNoBCKKU HU3 KnacuyHaTa Cnvkapcka MKOHUYKO-
€KOHOMMYHa nocTanka ce ocnobogysa of NPeAMeTHOTO,
Hermpajku ro TOKMy HU3 MPUHUMUMIOT HA MUMETU3MOT,
KOHUeNnTyanucTU4YKMOT CUCTEM Ha auKOHM4YHOCTa.
MaHycKpunTOT-TEKCTOT 3a Hero cTaHysa npeamMeT-Teso co
KOe ro co3gasa CBOETO KOHUenTyanHoTo geno. Co npeaex-
TauujaTta Ha TeKCTyasnHuoT AUCKYp3nBeH Mogen Jlynoscku
He ro 3ameHyBa BWU3YENnHUOT (DEHOMEH, TYKYy ja3uudkuTe
MOJenu ru ctasa Bo (hyHKUMja Ha BU3YENHW NpegmMeT!, Taka
WTO TekcTyanHute obpacuyu craHyBaaT aHanorHW Ha
BU3yenHuTe theHoMeHu. HeroesuTte cnvku-nucma (Kom noHe-
Koralu ce uATaTu), of MHTEepTeKCTyanHu ce mogudvuvpaar
BO UHTEPUKOHUYHWU. HU3 uMTUpar-eTo U NOBP3yBareTo Ha
(hparmeHTUTE ja cozgaBa manaTa Ha TparuTe Ha ja3ukoT U
Ha jasnykuTe KOoHTeKcTu. Co pecTpykTyupare Ha
TEeKCTyanHoTo none, AUCKYpcoT Ha JlynoBcku, nako ekcre-
puopusnpaH, ce UHTEpUOpu3upa 1 ce 3aTeapa BO cBojata
asTopedepeHymjanHocT. Bo AguxoTtomujata Ha HeroBuoT
MUMETUYKO/KOHLenTyaneH AUCKYpC, ja npeno3Hasame U
3aBojnusarta urpa Ha NpuUcycTBOTO M OTCYCTBOTO, Ha
BUAMBaTA U HEBUANMBA Tpara Ha uKkoHara.

ManoxabTa “lNoTnuc, HacTaH, KOHTEeKCT" 4uu
asTopu ce CysaHa Munescka u PobepT JaHKYNOBCKM,
nocseTeHa e Ha nonemukara nomery XX. flepnaa v L1.Cepn.
OBaa myntumeaunjanHo KoHuunupaHa uanoxoéa, Bo Koja ce
BKNYYEHW CerMeHTu oA ayavo v BUAEO CHUMKU U
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nepchopmanc, rnasHo e (hokycupaHa Ha (hoToMHcTanauumTe
KOW ro npencnutysaaat npobnemoT Ha hoTorpad)cCK1oT me-
AvyM HU3 06jeKTUBOT Ha duno3odckara KoHuenuuja Ha
Xak [lepnaa. NHTepTekcTyanHunoT, asTopedepeHuyujaneH
NPOEeKT peanuavpaH e Hu3 poTorpacdum n hoTokoNaxku Ha
KOW Ce Npe3eHTUpaHu TeopuckuTe TeKCToBMN Ha Munescka
KOW ja coapxaT AEeKOHCTPYKTUBUCTUYKATA KPUTUYKA
meTofa. TaBTonowkara nocranka Koja ro cneau npouecoT
Ha oTBapareTo Ha uanoxbarta, maHudecTMpaH e Hu3
Tparata Ha ayauo cHuMmkarta Ha Bepan Magpa, kputunyap
o4 Typuuja. CUHXPOHU3MPAHO CO HEj3NHUOT rnac-roeop, (Koj
€ BCYLUHOCT HafJOMECTOK 3a OTCYTHOTO NMPUCYCTBO) Ha BUAEO
ekpaHoT Munescka ro nuwysa oA4roBopoT, aBTopeepeH-
LyujanHo o3Ha4dyBajku ro ouymjanHoTo OTBapare Ha
nanoxo6ara. Bo nepcopmaHcoT, Munescka Ha coTorpad-
CKa xapTuja, Co YeTka HaToneHa BO pa3BvBad, UCNULIyBa
TekcT of [epuaa uwHcnupupaH og Kabanata 3a KHurata,
Aofeka JaHKynoBCKY €O hMKeup MUHyBa BP3 TEKCTOT, 3a
Aa, No U3BEeCHO Bpeme, HeBUANMUBUOT TEKCT CTaHe BUANVB,
YABOEH NOAMOXEH Ha pennuuyuparse. Ncnuwysajkm ro
TeKcToT Ha [lepuaa, Munescka noco4yea aeka “TekcToBute
KOV MHCUCTUpaaT Ha... HeKOj U3BOP... HA OPUrMHaNOT...
MOXe Aa OTKpUjaT AeKa CeKoj OpuruHan e BeKe umurauuja,
Aeka cé noyHyea co penpogykuuwja a geka UM3BOpOT... e
TPaHCrpecuBHO AeKOHCcTpyupan”. 3a npsaTta ¢oTo-
WHCTanauunja KapakTepucTMHHO € NPUCYCTBOTO Ha TenoTo
Ha TekcToT Mamysu oa [epwaa, Koe e BpameHO BO HOB
KOHTEeKCT. Munescka nuwyBsa geka “3a Cekoj TEKCT NocTou
HEKOj ApYyr TEKCT KOj ro BpaMmyBa NpeTxo4HVoT 6e3 cammoT
Aa ctaHe pamka parergon”. BuptyenHarta coTorpacmja og
hoTokamepaTa ja cumynvpa npeTxoAHo CHumeHaTta ¢o-
Torpacuja, HejaMHOTO NPeTX0AHO nojaByBarse. Ha BTopaTa
WHCTanauunja, NO3UTUBOT U HEraTUBOT, aKTUBHaTa U
nacvBHaTa cfvka “ja 0BO3MOXyBa urparta Ha pasnukuTe,
MoCTOjaHOTO ABMKEHE Ha TParuTe WTO NPeTXoAaT Ha KakoB
6uno eHTUTET Ymnja Tpara 6m moxxene aa bugat’(Munescka)
Bo TpeTaTa uHcTanauuja, NnocTaBeHu ce LUpHWU huniMoBK CO
6enu notnucu Ha Munescka u JaHKynoscku. Hua Hus
npoavpa ceeTnvHa u ro objasysa, “noTnUcoT” Ha aBTopuUTe,
3awWwTo “noTNMCOT efHall UCMUWAH Ha KPajoT Ha TEKCTOoT
UNu BO arofioT Ha CnMKarta, HULTO BEeKe He MoXe Ja ro
cnpe4n ga éuge caTteH Kako 03HadyBayku eneMeHT Ha
camara cTpykTypa™ . OBaa nanoxba moxe ga ce npudartu
Kako urpa Ha HakanemyBarbe Ha KanemeHoTOo, a 0BOj 4en
0/, TEKCTOT Kako pe-uMtuparse Ha BeKe UMTUPaHoTo.

' Nunpapo, Munow, 3HakoT, gymara, cnoeoto, Kyntypa, Ckonje, 1990, ctp. 114

? Ibid, str. 114

' Mie, KatpuH, C'BpeMeHHOTO W3KycTBO B'8 ®paHuma, Y.WU. “Cs. KnumeHT Oxpuacku”,
Cocpma, 1993, cTp. 157

‘ MNpep aHanuaaTa 3a TEKCTYaNHWOT KOHUenTyanuaam Ha Slynoscku, 61 cakana ga
noco4am Ha efjeH HacTaH O HeroBarta KoHuenTyanwa kapuepa. Kako uHterpaneH
Aen Ha KOHUeNToT aHTv cnuka ‘79", so 1979 r. Slynoscku Hanpasmn egHa aHkeTa Koja
ja ynatv go cute ymeTHUYKK MHCTUTYUMn n C13-08K 3a KynTypa (Ha penybnuyko u
rpaacko Hueo) Bo Ckonje. OceeH NoNoNHyBareTo Ha NPaLWANHUKOT Koj rnacen: “Aanv
cakare ga bugeTe NOKPOBMTEN BO A0BPLIYBAHETO Ha YMETHUHKOTO A€N0?", Herosarta
yen 6una aa ro TecTupa NyNcoT Ha NUKOBHUOT M NONUTUYKUOT ecTabnuwmenT. Ce
pasbupa 0ArosopoT GUN HEraTHBEH, UNK HEYTPANEeH, UNV BOONLWTO He NPUCTUrHaN,
MefyToa npoekToT Bun 3aBplieH of eAeH CNy4aeH MUHYBAY KOj ro  3a0KPyXun W
A0BPLWAN KOHUENTOoT.

* Cute umraTu ce npeaemenn og C. Munescka, 04 NPeAroBoOpoOT HA KATAnoroT 3a
wuanoxobara,




Konca Pirkoska

TEXTUAL BODY
- CONCEPTUAL WORK

Theme

Tanac Jlynoscku, Bo YecT Ha namucnenmor nexap, 1975, akpunuk Ha nnaTHo
Tans Lulovski, In Honour of the Fictious Physician, 1975, acrylic on canvas

“l would like you all to speak the lan-
guages, and even more to predict, be-
cause greater is he who predicts, than he
who speaks the languages”.

The First Letter by Saint Paul the Apostle
to the Corinthians

" Spoken by Saint Paul the Apos-
tle, and reiterated by Constantine the Phi-
losopher before the trilinguals in Venice,
these words directly coincide and corre-
spond to the essence of the problem of
speech/letter, because “(...) to predict is
the same as to write/read the future in figu-
rative, and why not, in literal sense t0o.”
Being one of the most essential in struc-
turalist and postmodernist theory, this
problem also became significant for the
theory of conceptualism.

According to Derrida, speech
being a natural phenomenon is just one
aspect, a type of letter that “(...) surpasses
and contains the concept of speech.
Graphically ‘contained’ speech is called
language ... but the first and the latter are
enabled by letter and its trace in the hu-
man mind".? Graphic signs/written
speech-text anticipated and shaped the
matrix of the complete philosophical tra-
dition, culture, history and civilization gen-
erally.

The text that derived from the
concept of letter presents a meta-struc-
ture in being a semiological system that
in poststructuralism moved itself towards
intertextuality. In conceptual art, the text
being a semiotic model substitutes the
missing object in the visual, site or time
work of art. As C. Millet writes, conceptu-
alism treats the issue of image disappear-
ing, that is, the affirmation of iconoclasm.
It “elaborates the strategy of surrounding:
its discourses surround the object of art
so that it can evaluate its validity”.® The
economical, visual, lapidary, textual mes-
sage emanates, above all, the conceptual
order of work of art. It speaks, in self-re-
flexive and tautological way, of the status
and sense of the object or art, of the men-
tal conditions of the artist, of applying
theoretical research in video, film, photog-
raphy, drawing and painting.

Conceptualism with its various,
syncretic concepts appeared in Macedo-
nia in the early 1970's, mainly through the
actions of Fidanovski and Semov. In the
following years, it has partially existed in
works of many authors, especially the
younger ones. We shall focus, however,
our attention on the textual conceptual-
ism present in some works of Tanas
Lulovski in the 1974-1979 period and in
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the 1992 exhibition “Signature,
Event, Context". In spite of two differently
methodological and medium approaches,
these two discourses do not oppose and
destroy each other, rather they exist si-
multaneously in the play of differences.
The postmodern notions, that we
recognize in the titles of Lulovski's paint-
ings made in the 1971-1976 period such
as: trace, letter, source, border line... to-
day, after 27 years, surprise us with their
actuality and freshness, thus requiring that
we make more elaborate studies on a new
reading and revaluation of his work.™
Using the deconstructivist model
in many paintings in which he treats the
textual concept, Lulovski, through the
classic painting iconic-economical proce-
dure, gets rid of the objective, denying
exactly through the principle of mimesis,
the conceptualist system of the non-icony.
The manuscript-text becomes for him an
object-body through which he creates his
conceptual work. By pressing the textual
discourse model, Lulovski does not sub-
stitute the visual model, rather he places
the linguistic models as further basis of
visual objects, so that textual patterns
become analogous to the visual phenom-
ena. His paintings-letters (that are some-
times citations) modify themselves from
being intertextual to intericonic. Through
citing and connecting the fragments, he
creates the map of traces of language and
linguistic contexts. By restructuring the
textual field, the discourse of Lulovski, al-
though exteriorized, interiorizes and
closes itself in its self-reference. In the
dichotomy of his mimetic/conceptual dis-
course, we recognize also the seducing
play of presence and absence, of the
visual and invisible trace of the icon.
The exhibition “Signature, Event,
Context", whose authors are Suzana
Milevska and Robert Jankulovski, is dedi-
cated to the polemic between J. Derrida
and J. Cerle. This multimedially conceived
exhibition, which includes segments of
audio and video recordings and perform-
ances, mainly focuses on the photo instal-
lations that re-examine the issue of the
photographic medium through the lenses
of the philosophical concept of Jacques
Derrida. The intertextual, self-referential
project is realized through photographs
and photo collages on which theoretical
texts of Milevska are presented which
contain the deconstructivist critical
method. The tautological procedure, that
follows the process of opening the exhibi-
tion, is manifested through the trace of the
audio recording of Beral Madra, art critic
from Turkey. Synchronized with her voice-
speech (that is actually a compensation
for the absent presence), Milevska writes
the response on the video screen, self-

reflexively signifying the official exhibition
opening. During the performance,
Milevska on photo paper, with a brush
soaked into a developer, writes the text of
Derrida inspired by the Cabal for the book,
while Jankulovski goes over the text with
underlining pen, so that after some time
the invisible text becomes visible, doubled
and subjected to replicating. In writing the
text of Derrida, Milevska points out: “Texts
that insist on... certain source... of the
original... can discover that every original
is already an imitation, that everything
starts with a reproduction, and that the
source... is transgressively
deconstructed". The first photo installation
is characterized by the presence of the
body of the text Spurs by Derrida, that is
framed in a new context. Milevska writes:
“For every text, there is another text that
frames the preceding one without becom-
ing itself a frame parergon”. The virtual
photography of the photo camera simu-
lates the previously shot photograph, its
previous manifestation. In the second in-
stallation, the positive and the negative,
the active and the passive image “enable
the play of differences, the permanent
movement of traces that precede any en-
tity whose trace they could be”. (Milevska).
In the third installation, black films are
placed with white signatures of Milevska
and Jankulovski. Light penetrates through
them and shows “the signature” of the
authors, because “the signature, once
written at the end of the text or in the cor-
ner of the image, cannot be prevented by
anything to be understood as signifying
element of the structure itself”.® This ex-
hibition can be accepted as play of graft-
ing the graft, and this part of the text as
re-citing the already cited.

! Lindro Milos, Znakot, dumata, slovoto, Kultura,
Skopje, 1990, p. 114,

* Ibid., p. 114.

I C. Millet, S'vremennoto izkustvo v'v Frantsia, U. |.
“Sv. Kliment Ohridski", Sofia, 1993, p. 157.

* Before analyzing the textual conceptualism of
Lulovski, | would like to point out an event that hap-
pened in his conceptualist carrier. Being an integral
part of the anti-image concept “79", Lulovski made a
survey in 1979 that he sent to all cultural institutions
(on state and city level) in Skopje. In addition to fill-
ing in the questionnaire that asked: “Do you want to
be a sponsor in finishing up the work of art?”, his aim
was 1o test the pulse of the artistic and political es-
tablishment. The response, of course, was negative
or neutral or was not given at all. The project, how-
ever, was finished by an incidental passerby who fi-
nalized and completed the concept.

* All citations are taken over from S. Milevska, and
from her catalogue foreword for the exhibition.
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“3AOCTAHATU PABOTN,
OrPAHUYEHN PABOTN,
HAMPEOHW PABOTW"
1974 - 1996

Pasrosop Ha BpaHka CTunaHYnk
co lopaHx Tpbymak

FopaH Tpbyrbak, He cakam ga nokaxam HULITO HOBO ¥ OPUIMHASHO,
1971,0Tne4aToK of KHAra Ha xapTvja, nnakaTt

Goran Trbuljak, / do not wish to show anything new and original,
1971, type-set printing on paper, poster

Bpaxka Ctunanuymk, PasroBsop co MopaH Tpbymak

no noeoj usnoxbarta “3aoctaHatn paboTtu, OrpaHu4eHu
pabotn n HanpeaHn pa6otn” 1974 -1996 wTo ce ogpxa
B0 My3ejoT Ha coBpemeHaTa yMeTHOCT Bo 3arpeb,a noToa,
AOMNoNnHeTa co Aena o/ PaHWOT KOHLEeNTyaneH nepuoa, Bo
Mesna galerija Bo Jby6rbaHa,Bo Umetnosna galerija 8o
Mapu6op n Galerija sobodne umetnosti Bo Lierse Bo TekoT
Ha 1996 roguHa.

Mo nosog usnox6ata oTneyareHa e MoHorpadwja

ne 2elim pokazati nista novo i originalnc

g.trbuljak

galerija studentskog centra zagreb, savska 25
9-16. 1. 97
n-y4 | 17-20 sati

Bpanka Ctunanuuk: Kora Bo 1969 roguHa ja 3anoqHa
cBojaTa yMETHMYKa akTUBHOCT, u3sedysawe paboTv no
ynuuute 1 He rm noTtnuwysawe. Kako ce ognyyu sa
aHOHUMEeH HacTan?

Mopan Tpbymak: CakaB BO rpagckvoT npocTop Aa
co3gagam cuTyauum WTo camu no cebe 6u npeguasukane
BHUMaHWe BP3 HUB, a He Bp3 aBTopoT.He cakas cBpTyBarbe
Ha BHUIMaHMETO KOH fIMYHOCTa Ha YMETHUKOT LTO ro co3aarn
4enoTo , a HUTY MK 6elle uen nyreTo Toa Aa ro cMeTaar 3a
ymMeTHOCT.Bo OHa Bpeme Kora yMeTHUYKWU co3peBasBme
MucnieBme gaka ymetHocta Tpeba ga 6uae opueHTupaHa
KOH ynuuaTta, KOH wupokata nybnuka.Yecto ce
ynotpebyBawe cuHTarmata ‘'‘Aemokpartusauuja Ha
YMETHOCT", LWITO Ce OAHEecyBalle M Ha OHOj WTO ja NnpumMa
YMETHOCTa U Ha OHOj WTO ja co3fasa ymeTHocTa.Bepysas
AeKa Co MoUTe akuuM UM OBO3MOXXYBaM Ha MUHYBA4nUTE U
camuTe BO HUB KpeaTUBHO Aa y4ecTByBaarT, U CMeTaB AeKka
nyfreTo noManky Ke rm ogéveam ako He ce MoTnuwam Ha
mMouTe pabotu.Twe akuun 6ea MOLHE eAHOCTaBHW: eaHa
Ce cocToelwe BO MOKaxyBare Ha NPCT HU3 AynkaTta Ha
BnesHarta spara Ha MogepHa ranepuja Bo 3arpe6.MmeHo,
Kora ranepujara 6elue 3aTBopeHa goaras npeky 4BOpOT U



ro nNpy>as NPCTOT O4YEeKyBajKu MUHyBayuTe TOa Aa ro
3abenexar.Broparta akuuja 6ewe: doTorpadupare Ha
Aynku wTo ce cosgane Bo acgantor. Of coTorpacdunTe
HanpasuB KCEPOKC-KOMUU KOj r 3anenue Ha HEKOSKY MecTa
nokpaj Tve Aaynku.3a meHe Tve Aynku 6ea BU3yesnHO
aTpakTUBHM W cMeTaB geka Tpeba u Ha gpyrute ga um ru
nokaxam.llpegynpegyeae Ha Toa npeky Apyr
MeguyMm,choTorpadumjara, U3BecTyBas eka Toa CTou npes
HWB, HaJeBajKu ce fAeka nyreTo Kora Ke ja Bugar Taa
doTorpacdumja Ke ro Bumaat M TOj opuruHan- Taa
Aynka.OwTteTeHnoT accanTt BepojaTHO 61 ro urHopupane
1 MO HULWITO He 61 ro cmeTarne 3a MHTepeceH. Tue KCepokce -
KOMUM He ' NOTMULYBaB Kako U Apyrute akuuu WTo rv
paboTeB HU3 rpapoT. Ha BnesHuTe Bpatu of KyKute
3anenus: “ CuTe cTaHapu Ha oBaa Kyka ce ymHu". Me
WHTepecupalle KONKy AONro OBOj HATMWUC Ke CTOM Ha
BpaTuTe,KONKYy [AONro craHapute Toa Ke ro
Tonepupaart,bugejku nocroewe MOXHOCT OBa fa ce
[0XUBEE KaKo Mana nposokauuja, BO cMUCNa AeKa Bo Tue
KYKW MOCTOMN HEKOj CTaHap Koj € noManky yMeH v nomanky
YeCceH, KOj CO TakBO M3BECTYBakse MOXe Ja ce noyycTaeyBsa
norogeH. W BUCTUHA, TME HATNUCKU He OcTaHyBeaa Aonro.

B.C.: Bo panute cegymgeceTT¥ ejHa redHepauuja Ha
yMeTHMUKN, KOou Toraw ce ywTte 6ea CTyAeHTU Ha
AkagemuvjaTa 3a IMKOBHW YMETHOCTH, Kako WTo ce Carba
MeekoBuk, Aanubop MaptuHuc, Nopku Xysena, bopuc
BykaH, Jaroga Kanonep, flaeop Tomwuumk, Bpauo
OuMuTpujeBuK...u3naraa BO rpagckv NpocTopu unu Bo
npupoga...

I.T.: Ja, Toa 6ewe kapakTepucTuyHo.Ce mucnewe aeka
yMeTHOCTa Cce AeMoKpaTuaunpa ako yMeTHUYKOTO [eno ce
U3Hece Ha ynuua, ako ro Buaar Wro noseke nyre. BepojatHo
Taa Teopuja NOTEKHyBa ywTe o4 nopaHo, o Hosute
TeHAeHUun .MojaTa cuTyaumja BO TOj KOHTEKCT 6elle HelTo
nouvHakea. YmMeTHuyuTe, WTO rn Habpowu, AoHecyBaa
NnacTU4YHO U NUKOBHO MHTEPECHW peleHuja, a MouTe
UHTEPBEHUMN HUKaKO He Moxea fga nogsenart noj
KaTeropujata NMKOBHKU Aena.

C. :Hekou og akuuuTe ru paboTtewe 3aeaHo co Bpauo
Oumutpuesuk Bo Mpynata Tuxomup Cum4yuk. Tue ce
pasnuKyBaa 04 MHTEepBEHUUMTEe Ha HOBWUTE nnactu4apu
KaKo LTO Ce Hape4e cnomeHaTarta rpyna yMeTHULW.

I.T.: Bpauyo v jac umaBme ApYyrn UHTEpecu, u Toa He
noTTukHa pga copmupame rpyna 3a pa bugeme
NMOKOMMNAaKTHU U NoyspcTu BO cBouTe uaewn.lpynarta ja
HapekoBMe crnopej eAeH NeH3uoHep.

B.C.:TBouTe npBM CaAMOCTOjHM M3nox6u 6Gea BO
anTepHaTMBHUOT NPOCTOp XaycTop Kaze WTo BO Toa Bpeme
ce uanarawe anTepHaTMBHaTa yMEeTHOCT...

I.T.: Bugejkv uanarasme Ha ynuua, chatusme feka genara
3a fla He Hu ce yHuwTaT A06po 61 HKM AOLWO NPOCTOP CO
nokpuB Haj rnasata.Hajoosme efeH npocTop A0
TpamBajcka CTaHuua, Ha MolwHe peKdEeHTHO MecTo BO
®paHkonaHcka ynuuya.Bo no4eTtokoT Tamy ru

[

opraHvM3upaBMe HalwuWTe camoCTOjHU n3noxou.Mery Hus
6ewe u Hawara 3aegHu4Ka uanoxba Peswuja co Boga, a
no Toa bpauo n Hena JQumuTpueBnKk opraHusvpaa efHa
MefyHapogHa nanoxba At the Moment, npBa KOHUeNTyanHa
YMETHOCT Kaj Hac, Ha Koja y4yecTtByBaa ronem 6poj
aBTopu.BcywHocT, co oBaa wu3nox6a npecTaHa
[enyBareTo Ha XaycTop.

B.C.:Bo 3arpeb ce ogp>aHu Ase u3noxou Ha rpynara OXO:
Bo Galerija kulturnog centra 1968 i Galerija suvremene
umijetnosti 1969.Konky Tv 3Ha4ea Tvue M3nNoxomn?

I.T.: Ja BuaoBs nanoxbéara Bo CTyAeHTCKMOT LeHTap Wwro
ce Temenewe Bp3 BudyenHarta noesuja.Bo Toj MOMEHT Toa
fbelwe HajUHTPECHOTO WTO MOXewe Aa ce BUAW BO
3arpeb6.UcTo Taka ja BuaoB u nanoxbarta sBo Galerija
suvremene umjetnosti.Mun 6ewe nHTepecHa, 0cobeHo
paboTtuTe Ha [laBua Hes; nokpuB Ha NOAOT Ha ranepujara.
3a meHe, BO Toa Bpeme, Toa 6eLue MOLIHE NOTTUKHYBa4Ko,un
ako 6u Tpeban Aa Kaxam geka Hekoj MUCnen CNYHO Ha
meHe, Toa 6ea OXO-0BUMTE U HUKOj APYT.

B.C.:Kora,s0 1971 roguHa Tu ce Aaje MOXHOCT ,BO efAeH
ranepucku npoctop Bo [anepujata Ha CTYAEHCKMUOT
KYNTYpeH yeHTap 8o 3arpeb,aa nanarail CaMmoCTOjHO, TU HE
M U3NOXWU NoeAuHEYHW Aena, co3fafieHn BO U3HUHaTuTe
roAVHW Ha ynuuuTe,TyKy M3nese co KoHcTatauyuja -
TeKCTyanHo geno co otorpacuja Ha nnakat: HE CAKAM
OA KAXKAM HULLITO HOBO HUTY OPUTMHANHO. fanu
npaliateTo Ha OpUrMHanHoCTa e Tema LUTO cekorall cu ja
cMmeTan 3a 3Ha4ajHo?

I".T.: Bo MOMEHTOT Kora paboTes paboTu Ha ynuua, pabotes
paboTu 3a ynuua, og Matepujan Ao naeja, hopmynaumja. ..
Kora ro npoMeH1B KOHTEKCTOT Ha uanararseTo, Kora A0j408
BO ranepuja, cmetaB geka Tpeba ga ce oagHecysam
NpUMEPEHO Ha cuTyaumjaTa. Popmynaumjara WTo ja cTasus
Ha nnakaToT ce ogHecyBalle UCKNYYMBO Ha rasiepuckuoT
NPOCTOP, Kako WTo 6ewe cny4yaj u Bo Apyrute U3noxou
wTo rn pabotee Bo ranepuute. LLITo ce oaHecysa Ao
OpUrMHanHocTa Ha opuruHanHocra, a Toa e
KapakTepuCTUYHO 3a MMafeLKuoT nepuod, cBecTeH 6es
[eKa e BaXHo ga ce paborart paboTu WTO He ce Konuja Ha
Ty ngev u gena. Toa He 6ele camo npawiare Ha cyeta
TYKY U npawarse Ha KBanuteT Ha pabotute.CmeTas feka
KONKY € NOOPUrMHanHo AenoTo TOJMKY € NOKBanuTeTHO.
Cekako,Tyka e NnpucyTeH U napajokcoT- A0 Kaje Taa
OpPUrMHANHOCT MOXe Aa OAW W Kaje ce rpaHuyuTe Ha
opuruHanHocTa? MIcTto Taka, concTeeHaTa orpaHu4eHoCT U
He3Haere MOXe [a ro AoBeje YOBEKOT BO cuTyauuvja aa
MUCNK Aeka paboTy HeWTO OPUrMHaNHO, a BCYWHOCT Toa
BeKe Aa ro Hanpaswun HeKoj Apyr npej Hero.Bo Taa
peuyeHuua npucyTHa e xenbata ga ce 6uae opuriHaneH,
HO UCTO Taka W CBecTa 3a Toa [eKa OpUrMHaneH He Moxe
pa ce buge.

MopaouHa nyreTo My rosopea Aeka mouTe paboTtu ce 61McKu
ao Fluxus, geka ce 6nucku go pabotute Ha bBeH
Botuc.Ho,6uaejku He 6eB MHOpMMpaH WTo  paboTu TOoj
YMETHUK, HacTojyBaB Aa f03HaaM LUTO MoBeKe 3a Hero 3a
[a He ce cnyyy HamepHo aa ro konupam.Bo eaHa npunvka
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lopaH Tpbyrbak,...cTap U Kenas bapam...ranepuja, 1994, nnakatupaHo 8o 3arpeb, cepurpacuja / xapTuja
Goran Trbuljak,...old and bald | search for... a gallery, 1994, posted around Zagreb, screenprint on paper

“MaB MOXHOCT Aa oaam Bo Huua v ga ce cpetHam co beH
BoTtuc. My ro afoB kaTanoroT co MouTe paboTu 1 nobapas
04 Hero Ja rv npeykpra oHWe paboTu 3a KOoj MUCnN Aeka
TO] BEKe rv Hanpasun.l'm nperneaa v Ha HEKOW CTpaHULM
camo Hanuwa: “VIcTo uHtepecupame”.

Co KaTanoroT 04u 1 TEKCT BO KOj o6jacHyBaM Aeka nopaHo
Ha YMEeTHULMTE ,KOM caKasne HUBHOTO Aeno Aa ce usbpwiue,
AOBOSIHO UM 6UNo da ro 3ananart,a BO BpeMeTo Kora
MaHunynMpasme co ngeuTe - 4enoTo CTaHyBa HEeNMoOCTOeYKO
Kora Ke ce yCTaHOBMW [eka naejata He e opuriuHanya, aeka
Hekafle e Beke peanuaupaHa. bugejkm octaHysaaTt camo
OHWE e KOj Ce OPUTMHAIHK, a CUTE OHUWE LTO Ce AepvBaTu
¥ WTO ce Heaajboxxe yKpageHu, nponaraaT v 04 HUB Hema
HuwWToO. Moz Toa recno Ha BeH My M gagoB mojte paboTu
Aa I NOHUWTW.

B.C.: Bo TBouTe paboTn KapakTepucTuyHa e ylwTe eaHa
Tema - npawareTo Ha aBTOPCTBOTO, KOj € YMETHUKOT?

I.T.: Me uHTepecvpalle aanu moxam BO cBojata pabora
[Aa Bosnievam v apyru nuua.EgHa o Takeute pabotu belue
n lMepumeTapcKUOT TECT Ha BUMAHOTO nose.Jac,Kako
YMETHUK 4Kj anaT € OKOTO,My AaBam ynaTcTBa Ha ApYyro
nuue Koe, Ha napye xapTuja Ke ja ucupTta wupo4yuHaTa Ha
MoeTo BuAHO none. Cakae co CBOETO OKO Aa ro ogpesam
TOa WTO APYr Ke ro HaupTta.

B.C.: Op apyra cTpaHa Tu ce nocTasyBalw BO no3uuuja
Apyrute ga cygar 3a TBojoT ctartyc.1972 roguHa Bo 3arpeb,
Ha Unuua,oprannavpalue PechepeHgym Ha Koj, crny4vajHuTe
MUHYBa4u, NOMOSHYBAajKWN rnacaqku nMBYukbLa, ce

il




Tema

oANy4yBaa Aanu cu unu He e yMeTHUK.McTo Taka, 8o 1973
roguHa Bo Galerija suvremene umjetnosti, BO TBoeTO aeno
- n3nox6a, co nnakaT Kako eAUHCTBEH eKCnoHaT,Ha Koj
nuwysawe: ®AKTOT AEKA HA HEKOro My E OAOEHA
MOXXHOCT [IA HAMPABU U3NOXBA E MO BAXEH Of
OHA LWTO HA TAA U3NOXXEA KE BUIE MOKAXAHO,
3HaYeH-eTo Ha camaTa ranepuja ro BpegHysalle TBojoT CTa-
TYC Ha YMETHUK.

I.T.: [a, co egHa rnacayka KyTvja u nepecetuHa rnacaqku
NUBYMHA CO TEKCTOT “YMETHUK € OHOj Ha KOro Apyrut Ke My
fAapat wadca” v npawatbeto: “fanu e Mopad Tpbyrbak
YMETHUK Unu He?" - CTOeB Ha HajnpomeTHaTa ynuuya Bo
rpagoT v 6apas MuHyBauuTe ga mu ogrosopat.Co
He3HauuTenHa nNpeaHocT Ha 6pojoT Ha rnacosuTe 6es
NPOrfaceH 3a yMETHUK CO WTO AOKaXKaB [eKa 3a yMEeTHUK
MoXe Aa 6uae npornaceH 6uno Koj,na Aypu U HeKoj Yve
ume u paboTa ce HenoaHaTu.

B.C.:Hekonky roguHu nogouyHa so CtyauoTo Ha Galerija
suvremene umjetnosti NOBTOPHO W3n0Xu camo eaHa paboTa
- nnakar co TekctoT CO OBAA U3NOXKBA MO O[IP>KYBAM
KOHTUHYUTETOT HA MOJATA PABOTA. PaboTewe
paboTu 3a ranepuute Bo Mapus,Hbyjopk... Me nHtepecupa
Kako rv pasBuBalie Tue OAHOCK KOH ranepuvre?

I".T.: Kora uanaram Bo ranepuure 3Ha4aeH My e Toj Meauym
BO Koj paboTam.AKo ynuuara Gelue egHo, osa e Apyro.Tyka
poara egyuvpana nybnuka, Taa goara ja rnefa yMeTHocT,
Taa ja Nno3HaBa CTPyKTypaTa Ha (PyHKUWOHWpareTo Ha
ranepujata. Co mojata usjasa: “®akToT Aeka HeKomy e
AajeHa MOXHOCT...” roBopam 3a KOHTEeKCTOT Ha
ranepuckuoT npocTop W 3a UenuoTt ranepucku
cucTeMm.3Haun, Aenoto He 36opyBa 3a MEHe Kako 3a
NUYHOCT, TYKy 3a cuTyayujata Kora jac cym BO
ranepuvjata.Ha 0Boj Ha4MH MocTanysas W KOH ranepuure n
BO MOTNOMHO HOBaTa cpeauHa ,Bo ®dpaHuuja, BO Koja
M3BECHO BpemMe >XnBeeB.Bo MOMEHTOT Kora npe nat Bieros
BO ranepujaTa,ja NoHyAuB ceojaTta paboTa o TorawHara
Moja MoavuMja - Ha NOTMOMHO Heno3Harta IMYHOCT, 6e3
WAEHTUTET BO CpeauHaTa Bo Koja A0j40B.I 0 NoHyAUB camo
OHa LUTO BO TOj MOMEHT ro MMaB, a Toa bele napye xapTvja
co choTorpachuja Ha npeaHuTe hacagu Ha ranepunTe npea
KOj CTOEB CO CTpasono4yuT (Toa 6ea ranepuute:Sonnabend,
Stadler, Yvone Lambert, Templon, lolas, Bama u gp.).
Bneryas BO ranepuvTe U rv npawysas ranepuctute ganv
cakaar fa ja u3noxar xapTvjara co CefH1oT npalanHuk:
“...AaTyM BNEroB BO ... ranepwvjarau He naeHTUVKYBajKu
ce (npeaume - ume - npodecuja - JOKyMeHTauwmja) ro
nocTasyBas CNeAHOTO Npalarbe 6apajku ga My ogrosopat
co 1. 1A , 2.HE , 3. MOXEBW u co coTorpaduja Ha
¢hacagarta Ha ranpujara.

FanepucTuTe ce NMOTNWWyBaa Ha xapTtujaTta gojeka
YMETHUKOT OCTaHyBalle aHOHUMEH.

B.C.:Momefy 1972. u 1973. noBeke naTtu npecTojysalle BO
Mapwus. Toraw rv 3anosHa ymeTHuuute [axven BupaH,
KpuctujaH BonTaHcku, AHeT Mecaxe, AneHn ®neuwep,
Anape Kagape... Hekoj oa HvB ceouTe paboTu rv 6asupaa
BP3 cneunduyHUTE CTaBOBM KOH ranepuute.flanu ,o Toa

BpemMe,BO (bpaHyyckute ranepuu, Gewe nouHaksa
cuTyauvjata oA oHaa kaj Hac?

I.T.:Bo 1973 roavHa Ha BueHaneTo Ha mnaguTe B0 Mapu3
rm uanarae paboTute WTo ru paboTeB Kako aHOHUMEH
YMETHUK 3a ranepuute. Taka ce “3406B CO UMe” 1 BO The
WCTU ranepun ce BpaTMB CO C/MYEH MpallanHuk,Ho cera
CO MOTAWC 1 CO NPUNOXKeHa AOKyMeHTauuja 3a npeaxoaHuTe
akuvm.Tyka rv 3ano3Has yMEeTHULMTE KOj Ce AeHec BO BPBOT
Ha cpaHuyckaTa ymeTHocT : Kpuctujan BonTaHcku, AHeT
Mecaxe, AneH ®newvwep, bupaH...

FanepuuTe, WTO Toraw paboTtea Bo [Mapu3, He 6ea
npeTepaHo 3auHTepecupaHn 3a yMeTHOCTa WTOo MeHe me
uHTepecupawe. Ce pasbupa, noctoea ranepuuTte
Sonnabend, Lambert, Templon... MefyToa, Tve noseke 6ea
3auUHTEepecupaHy 3a amepuKaHcKn yMeTHULM OAOWTO 3a
thpaHUyCKM Taka WTo (hpaHyyckuTe yMeTHUUu o4 Taa
reHepauuja csojata kapuepa ja rpagea BoH [lapus, BO
FepmaHuja nnu Bo AMepuka.

B.C.:CuTe osue ymeTHUuu uanarane so apus u BO
ranepujata Ha ctaHapute (Galerie des Locataires) Bo Mapwma.

I.T.: FTanepwjaTa Ha cTaHapuTe ja nokpeHa Maa Buapg.Toa
He HeLue ouumjaneH raneprucku NpocTop, TyKy 06MHeH cTaH
WTO Taa ro uaHajmu.Mlonem 6poj Ha yMeTHUUM u3naraa Bo
Hea, u 6narofapejku Ha akTuBHOCTa Ha lanepujata Ha
cTaHapuTe ru 3anosHas TWe ymeTHuuu.Bo ucrata KyKa
nocToelue ywTe eaeH npocTop HapedeH Franch Window.
HacnosoT ynaTysatue Ha agenoto Ha Mapcen [iuwad Fresh
Window 1 Ha Bpakare Ha uMeTo Ha (hpaHyyckuoT
npo3opeu, WTOo BCYWHOCT Toj 1 6ewe.Tyka,Bo Npo3opeyoT
Ha MAMHWOT CTaH, WTO ce Haofale BO Npu3emjeTo KagewTo
06MYHO Ce HaofaaT ranepuuTe, ce usnaraa paboTute Ha
BupaH, BonTaHcku, ®neunwep 1 Apyrv Mnagn yMeTHAUM.

B.C.: TBOjOT “crvkapcku uuknyc” otnoyHyea 1974 roguHa
co akuwjata wTo ja Hapeye HepgenHo cnvkapcTeo.ViMeHo,
BO Hejena cnuvkawe Bp3 BUTPUHUTE Ha AyKaHOT 3a
CNUKApPCKN mMaTepujany Hag CNMKapcKoTO NAaTHO WTo
cToele BO BUTpUHaTa. Bo noHeaenHuk npogasaqor ro
GpuwelLe CTAKMoTO a TU HeKONKy NaTty ja nosTopyBalwe
akuujaTa AOKYMeHTUpajKku ja co coTorpacum. MoaouHa
cnuyHa paboTta NpoAoC/IXKU Aa paboTuw Ha oAAEeNHU
KyTuun.Kako gojae Ao toa.

I.T.: CtaknoTo Hag NNaTHOTO Kako Aa noBukyealle, Toa
6elle CNMYHO Ha OHaa akuuvja co NpcTop HW3 BpaTarta Ha
MopgepHa ranepuja Cco WTO U 36yHyBaB
MUHyBauuTe.MefyToa, BeKe Toraw umas uaeja aa ja
npeHecam Taa MUHNMBA cUTyauuja, Aa cTaBam CTakso BO
[pBeHa paMKa ¥ Lien XUBOoT Aa CiMKam Bp3 Toa CTaksio 1
HUKOral Ja He CriMkam Ha nnaTHo.3Hayw, Aa 6uaam eaeH
YMETHMK LITO camo Toa Ke ro paboTtu. Hanpasus Ase-Tpu
paMKu M cnukae u Opuwes Ha cTaknoro.Toa ro
[OKyMeHTUpaB co coTorpadumja.

B.C.: 30WTO He crvkatlle Ha NnaTHo?

I.T.: NnatHoTo 3a MeHe 6ewe Hegonupnueo.Oa egHa




cTapHa, KOH Hero UMae MPOHUYEH OAHOC BUAEJKU CrvKas
6p3 BUTpUHATa 0f4 AyKaH, a oa gpyra, TONKy ro
pecneKTupam NMaTHOTO LWTO He cakam unv Hemam xpabpocT
Aa ce coo4am CO Hero.

B.C.: PaboTuTe Ha Tema CmKapCcKo MAaTHO ClIMKaHu ce Ha
CTaKNoTO O/ KYTUW BO KOW Ce Haofa nnaTHo oA Koe 6ojaTa
e u3sazieHa co wnaxrna.Tue ce gatupanu 1974 - 1984. Kako
Toa?

I.T.: Bo Tne paboTu CO HACNOBOT U AaTUpareTo ce 06Ma0B
Aa ja objacHam TexHukarta.Co TakBo gaTtupare cyrepupas
[eKa Ha Toa Jonro cym paborten..., cekorall moxam aa
3eMam MOKpa Kpna u Toa Aa ro uabpuwam wnu ga ro
usBagam co wnaxtna.Cakae ga kaxam geka Toa He e
AedUHUTMBHA CNUKa ,TYKY npouec Ha paboTa.Kora cnukas
Bp3 BUTPUHA, paboTaTta noctoewe kako goTorpacuja. Co
NNaTHOTO, WTO ro cTaBam BO KyTuja CO CTakno,ja
3ampaHyBam akuumjata.Cekoj cnukap BO €A4eH MOMEHT
npecTaHysa Aa Cnvka v Toraw octaHysa cnukara. MefyToa,
MeHe Me UHTepecupalle NpoMeHaTa: u cnukuTe Tpebaa aa
6uaaT cocema npuspemMeHu. Torall umas njeja HenocpeaHo
npes nanararbe Cnvkute aa ru uamujam.flo B4epa HewTo
felle HACNMKaHo, a jac,TOKMy npep usnoxb6a,Toa Ke ro
na3Bagam.

B.C.: lypu no 1984 roauHa vmalw npogykuuja Ha “crvku’
Ha CNUKapCKO NNaTHO BO APBEHW KYTUM Ha KOM
VHTEpBEHMpaL...

I.T.. [Jo Toj MOMEHT cnukapcTeoTo bewe Taby, urpatrbe,
noBeke MpoHWaupare oaowTo pabota co cnuka. Vimae
Apyra napanenHa akTMBHOCT LTO Mu 6elwe no3HaqajHa.He
ocTaHaB camo Ha efjHa KyTuja Ha Koja HernpekuHaTo CnvKas,
TYKy HanpaeuB cepuja KyTWM Bp3 KOW MoYHae fa npasam
sapujayun.Bo egeH MOMEHT MoOYHaB Ha HUMBHaTa 3ajHa
cTpaHa,a npasam 4ynku 1 aa cnukam, a 6ojarta ja ycpnas
of cTpaHa u ogo3ropa. Kora mu ce jasysaa HOBY UAEjU NpBo
rv paboTes BO UCTUTE KyTuW, MefyToa, HeKou oj hasuTe
cakas fja rv 3anpam, na 3emMas HOBM KyTuW. Taka ce co3gage
oBaa nsnoxoa.

B.C.: Ha Hekoun nnatHa gojasalle 3BOH4YUHA UK
HaHecyBsale 60ja CO MeTanHa 4YeTka noBp3yBajKu v Taka
CNUKapCKUTE CpeacTBa Co My3UYKUTE. ..

r.T.. Wgejata Ha mano nnaTtHo fAa npuuBpcTam
3B0HUMHbA(1974) Npouanesae of Toa WTO CeKOoj CriMKap Kora
Kynyea nMnaTHO ja npoBepyBa HeroBaTta HamHaToCT CO
yAuparse co pakarta no nnatHoTo.Co Tue ABuXera Toj ro
npeTeopa NNaTHOTO BO MY3UYKWU MHCTPYMEHT.M1naTHOTO
cTaHyBa eleH Man TanaH - na Taka 1enoto ro Hapekos Def.
Taka HacTaHaa Aenara CfiMkaHu co MmetanHa Jyetka. He me
MHTepecupalle pAa Hanpasam cnuka co 6oja Tyky ga
npoussefam 3syK... MoTueuTe 3a crivkarbe 6ea Hekaze Ha
OpYro MecTo.

B.C.: 3owTo 3a06MKOMyBaLl oKony cnukara?

I.T.: Cekoral MUCneB Aeka CNMKapcTBOTO BCYLWHOCT He e
Mmoja Tema. CnvkapoT OTBOPEHO Ce 3aHMmaBa Co cnvKaTa,
nnaTtHoTo... CnukapoT Hema gunema ganu aa ro seme
nNNaTHOTO W Aja cnuka Ha Hero.Ja 3aobukosyBas 3aToa WTo
BEpyBaB [leka Toa He e CNMKapcTBo.

B.C.: Beke camuoT Hacnos Ha uanoxo6ara Bo Mestna galerija
“3aoctaHatu pabotu, OrpaHuyeHn pabotu v HanpegHu
pabotu 1974 - 1996" roBopu Aeka XyMOpOT MMa BaXkHa
ynora Bo TBojaTa paboTa. Kako rv cnojysail aHanuTuyHocTa
CO XyMOPOT W MpOHWjaTa WTO OTCeKoraiwl ce NpUCyTHU BO
TBOjaTa paborta?

I".T.: Cekoral cMeTae geka XyMopoT e BaxeH.Kora Ke ce
Bfie3e BO ranepuja npeo ce 04eKyBa Ha SWAoBUTE Aa Bucat
YMETHUYKU Aena, BTOpO AeKa yMeTHOCTa € HeWTOo MOLIHe
CEepMO3HO LITO He MOXe Aa ro pasbepe Cekoj, WTo e camo
3a noceBeTeHuTe?,WwTo ja pabotat nocseteHute... Kora
no4YHas ga paboTaMm HUWTO Of CETO Toa He cakae Aa ro
npudatam kako ymeTHocT.Cakas nyfeTo 4a Hemaat cTpas
04 yMeTHOCTa WTO He ja pa3bupaar,uTo e cepuosHa u
npeTeHUMo3Ha.YMeTHocTa e eaHocTaBHa.3Haqu, XymopoT
e pobpeaojaeH.Mvucnam geka xymopoT Ha pabotaTa u ja
[oJaBa OHaa HoTa LWTOo He ro ogéuea rneaaqoT TYKY MoXe
pa ro passecenu.MogouyHa paboTes cepuo3Hn paboTu,HO
He My ycnesale Aa 6uaam cepuoseH.

B.C..: Co Toa MACNWLL N HA TBOJOT Nakar Co TeKCTOT ...
cTap u kenas 6apawm...ranepumja”

I.T.: Toa ro cMeTaB 3a MOLUHE cepuosHa pabora.

B.C.: Taa paboTta ja npoAosyea Temara 3a ranepuire.
Kako aeHecka ja rnegaw cuTyauyujata Bo 3arpebekute
ranepuu, KonKy Taa ce npoMeHusnia Bo OAHOC Ha oHaa BO
cefymaecceTuTe roguHn?

I.T.: He BepyBam feka, BO cpeAvHaTa BO Koja LWTO Xuseam,
ywTe AONro HewTo Ke ce npomeHu. MNpeo, noBekeTo
YMETHWLUM HEe MOXaT fAa XuseaT Of OHa WTO ro
paboTtaT.BTOpo,ranepuuTe HUKoraw He npomosupane
YMETHULUU, He Ce rpuxene 3a HUBHUOT cTaTyc,He U
ny6nuKyBane HUBHUTE TPyA0BK, He ce bopene 3a HUBHUTE
cTaBoBW. Toa He ro npasaT HUTY AeHec.Bo MOMEHTOT Kora
YMETHMKOT 1 Ke ja Aobue waHcarta Aa r U3noxwv csoute
paboTu BO ranepujata, Toj U noHaTaka e HanywTeH Kako
wto 6ewe U npen Aa Bnese Bo Hea.Bo HUBHUOT
XKUBOT,BCYLUHOCT, HULITO HE Ce MeHyBa.

Mpesog og xpeatcku: Corba MNaHyescka
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o4 ESOTEPUHYHOCTA HATOPIIOHA
0O NEMATEPUJANTN3ALINJATA HA

WEEKEND -ART

Manky 6u 6uno npeTepaHo ako ce Kaxe Aeka
MEeCTOTO Ha pafrarbe Ha KoHuenTyanHaTa yMeTHOCT BO
XpBaTcKa e efleH man pua Bo 6nuauHaTta Ha 3arpeb.
MegseaHuLa - Kako WTO pUAOT € HapeyeH BO YeCT Ha efeH
04 HerosuTe 6UBLUKM XUTENKU - MeYKa (bear=me4ka) e cera
MOLUHE NOoNyfapHO U3NETHUYKO MECTO 3a U3MOPEHUTE
XWUTenu Ha rnaBHUOT rpag Ha XpeaTtcka. MefyToa,
MankKymuHa Ke ro ccataT TONOC-OT KOj WTO U BO
cumbonnyHa 1 BO peanHa cMucna, ja cosaage Bpckara mefy
OBe 3HayajHu rpynu Ha yMeTHUUM WTOo ja obenexaa
coBpeMeHaTta yMeTHOCT BO XpBaTCKa BO Hej3uHuTe
MOYeTOLM N CO peneBaHTHOCT A0 AEHEC.

M3MnHaa YetupveceT roagnHn o4 oBUe NoYeTOUM U cera,
MegaeegHuya, 3aeHO co CBOjOT noaHaT Bpe Crbeme, e Ha
Aobap nat of reorpadckuTe atnacu U TYPUCTUUKUTE
BOAM4M [1a ce Npeceny BO eHUMKnoneauuTe 3a ymeTHocTa.
OBo0j pua, BO MHOry noroneMa mepa OTKOSKY akagemuure
“n wKonute 6ewe M3BOP M KaTanuaaTop Ha CMenuTe
YMETHUYKU UAen 1 NPOEeKTH WTO aHTUUunMpaa MHory
peneBaHTHU ABUXKEeHa BO COBpEMeHaTa CBeTCKa yMeTHOCT,
a belwe 3Ha4YaeH Kako MECTO BO KOe MOXele Aa ce
akymynvpa eHeprujata u gobpute subpaumu co3gaBajku
aTmocgepa Ha NpuBaTHOCT U ocameHocT. Ho Beke ce
ucnuwanu 6pojHN CcTpaHuuM 3a NEeKoBUTUTE edeKkTU Ha
npupogata 1 3a nNepunaTteTUYKUOT KapakTep Ha
coBpemeHaTa yMeTHOCT.

Ha KpajoT Ha negeceTTuTe M Ha MOYETOKOT Ha
weeceTTUTE, 6rarogapejku Ha akTUBHOCTA Ha rpynara
loproHa ,MeaBegHuuya Gewe cBeAOK Ha KpajoT Ha mera-
enoxaTa Ha MOAEepHU3MOT WU, NocneAoBaTesniHo, Ha KpajoT
Ha oBa cToneTue, U co nomoL Ha rpynara XXXL v HejauHuoT

Weekend art npoekToT : Xanenyja pug, Taa ctaHa cueHa
He camo Ha efleH Nepuoj BO YMETHOCTA LTO MHOTYMUHA o
Hapekysaart “I'lo smgoT”, TyKy UCTO Taka 1 Y4eCHWK BO OBa
aAsuxerbe. OBOj HacnoB ce ofHecyBa Ha nararbe Ha
6epnUHCKMUOT SuA U KonancoT Ha KOMyHWUCTUYKaTa
nMmnepuja. Mlako oeue gse rpynu Ha yMeTHUUM 6ea ak TUBHU
BO MOLUHE PasfiyHN UCTOPUCKU U NOMUTUYKN OKOSTHOCTY,
Toa WTO OBWE ABa nepuoaguM umaaT 3aefHUYKO e
TpaH3uyuoHaTta pas3fBUXEHOCT pagukanHuTe
ONWTECTBEHN NPOMEHU BO KOMWLLITO YOBEK CO CKPYynysnu
Haj4ecTo ro usenekyea noaebenuoT Kpaj U ocTaHyBa Ha
MapruHuTe Ha XXMBOTOT. M nokpaj obuanTe Ha AseTe rpynu
4a ja ocnobojaTt ymMeTHOCTa 0f CUTe MAEONorMn U 1 ga rv
opberHart cuTe onwTEeCTBEHN 06BPCKM, HE € MOXHO a fa He
ce 3abenexu feka HUIBHOTO YMETHUYKO M3BIIEKYBaH:E € BO
ronema mepa uM3pas Ha HMBHOTO opbuBarbe ga ce
NOBUHYBAAT Ha ONWTECTBEHUTE U NONOTUYKUTE OKOSTHOCTU
Ha BpeMeTo. M3BreKyBakeTo He e HULWTO APYro TyKy
NOVHaKOB 0ONWK Ha y4eCcTByBaHe .

[la ce noTceTume, HaKyco, Ha NepUMoAOT BO KOj FoproHa
6ele akTUBHA, rpyna KojalTo CPaTHCKUTE KpuTuyapu
npasunHo ja Hapekoa nocnepaHata “EBponcka
asaHrapgaHa rpyna” . Oeaa HedopmanHa rpyna Ha
yMeTHUUM 1 Kputuyapm bewwe aktmeHa Bo 3arpeb og 1959
Ao 1966, neprog KojwTo UCTO Taka belwwe oabenexaH co
noagurareTo Ha 6epnuHCKMOT sug Bo 1961 co wTo ce
neranuaupawe nogenbarta Ha EBpona Ha ucTo4Ha u
3anagHa. Bo Xpeatcka, KojawTo Bo Toa Bpeme bewe aen
Ha Tutoea Jyrocnaswuja, ce 4uHelle Aeka XWBOTOT belle
MHOrY MOMeceH OTKOMKY LITO r0 uMaa Hej3HUTE UCTOYHU
coceau. “XXenesHarta 3aBeca " noHekorall ce YuMHelle necHa




dls

'1’&-'
I

{

Theme

Jynwe Knuchep, Moprona 6p.2 e beckpajia Meargpa HanpaseHa Taka LWTo CUTe NUCTOBK Ha NybnuKaymjaTa ce CnoeHn 8o KPYXHa HULWKE
Julije Knifer, The issue 2 of Gorgona is an endless meander done in such a way that the pages are joined together to form an enadless loop

“ TpaHcnapeHTHa. Toa 6ewe NpPeoAHVWOT Nepuoj BO KOj
uBpcTaTta BONYHTapucTMyKa hopma Ha gukraTtypaTa Ha
nponetepujatoT 6ewe 3ameHeTa co NOCOUCTULMPAHNOT
06NIMK Ha KOMYHUCTMYKATa AuKTaTtypa, oHaa WwTo ro
BKNy4dyBalle paboTHUYKOTO CaMoyrnpaByBarbe Kako unyauja
3a noronema couujanHa cnoboga M OTBOPEHOCT KOH
3anagHuTe cTaHgapav Ha xueeerbe. Ho cenak, Toa bewe
camo unyauja u yHaameHTanHuTe npobnemu Ha eaHo
MyNTUHAUWOHANHO U MyNTUKOH(MECHoHanHo onwTecTso,
NOMHO CO COLMjaniH1 U UICTOPUCKM CNPOTUBCTaBEHOCTU KOU
6ea cTaBeHW HacTpaHa, TpueceT roguvHu nogouHa
EKCNMO03MBHO M3neroa Ha NoBpwuHa npeTBopajku ro
BankaHoT , No BTOp naT BO OBOj BEK, BO 06/1aCT onycToLweHa
0f BOjHa BO cpueTo Ha Espona.

YneHoBuTe Ha [(OproHa 6ea UCTakHaTh UHETNEeKTyanuu
¥ YMETHULM Ha Toa Bpeme, BKNy4yBajKu rv crivkapure Jocun
BanuwTa, MapjaH Jeswosap, Jynuje Knudep u 'ypo Cegep,
ckynntopoT VeaH Koxapuk, apxutekToT MurbeHko XopsaTt
¥ KpUTUHapUTE U UcTopudapuTe Ha ymetHocta Pagocnas
Mytap, Aumutpuje bawwnyesnk (MaHrenoc) n Martko
MewTpoBuK.Taa gejcTeyBawe pe4ynucu BO NOTNOMHA
n3onayunja, Ha MapruHMTe Ha YMETHUYKUOT W
OMLITECTBEHNOT XMUBOT U ManKyMUHa O HUBHUTE corparaHu
6ea cnocobHM BO aKTMBHOCTWUTE Ha rpynarta ga ro
pacrno3HaaT paguMKanHWoOT YMETHWYKWU OAroBOp Ha
peanHaocTa WTo rv onkpyxysalwe. Bpa loproHa Hemalle
BNvjaHne onTUMU3MOT M BepyBareTo BO cBeTnarta
KOMYHUCTUYKA WAHWHA, TykKy Taa 6ewe noseke
UHcnupupaxa og [LafancTuykoTo HacnAcTBO Ha 3anagoT,
04 EersaucTeHUujanHuoT HUXMNU3am U ucTovHaTa
dwvnosocuja - a Hag cé, og Zen - oT.* HamecTo Aa 6upe

akTuBHa foproHa egHoCTaBHO NocTon. HamecTo ga cosaasa
yMETHUYKW aena oproHa e noseke 3avHTepecupaHa 3a
NpoLecoT Ha YMEeTHOCTa , Ha YMeTHU4YKaTa recTtyanHocr,
pasroBopu, Oferbe Ha MPOLIEeTKU U CaMuoT XUBOT. Toa e
NpU4MHa 3a NOCTOEHE Ha MHOrY Manky MaTepujanHu Tparu
3a akTUBHOCTa Ha rpynarta. OBue Tparu MoXarT Aa ce HajaaT
BO eauHaeceT 6poja Ha aHTU- cnucanuneTo oproHa, BO
coTorpachumnTe Ha OKoNy AeceT U3NoX6U opraHu3upaHu
Bo Ctyawoto I, Bo Wupa, eaHa paboTunHuua 3a pamku u
BO choTorpachum 3a gejcteysarbe 1 Apyrapysarse , BO CKULM,
naen 3a yMeTHUYKW aena, nucma, 6enewkun, Memoapw. . .
E30TepuyHOCT, MenaHxonuja, HUXunu3am, upoHuja,
napagokc, peaykuuja, enunca, HanywTarbe, U3octaBame.
. . OBME Kny4Hu 360poBM MOXAaT Aa HW NoMorHaT Aa ro
pasbepeme nNpakcucoT Ha rpynata oproHa.

Mpejata 3a yMETHOCT Kako HE3Ha4YUTEereH HacTaH, Kako
OTCYCTBO Ha HacTaHW € WCTO Taka npucyTHa BO
TBOpPEewWwTBOoTO Ha LIoH Keuy, Ha ®nykcyc, Vs KnauH, rpynata
3epo v rpynata A3umyT . . . 3aToa He e 3a U3HeHajyBarbe
TOa LUTO HUBHUTE 3anafHu COBPeMeHuLyM NpBuTe ja pa3bpaa
naejata wro ctoewwe 3ag foproHa. Ha npumep, ymeTHuUuTE
kako Mjep MaHyoHu, Pobep Paywenbepr, Autep Por,
BukTop Bazapenu u Jlyyno ®oHTaHa 6ea Tue KOWULITO ru
noAap>Xysaa HUBHUTE NPOEKTH unu copaboTyBaa Co HUB BO
U3nerysareTo Ha aHTu-cnucaHueTo Ha foproHa. Mery 1961
1 1966 6ea nybnukyBaHu eguHaeceT 6poja a asa 6poja Ha
cnucaHuMeTo ocTaHaa Bo nogrotoska. OBa cnucaHue
aHTUUMNUpalle eaeH 06MK Ha YMeTHOCT KojlTo MepmaHo
YenaHT ro Hapekysawe "KHurata Ha YyMeTHUKOT" U
uHayrypupawe Hoea opma 1 3Hayerbe Ha yMeTHU4Ka
KOMYHMKauuja - NoonwTecTByBare W BOCNocTasyBarbe Ha




___Tewma IEHE

yMeTHUYKa KOMYyHUuKauuja npeky nowTa (mail- art) n
ynotpeba Ha ouumjanHu cpeacTea 3a MHpopmauuja Bo
yMeTHU4KM Lenu. Co MHCUCTUpare Ha HeNMMKOBHUTE (hopMU
Ha YMETHUYKOTO u3pasyBarbe U femaTtepujanusayujara Ha
yMETHOCTa BOOMWTO, rpynaTa foproHa cv ro Hajae MecToTo
BO NMPBUTE PeAOBW Ha Haj3aHa4vajHUTe ABWXKEetba BO
eBporncKara u amepukaHckarta yMeTHOCT BO LueeceTTuTe u
nokpaj hakToT WTO MHOrY roauHn He 6elwe npusHaeHa Bo
concTeeHaTa 3emja.

[ypv KOH KpajoT Ha cegymaeceTTUTe CO nojasarta Ha
KoHUenTyanuaMoT [oproHa fojae Bo cutyauuja aa ce cmeta
Kako KpeaTop Ha YmeTHocTa Ha OpHecyBarbe u Gelle
Hape4eHa MpPOTO- KOHUeNnTyanHa rpyna . Toa BO ronama
mepa ce cny4u 6narogapeHue Ha Kputudapkata HeHa
OumMuTprneBuk Koja opraiuavpawe usnoxoéa Ha oproHa
1977 nofg NnoKpoBUTENCTBO Ha ManepwvjaTa Ha coBpemeHara
yMeTHOCT Bo 3arpeb. bele n3gageH UCTo Taka u katanor
3a u3noxbarta, 1 Toj, U NOKPaj HEKONKYTEe U3M0XKOM KOULITO
rpynaTa rv uMmalle BO CTPAHCTBO, W [10 AEHEWHUOT AeH
ocTaHa yHAAMEHTaNHUOT AOKYMEHT 3a HejauHuTe
akTuBHOCTW. TprHyBajku og Toa Bpeme pynara, 4vme ume e
3eMeHOo 04 muTonorujaTa, cnopeg concreeHara sacnyra
cTaHa MAT Ha coBpeMeHaTa yMeTHUYKa cLeHa Bo Xpsarcka.
“Nanoxb6a 6e3 nanoxoba’, Ha BanuwTa, Bo 1964 KkojawTo
ce cocToewe oA NpeunsHuTe onuwysarba Ha CrMKuTe
HaMecTo of camuTe CnvkW, ugejata Ha Koxapuk ga ce
3eMe 0ANMBKA Ha CUTE Haj3Ha4ajHu Aynku BO rpagor
BK/YYyBajKu MM U rnaBuTe Ha 4neHosute Ha [oproxa,
HenpekuHaTo “Bankarbe " Ha noBplMnHaTa Ha CNUKUTE Ha
JeBsLuoBap, NPoLecoT Ha uaeHTudmnKayvja u pegykumja go
efleH e[IMHCTBEH 3HakK - meaHgep - Ha Knudep u tabulae
rasae Ha MaHrenoc . . . CeTo OBa CTaHa Knacvka, gen o
MoZepHaTta Tpaauumja Ha coBpemeHara XxpBaTcka yMeTHOCT
WITO CAYXWU Kako pedepeHuujanHo noaranuwTe 3a MHory
reHepayum Ha mnagu yMeTHULW.

CuTe 4neHoBu Ha MoproHa 6ea cvnHu NHANBUMAYaNHOCTH
u npoAonxuja co ceojata paboTa Kako ymeTHUUu u
KpUTM4apW OTKaKo rpynara npectaHa ga 6uge akTueHa,
WTO Ke peye, efHall ce CTaBu Kpaj Ha Buanvsute obnuum
Ha KOMyHUMKauuja co HMBHaTa cpejuHa npexy uanoxom,
aHTU- cnucaHuja , nowTarta. . . MefyToa, makapwTo cera,
criopej cuna Ha npupogarta, Bo [oproHa vma camo LWecT
YNEHOBW, HEj3UHUTE CNUPUTYaNHN BPCKU HE Ce NPeKuHaTu.
Camo Cefgep HamepHo ce AvHCTaHuupa of rpynara cera.
BaHuwuTa e ceywTe eAeH 0f HajeHurmaTu4HuTe hurypu Bo
xpBatckara ymeTHocT, KHudep e no4ntyBaH eBpOnCKu
YMETHUK KOjITO XuBee Bo Mapus, kputnyapute Koxapuk
ceywTe ro cMeTaar 3a HajMnaz XpBaTCKu CKynnTop. . .

W nogeka MegsegHuua 6ewe ejHo 0 OMUIeHnTe Mecta
3a u3net Ha MoproHa, a HejauHWoT nosHat BpB Croeme
peyucu cTaHa 3allTUTEH 3Hak Ha rpynara land - art ugejara
Ha Koxapwk Bo 1960 roguua ga ro oacede Crbeme, 3a
yMeTHULUMUTe KomwTo ro copmupaa npoektoT Weekend -
Art , WTO cTapTyBawe Kako paboTa BO nNporpec Bo nponet
1996, MegBeaHWLa OCTaHa HABHA eiHa U eAVHCTBEHa Len,
1 3a3emMa efHo nnaHeTapHo 3Hayere BO HUBHaTa paboTa.

MnaauoT ymeTHuK AnekcaHgap Mnuk (1965) e
cnuputyanHuoT tatko Ha Weekend - Art npoekToT:
Xanenyja pugoT. Toj e UCTo Taka pexxucep Ha hunmoT 3a

Weekend Art (Msana Kecep, Tomucnas oTosay, Anexcanaap Wnuk), Hallelujah the
Hill, cepvja hoTorpachmu CHUMEHU Ha nnaxuHaTa MeaseAHvua BO ONU3uHaTa Ha
3arpe6, 1996/7

Weekend Art (lvana Keser, Tomislav Gotovac, Aleksandar llic), Hallelujah the Hill, A
series of photographs taken on the Medvednica mountain near Zagreb, 1996/7,
photo Aleksandar llic
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NPOEKTOT, KamepMmaH, AupekTop Ha coTorpadumjaTa,
opraHuaartop, nepcopmep, NPoAyLUeHT 1 huHaHcuep. Toj BO
wera cebecu ce HapekyBa “thpycTpupaH pexxucep” n kaxysa
aexka Weekend - Art e “unMmckun npoexkT peanuavpaH co
nomoL Ha cnajgosun”. Ho cenak HeroBoTo Aeno He 6u 6uno
MOXHO 6e3 copaboTkarta Ha gpyrute Asajua yMeTHUUM:
MnaguoT ymeTHuk VMeana Kecep (1967), n egeH ymMeTHUK
04 nocTapaTa reHepayuja , UICKyceH hunmcku pexucep u
€[leH 0/ HajpaavKanHuTe xpBaTcku nepdopmepn Tomucnas
[oTtosay (1937). Tue ce nepcopmepu, aKTepn KOUWTO Ha
NPOeKTOT He My M gaBaaT CaMO CBOWUTE Tena, TYKy W
ceoute aywun. OBM Tpojya yMETHULUM HE3aBUCHO 0
npoektoT WA, umaar jacHo onpegenaHa Kkapuepa v MecTo
Ha MefyHapogHaTa yMmeTHu4ka cueHa. Tue 6ea cnoeHu
3aeHO NpPeKy UCTUTE YMETHUYKKU MHTEpecu 1 auHUTeTH,
HO NMOCTanHO HUBHOTO €CTEeTCKO NpujaTencTso nopacHa Bo
4OBEYKO npujaTencTeo. ViMno3aHTHaTa cTaBa € UCTO Taka
OHa LWTO OBME TPOjua YMETHULUM UMaaT 3aefjHU4Ko, 1 Toa e
npuyMHaTa 3a MMeHyBarbe Ha HUBHaTa rpyna, He 6e3 fosa
Ha xymop, XXXL. Kecep n Mnuk Beke copaboTyBaa BO
rpynata EgoEast (East=ucTok) - Toa 6ewe KpajoT Ha
ocCyMAeceTTUTe U NOYETOKOT Ha AeBefeceTTUuTe - U UCTO
TakKa XXuseatT 3aefHO0 peyucy gect rognHun. Fotosau, Koj ja
chopmupa TpeTarta CTpaHa Ha TPUarosHUKOT € HarsaceHo
MHANBUAYANUCTUYEH, U 3a NpBNaT e 4neH Ha eaHa rpyna
ymeTHuum. [iBanatu noctap of HerosuTe ABajua noMnagu
KOMern, Toj, Kako WTO camMuoT KaxyBa, BHecysa eAHo
YYBCTBO Ha pasABWXXEHOCT W nomara 3a Aectabunusauuja
Ha cnomMHaTtara ABojka.

HUBHUOT YMETHWYKKN NpPoekT Gewe CNoHTaH
pes3ynTaT Ha HUBHOTO NPUjaTenCTBO U Ha HUBHUTE HeAesHU
uanetn Ha MegsegHuua, gecTuHaumja nonynapHa 3a
MHOryTe >xxuTenu Ha 3arpeb. Tue ja fJoxueeaa nnaHuHaTa
KaKo efleH BUA Ha YUCTUNULLTE, KaKo ucnoseaysaqku unm
ncuxujaTpuckn kKpeseTt. INUK npegnoxu Tve ga ru
AOKYMEHTUpaaT HUBHUTE HeAEeNHW NPOoLWeTKU U ga rv
npeTBopaT BO efeH yMeTHUYKM npoekT. OBOj NPoeKT, WTo
6ewe nHMUMpaH 8o 1996 1 Nnpogomkysa Aa ce pa3suea, 6u
Tpebano Aa Tpae 40 KpajoT Ha BeKoT. [lo cera Tue umaar
cHumeHo 500 cnajg - doTorpacdum n oTneyaTeHo Tpu
KOMMNMETU Ha MOLWTEHCKWU KapTU4YKK WTO MM ucnparuja Ha
agpecu Ha MHOTybpOjHU NMpujaTenu, NO3HajHULUK , YMeTHULM
N YMETHUYKN MHCTUTYLMW LUMPYM CBETOT.

WA yMeTHUUM, Kako 1 NoronemMmnoT Aien Ha XxpBaTcKuTe
YMETHULM, NOPaAu EKOHOMCKMW MPUHMHW, UMaaT u gpyra
npodecuja WTo ja o6aByBaaT BO TEKOT Ha Hedenata. EfeH
04 HajeBUAEHTHUTE HemsbexxHn nponpaTH eexkTn WTo
MoXaT Aa ce 3abenkaT BO 3eMjuTe BO TpaH3uuuja Ha
NOpaHeLWHNOT KOMYHUCTUYKN BNOK, € ocupomMallyBareTo
Ha cpejHaTa Knaca Ha KojalTo U YMeTHULMTE UCTO Taka u
npunaraat. MHOry ymMeTHUUM BpemMeTOo BO KOewTo 6u
MOXXesie [a v ce NocBeTaT Ha cBojaTa YMeTHOCT ro Haoraat
camo npeky BUKeHA0T. KoHUenTyanHuoT yMeTHUK TePMUHOT
“BUKEH YMETHMK", KOjLUTO UMa NeXXopaTUBHO 3Ha4ere, ro
cBpTyBa BO HeroeaTta / HejauHata npegHocT. HerosoTo /
HejaUHOTO HeaenHo “6erarbe BO npupoaara’, He e camo
pPOMaHTUYHO M3BNeKyBarbe 0f OAroBOpPHOCTA WU
6ypXXyacko aeHryberse, TyKy UCTO Taka v efieH rMnosmTn4Ku
cTas [OTOMKY MOCUIEH WTO He € U3paseH AUPEeKTHO.

Cekoja Hegena, 6e3 ornes KakBo e BpemeTo, Tpojuata
YMETHULM Ce ynaTyBaaT KOH nnaHuHuTe. Tue semaar 6arax
wTto 06MyHO co cebe ro HocaT OHWE WTO Tankaar, co
WCKIy4OK Ha CTaTUBOT 3a (hoToanapar co CONCTBEH TajMep
- eleH BUA cyporaT Ha TpaguuuoHanHuoT wradenaj 8o
nneHep. HWBHUTE NpoOWeETKN, pasrosopu ,AUCKYCUU,
O4MOpM, MojafouM Ha Tpeea. . . Cé ce Toa nepdopmaHcu
6e3 nybnuka. Tpu KapakTepu ja genaTt ucrara ynora, a
4YeTBPTWOT - NpUpoAaTa - YCNeLHo ce HaTnpesapyBa CO HUB.
EpHa coBplweHo obu4Ha nnaHuHa rm nokaxysa csouTe
MHOry6pojHU nuua BO TEKOT Ha 4YeTUpUTe roguLliHK
BpEeMUHba: BO €4eH MUI Taa CTaHyBa caBaHa, BO CrieAHuoT
Taa e Tajra, notoa thuHcka Wwyma, noHekoraw 3obepbepr,
1 KOHEYHO NuToMa 3eMja aembenuja. Ml Taka efjHa nokanHa
nnaHuHa cTaHyBa uena nnaHeTta W HejauHuTe Tankaqv ce
‘UTenu Ha Taa nnaHera.

Cnopea yMeTHUUMTEe KOUWITO MY npunafaart Ha
nepuogoT “lNocne kpajot Ha ymeTHocTa” ([JaHTo), oHa WTo
e NnokanHo cTaHyBa rnobanHo v oHa WTO e NpuBaTHO
cTaHyBa jaBHO. Bo eceHTa 1997 npoekToT 0f cBojaTa
npuBaTHa cBepa HaBnerysa BO jaBHWUOT XXUBOT MU
uctospemeHo gobusa ume. MNpoekToT 3a npsnat bele
npvkaxaH Bo My3ejoT Ha coBpemeHaTa YMEeTHOCT BO
3arpe6. MNpeseHTauumjata ce cocToewe of ABojHa cnajg
npoekuuja 1, HaMecTo MokKaHW, Ha unjagHuuy agpecu 6ea
ucnpaTeHu KapTu4ku co ocym motusu. Cute Tpojua
YMEeTHMUM a ocobeHo MoToBal, ce (hUnMcKu rontapu, Taka
LUTO BO HUKOj CNy4aj He e YyAHO WTO Ha3neoT belle 3eMeH
Ol KYNTHWOT aBaHrapgeH hunm of weecettute Xanesnyja
pugoBuTe, BO pexuvja Ha nutsaHeuoT Agondac Mekac.
BeywHoCT, LienvoT NpoekT 6ele omax Ha bpakarta Mekac,
Unu ywTe noseke Ha punMoT Ha Agondac, ¥ MHory cueHu
04 0BOj hunm MocnyXuja Kako MHcnupauuvja 3a npoexkToT
Weekend - Art. Bo aekemBpu 1997 npoekTtoT beuwe
Npe3eHTUpaH BO aBCTPUCKOTO criucaHue 3a nuteparypa v
ymeTHocT Lictungen Bo copaboTka co Neue Galerie oa 'pay
W CO HejanHnoT aupekTop BepHep ®eHy**, noTtoa Ha
TemaTckaTa uanoxba “pag” Ha 3arpenckuoT canoH BO
1998 Kako 1 Ha peTpocnkKTuBHaTa usnoxba Ha body - art
Body and the East Bo MogepHara ranepuja so JbybrbaHa.

CnpoTuBHO Ha [oproHa, kojawTo ce obuaysalwe ga He
OCTaBM HMKaKBa Tpara 3a cBojaTa aKTUBHOCT, TYKYy
rpuxnueo paboTtewe BpP3 NPoUECcOT Ha concTBeHaTa
AemaTepuvjanuaauuja, JOKyMeHTupare n AucTpubyuuja unu
co Apyrv 360pOBM KOMYHMKaLMja CO WTO € MOXHO
nomHorybpojHa nybnuka, 6ea nHTerpaneH gen Ha WA
npoekToT. MeryToa Inuk He e 3anHTepecupaH 3a metoguTe
Ha OOKyMeTupare Ha KoHuenTyanHata YyMeTHOCT Ha
cegymaecettute. O Taa npuunHa gatymot Ha “UaneTute”
He € PerucTpUpaH HUTY Ha KapTUYKUTe HUTY Ha CnajaosuTe.
OHa LUTO Hero ro UHTepecupa He e TONKy AOKyMeHTauujaTa
KOSIKY WTO ce TpaHcdopmauyuute npeky meauymumte u
TpaHauyuuTe, MNMpukpusarweTo U KamydnupareTo Ha
BUCTUHCKATa Npupoaa Ha MeauymoT, co Apyru 360poBu
npemuHyBarse 0 eeH Meanym Bo Apyr. Mopaav Toa TewkKo
e fla ce AeTepMMHMpa XaHPOT Ha Koj my npunafa WA
NPOEKTOT, BUAEjKU TOj COAPXKM enemMeHTH Ha nepopmMaHc,
body-art, choTorpachuja, cvnm, land - art , mail-art, un
KoHUenTyanHa ymeTHocT. Co cBeCHO 3amaTyBare Ha 0BU




pasnuku u co npesemarbe Ha CTpaHcku ngeHTuTeT, WA jacHo
ce noctasysa cebecu BO CNPOTUMBHOCT Ha gormarta Ha
MOAEPHUCTUTE 3a pecnekTupare Ha meguymoT. lNpomeHaTta
04 efleH NpoCTOp BO APYr, O NPUBATEH BO jaBeH, 04 peaneH
BO BMPTYeneH, UCTO Taka npuaoHecysa 3a edekToT Ha
Aectabunusauyuja. MIHTepecHo e aa ce oabenexu geka
uanetute Ha WA 3a nps nat 6ea gatvpaHxv BO BUPTYENHUOT
npoctop. bnarogapejku Ha nogplikata Ha paHuyCcKuoT
Kputuyap AMu Bapak, npoekToT HeogamHa 6eLle NpuKaxkaH
Ha uHTepHeT (og 28 jyHu pgo 18 oktomepu 1998), Ha
ctpanuuarta Frac Languedoc-Roussilon. Cekoj noHegenHuk,
WTO Ke pedye AeHTa nocne HegenHwor uanet, Nnuk ke
ucnpartewe Hoea choTorpaduja npeky e-mail kojawTo Ke
Hewe 3ameHa 3a ctapatra FRAC apgpeca (www.fraclr.org/
weekend.htm).

Taka , NpoOeKTOT ,4njawTo gucTpubyuuja bewe
edekTynpaHa npeky manoxoébu, nowrarta (mail-art) n
cnucaHujaTa Brnese BO AUrUTaNHWMOT MeanyM NpeTBopajku
Ce Ha TOj Ha4YuH BO efeH BUA Ha AemeTepujanuaayuja
paavKanHo pasnu4yeH og oHoj Ha MoproHa. Osaa cpopma Ha
Aemartepujanusayuja M gage MOXHOCT Aa KOMyHUUmpaaT
CO MOLUMPOK Kpyr Ha nybnuka. MNpatuarbara ce HaMHOXyBaaT
: lWTo caka WA npoekToT Aa 1 coonwTu Ha nybnukara?
[anu umame paboTta co ymeTHu4Ka nopaka? Ha Koj HauumH
efHa doTorpaduja Ha Tpojya yMeTHUUM - Tankauum e
pasnuyHa og 6uno Koja gpyra coTtorpaduja Ha nyfe
n3neseHn Ha npoweTka? [lanu Toa ceywTe MOXe Aa ce
Hapeye ymeTHOCT?. Bo 0BOj MOMEHT Ke ro nosukame
Hanomow ApTyp [aHTo. LLUTo ce ogHecyBa oo pasnukarta
mery Brillo ckynnTtypute Ha Bopxon Bo 1964 u uctute Brillo
KYTUM BO cynepmapkeToT, [JaHTo ro noctaByBa CnegHoOTO
npawarbe: “Bo WTO e pa3nukara mefy yMETHUYKO Aeno v
HELUTO LWTO He € YMETHUYKO Aeso Kora He NocTon Buanuea
paanuka mefy HuB?". HeroBmoT 3akny4ok e cnegHvoT: “ [1se
HaABOpeWHo uctn paboTu mMoxXaT ga npunaraar Ha
pasnu4yHu, HaBucTUHa BUTHO pas3nuyHu, hunosodku
kateropun”.*** Brillo Ha Bopxon e ymeTHOCT egHOCTaBHO
3aTtoa WTo “He nocTtou nocebeH HayuH Ha KOjWwTo
yMeTHUYKuTEe aena tpeba aa nocrtojat"**** BO nocT-
MCTOPUCKWOT nepuoj KojwTo [laHTo ro AedvHupa Kako
0C/10604EHOCT 04 KOHINKTH.

Cnu4Ho Ha Toa npoweTkute Ha WA moxar ga ce
cMmeTaaT 3a yMeTHocT 6upaejku kBanucpukayujarta
“YMETHUYKKU" UM npunara OHONKY KOMKY WTO yMEeTHUUMTE
Ce CBECHM 3a HWUB Kako 3a YMETHOCT. HUBHMOT YMETHUYKM
KpegubunuteT BO HUKOj cnyyaj He € HamaneH of
CNVUYHOCTUTE CO CeKOjAHEBHW NN HeYMeTHUHKM (hopMm Ha
ogHecyBare. CemejHute chotorpacdhmm Ha NPOWETKN BO
nnaHuHuTe u otorpaduute Ha Nnuk npunaraat Ha
pasnuyHu Kataeropuu Ha 3Hauu. MNpurosapare geka
HULWITO ApamMaTU4HO WM NPOBOKAaTUBHO HE Cce Crydysa Ha
OBME MPOLIEeTKU U KOHCEKBEHTHO Ha Toa, AeKa Tue Hemaat
HUKaKBa UHTEepecHa yMeTHU4Ka COAPXXUHA, Me NoTceka Ha
efeH ctap Hanuc oa 1964 “KpusaTta Ha cogpxuHaTta Ha
coBpeMeHaTa yMeTHOCT  HanuwaH of hpaHuyCcKuoT
Kputnyap Aned XKodpya n XK. )K.Jlesek. Bo 0Boj Hanuc Tue
ro onvwysaaT eAHMOT Of XeneHwHaute Ha AneH Kanpoy
u3BefeH Ha MMOTOT Ha Ceran: Maxku U XeHu Ha nnaxa
nocmaTpjKu ja urpata Ha BeTepoT HU3 AgpsBaTta u no
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noBplIMHaTa Ha MOpeTo Aoafaar 40 3aKy4oK Aeka : “Hema
nogobap neptopmMaHC OTKONKY WTO € MUroT BO KOjWTO
Xuseeme, HUTY noybas AvjanoroT KoMKy pasroBOpPOT CO
npujatenute. 3apem He e Toa BCYWHOCT paboTa Ha
HanywTare Ha NIMKOBHUTE U TEOPEeTCKUTE AUCKYCUM CO Len
[ia ce npu3Hae oHa LITO € CTBApHO M OHa LWTO e npupogara
Ha CeKOjAHeBHUOT >KMBOT.YMETHOCTa cTaHyBa
BTOopocTeneHa. KoHeyHo", ™ ***

MHTepecHo e aa ce ogbenexu aeka loproHa oabpa oBoj
uvuar aa buae BKNyYeH BO TEKCTOBUTE WTO TUe rv cobpaa
noa Hacnos"PamucnyBarsarta 3a jyHu" Bo 1964. Cekoj mecel
BO roguHarta efeH o4 4neHosute Ha foproHa Ke ogbepelue
HEKONKY UMTaTh 04 YMETHUYKU cnucanuja, hmno3odcku
BECHULUW U 04 NUTEPaTypPHU U ECTETCKU TEKCTOBU KOULLTO
KOopecrnoHaupaa co AyxoT Ha rpynaTa v Ke rm ucnparelle
Ha gpyrute 4neHosu. Ha Toj Ha4MH “nowTaTa Ha oproHa”
€ efleH 3Ha4yaeH UHAMKaTop 3a ecTeTCKUTE CTojanuiiTa Ha
rpynara.

He e Tewko ga ce 3amucnart HegenHUTe eckypaunjaHTu
Anekcangap inuk, MisaHa Kecep v Tomucnas [oToBay Kako
rv cTaBaaT CBOMTE UMMHbA Ha “pamucnyBarbarta Ha foproHa
3a jyHu".

MpeBoA oA aHrnucKm:
Cno6ogavka Mapnuk Bapuiumk

* Cnopeg Jocun Banuwta , CnMpuTyanHuoT TaTko Ha rpynara:’l oproHa bewe
3auHTepecupaHa 3a crTBapHocTa npep ecrtetukarta. KoHuyenTtyanHa
pe3epBuMpaHoCT, NacUBHOCT, AypPU U UHAUMDEPEHTHOCT bea cTaseHu Hag
MPOHUYHMOT MpPe3up KOH CBETOT BO KOjWTO >XuBeeme. Ha ymeTHu4KuTe
Aena He UM ce [aBsalle HUKaKBO 3HaYere, akTusHocTUTe Gea
MCKNYYUTENHO €4HOCTABHU: Ha NPUMEP, 3aeAHUHKU NPOLLETKW HU3 rpagoT,
“WHCNEeKLMja Ha KOMUTETOT Aanu 3anoyHana nponet”’, Kako wro lMNyTap Bo
wera rv Hapekysalue, unu obu4HKU pasrosopu Bo npupoaarta. Moxekoraw
[oproHa He npaselwe HUWTO, Taa eAHOCTaBHO XuBeewe. Bo Toa speme,
KaKo ¥ MHOTY APYrW U jac UCTO Taka 6eB 3auHTepecupaH 3a npasHuHara Ha
Zen-oT W BO CBET NOMH CO MAeonoruja, ce cTpemes KOH HOPManHo
oAHecyBarbe, KOH efjeH NPUPOAEH XUBOT".

**Weekend - Art-0T He npukaxxysa camo choTorpacmm Ha yMeTHUUM (Kako
Tankauv ), HO UCTO Taka NpPoeKTUpa TEeKOBHAa CrMKa Ha yMeTHuuuTe
(KOHUenuvja Ha YMETHUKOT) ycrnoBeHo, 6apem 04 eCTeTCKUOT acnekT, oj
ONWTECTBEHO MHTErpUpar-e KOewTo Hemy / Hejae n 0BO3MOXM Aa paboTar
B0 pamKUTe Ha peanHoTo. Kako gen Ha onwTecTBeHOTO Teno Toa ce
npukaxxysa B0 (hopMa Ha BOOOUHAEHWUTE HeAenHN NPOLWETKYN, YMETHUKOT
pobusa neruTUMUTET 3a HerosaTa / HejsuHaTa paboTa. Toj/ Taa e Tankay u
nepcopMep Koj KOHUENTyanHo rv hopManuaupa NpowWweTKUTe KOUMWTO ce
[OKYMEHTUPaHW BO 6POjHU NPUBATHO-ONWTECTBEHW apXvBK U ECTETCKU MU
npMKaxxyBa Kako TOMocoT BO NMpocTop 3a xwuseerse:"Hallelujah the hill",
Werner Fenc; Lichtungen, MNpau, 1997,cTp.103

*** Arthur C. Danto, After the End of Art, Princeton University Press,
Princenton, New Jersey, 1977.c1p.35

=+ ibid, cTp.17

***** Nena Dimitrijevic: Gorgona - Umjetnost kao nacin postojanja, npear.
3a kar.,Galerija suvremene umjetnosti, 3arpe6 1977, cTp.12




WHTEPBJY |Interview

Xan-N6ep MapreH Ha npeasameTo 8o

MysejoT Ha coBpeMeHara yMeTHOCT, Ckonje, 6 jyhn 1996

Jean-Hubert Martin, Gallery talk in

the Museum of Contemporary Art, Skopje, June 6, 1996

Dpanyyckuoili uciiiopudap na ymeinociia XKan-
Hbep Mapitien e fio3nailt 80 AUKOBHULLE KPY2OBU
kaxo Oupexitop na Kunsthalle eo Gepn (1971-
1982), iioitioa na Hayuonaanuoii my3sej Ha
mooepna ymeiarnociu (6o Lleniuapoia XKopo
IMomiiuody) eo Iapus (1987 - 1990), kako
yaeitinuuxu oupexiuop na Chateau d'‘Oiron(1991-
1995) u axiuyeaen oupexitiop Ha Mysejoil Ha
Adgppuxa u Oxeanuja 6o Ilapus. Ho, moxceou,
HEZ0BOWIO UMe e HPOHY HA CULlle KOHUIUHEHIU
OIKaKO ja OpZaHu3upaute KOHIUPoaep3Haiia
uznoxnc6a Boawebnuyuitie Ha semjaitia (Les
magiciens de la terre) eo Ilapus.

Ha 6 jynu 1996 zoouna 6o My3sejoiil Ha

cospemenaiua ymeiurnociu 6o Cxouje XK.HM.Mapiuen

o0paica tipedasarve Ha iema [laau cospemeraiia
yMmeitinoci e 3aiiaona? Hezosuiiie upowuperu
{i02.1€0U 8P3 AUKOBHAIIA YMEIHOCH 60 C6ellouL,
ClIOMEHAIIOIO Upedasarse U HEKOAKYOHEBHOWO

fipecitioj 60 Peilybauxa Makeoonuja 6ea ilo800 3a

06a UHIEPB]Y.

UHTepBjy co XaH-W6ep MapTeH
pasroBapana Cora AbayueBa

(MOHO) -NMONUNDOHNJIA

Coma AbaymeBa: KakoB Mogesn Ha my3ej KoHuunmpasTe
Kora 3acTaHasTe Ha 4eno Ha HaymoHasnHuMoT my3ej Ha
mogepHa ymeTHocT Bo lNapu3 (HMMY)

XaH - U6ep MapreH: Bes comHeHue, nocToeja noBeke
ngewn. Bo camnoT My3ej ce gucKyTupatue okony waejata ga
ce Hanpasu rosiem Mysej Ha MoAepHaTa yMeTHOCT,
KOMMNETEeHTEeH 3a Knacu4yHara MogepHa, HO UCTOBPemMeHO
CBPTEH KOH COBpemeHaTa yMeTHOCT, OAHOCHO MHOry
NnoakTUBEH BO OA4HOC Ha akTyesnHwuTe cnydyBarba BO
cnopegba co npetxogHuoT nepuogd. Co ornej Ha mouTe
onuuM U MOETO AONTOrOAMIIHO WCKYCTBO, MU uUarneaawe
CYWITECTBEHO Aa ro 3a4yBam My3ejoT KaKo LenuHa, uMajku
rM npeaBuA NOCTOEYKUTE oAAeneHunja u Kyctocute
cneuujanuaupaHn Ha aBeTe nonuka. Toa WTo ro Hapekos
la politique de grand ecart , mucnam geka He npevewe aa
ce pasbepe 1 Banopvaupa UCTOPUCKUOT Aen Ha 20.8exK,
NPOMOBMPAjKW NapanesiHo HeKOU yMeTHULU 1 bpaHejku v
TeHAEHLMMTE BO coBpemMeHaTa yMeTHocT. Bripouem, ybeaeH
CyM AeKka , KoMKy NnoBeKke ce HacovyBame KOH Bu3yenHute
YMETHOCTM AEeHEC, TONKY MojacHO Ke HU CTaHe MMUHaToTo.
O6uaoT paa rv pasbepeme noAobpo ymeTHUUWUTE Of 0BOj
BEeK HuW nomara pga ru pasbepeme u OHWE of ApyruTe
BekoBu. CMeTam [ieKa e Toa eceHumenHa onyuja Bo 0gHOC




Ha AeHewHaTa cutyauyuja.

Mima ywiTe HewWwTo WTo ro cMeTam 3a hyHAaMeHTanHo, a 3a
KOe nopaHo mu Gele Tewko ga rosopam, a Ke sugute
foHaTamy 3awTo e Toa Taka. Mucnes geka cme Bo hasa
Kora mopame fAa ce obuaeme a BoCnocTaBUMe NMoBTOpHA
My3ejcka paMHOTexa BO OAHOC Ha HbyjopK, 04HOCHO
LleHTapoT Xopx Momnugy pfa Bogw egHa noarpecusHa
nonuTuKa Bo oAHOC Ha bbyjopk , Aa npomosupa v aa
ucnpaka Tamy rotoBu W3noxou, a He aa 6uae nocTojaHo
BO HEKakoB BOCXWT (admiration) unu egeH sug 6naxexa
thacumHupaHocT of n3noxoute Ha PybuH, nako Toj 6elwe
Aobap cTpy4rbak. Co Toa ce objacHyBaaT npobnemure WTo
ce nojaeuja Bo Npudakar-eTo Ha uanoxoara lukaco - bpak.
MpemHory nanox6u goaraa og Apyrarta cTpaHa Ha OKeaHoT.
ViMa MHOry chpaHLyCKu UCTOPUYapu Ha YMETHOCTa Kou 6u
cakane fja HanpasaT u3nox6a 04 BakoB TUM M TOa € TOKMY
aHraXmaH 3a BUCTUHCKMW CTpy4Yrbauu: 6apa npeuusHa,
ucTpaxysadka paboTa. 3ag Toa HEMa UMarvHapHu ugem ,
HanpoTUB MHOry KOHKpeTHW. Ha npumep, nanoxbarta Ha
lMpumuTneynte of ABaeceTTHOT Bek Gewe NPOeKT co
KoHyenuyuja. Manoxo6ara [Mukaco - bpak, UCTO Taka e
paboTaHa 4MCT MCTOpUYap Ha ymeTHocTa. Bo oBaa cMucna,
MuUcneB feka Tpeba fa ce 3rycHaT eBpOrNCKUTE BPCKMW.
WnaHuja TyKywWwTO Ce OTBOPM KaKo AEMOKPATCKa 3eMja KOH
NMKOBHMOT XUBOT. MUCneB feka e MHOry NouHTepecHo Aa
ce obHoBaT Bpckute co Maapua, oTKoNnky aa ce 6uae
oncegHat co Py6uH.

CA: llITo KOHKPETHO npes3efoBTe?

X-UM: Numumpas epHa mana koHgepeHumja 8o Mapwua co
AVPpeKTopuUTe Ha HajronemuTe My3en Bo EBpona. OcseH
AvpekTopoT Ha Ctegenujk my3ejoT Bo AmcTepgam - [le
Bunge, cute 6esMe penaTMBHO MNaau U MefycebHO Manky
ce nosHasasBme. CmeTaBs geka Tpeba Aa usrpagume gobpa
cTpaTervja Ha NMMKOBHWOT Nasap, MUCNEjKW Ha Nas3apoT o4
ocymaeceTTuTe Koj 6ewe MHOTy jak, OAHOCHO Hé
cnpedyBale Aa Kynysame gena. HeBo3moxHo belue aa ce
Kynu MaTuc unu Hekoj cnuden Ha Hero. 3aTtoa Tpebalue ga
Hanpasume 3aeHUYKU A0roBOp Mefy Hac, BO OAHOC Ha np.
Ha HamanyBareTO Ha OCUrypyBareTo, Aa u3rpagume AeH
BUA Ha nonuTuyka ogbpaHa BO OAHOC Ha NasapoT, Aa ro
CNpeYrMe HaTaMOLWWHWOT pacTex Ha LieHuTe, Ja ce obuaeme
Aa ja usmMeHuMe nocroeykaTa cutyaumja.

CA: fJanu Bo TOa ce ycnea?

X-UM: Kora ce cpylm nasapot paboTute ce npoMeHuja.
Tom lMpeHc npasewe MHOry M3nox6u BO CBETOT 0f
My3ejckaTa konekuuja. M jac umas ogpegeHu naev 8o osaa
cmucna. Paborara TprHa. Mimaeme ywte egHa cpegba Bo
JNloHpoH v notoa ctaHas gupekTop Ha HMMY Bo Mapwus.
Ho npea Toa paboTes Ha NO3HATUOT NPOEKT BosiuebHUYUTE
Ha 3emjata. [pBaTa 3amucna Gelwe aa ro npeTcrasam BO
La Villette. Ho 6uaejkn cTaHae AMPEKTOP Ha HajaHa4ajHuoT
My3ej Ha MoiepHa yMeTHOCT BO dpaHuuja, He MOXEB Aa cu
3aMucnam ga Hanpaeam TOnKy

3Ha4ajHa u cnoxeHa nanox6a BO KOHKYpeHTCKa

MHCTUTYUMja. 3aToa ja NnpeTcTasus U3noxbarta u Ha AseTe

nervew

MecTa.

CA:AKo He ce naxam umalLLe u Jpyrv MOTHBY, CO OrNeq Ha
Bawara geknapupaHa 0TBOPEHOCT KOH aBTOPU KOU MM
npunaraar  Ha npocTopu  MowuMpoKu  of
3anagHoeBponckure?

X-UM: Bo oBaa ognyka uMalle U mana crparteruja: cakas
Aa ro pasbujam KoH3epsaTMBM3MOT BO MysejoT Ha
mogepHaTa ymeTHocT BO [Mapu3 u BO Hero ga BHecam
YMETHUUM KOW npousnerysaaTt W ofg ApYrv Kyntypu.
Mpeasuaysas MCTO Taka Aa rM NPOMOBMPaM npeky
MoHorpacku n3nox6éu. BepysaB geka Ha 0BOj HaYuH
nobp3o Ke ce mMeHyBaaT paboTute, WTO Habp3o u ce
Aokaxa, buaejku He man 6poj Ha ranepum U UHCTUTYLMK
BEKe He MOXarT Ja 1 ogonear Ha osaa uaeja. EgeH Takos
npumep e npugakareTo Ha eaHa adpukaHcka usnoxkba
oA JloHaoH Bo N'yreHxajm My3aejoT Bo Hbyjopk. MefyTtoa, me
YyAau WTO BO OBaa uanoxba Ha NpUMUTUBHUTE YMETHOCTU
He e BKNy4YeH HUTY edeH coBpemeH TBopel, 6uaejku
cTaHyBa 360p 3a My3ejCKu 36MpKM.

CA: [lanu BO KOHTEKCTOT Ha 0BME MU3MecTyBara/
rnomecTtyBsara crniegysaa U U3MEHM BO rnocTojaHara
rnoctaska Ha Balumot my3sej?

X-UM: Hanpaeue noBeke nameHu Kou BO Toa Bpeme 6ea
MHOry 3HaudajHu. MNpeTxoaHnoT agnpexTop - JoMuHuK Bo3o -
MHCUCTMpaLle Ha aBTopu kako Matuc, bpak, Mukaco, Jlexxe
ucn. Cé Gewwe Bo 4eCT Ha ronemara hpaHuycka cnukapcka
Tpaavuvja. laganctute 6ea peyncu n3bpuLLaHu, CTaBeHn
BO Manu BUTPUHW, BO XoaHuuuTe. [ypu rv Hemawe
BUCTUHCKUTe Aena of [uwaH v MNukabuja . CmeTas geka
TOKMy oBue aBTopu Tpeba aa rv Harnacam. Oabpas fobpu
Aena v ri noctasve BO NOCE6HM NPOCTOPUK, 3a CMETKA Ha
HEKOU NoManky sHaqajHu cnmkapu of ABaeceTTuTe roguHu
KOu AeHec rv rnegame Ha apyr Ha4uH. OBa ce ogHecyBalle
Ha Knacu4yHaTa yMeTHOCT BO nocTtaskarta. Bo coBpemeHuoT
AeN ce KOHUEHTPUpaB Ha Tpojuarta HajsHa4ajHu YMEeTHULM
no BojHara: EHan Bopxon, Josed Bojc u XKax TeHrenu, og
KOMLITO NNaHupae ga Kynam Hosu Aena. [lenaTta Ha Bopxon
Gea TOMKy cKanu LWTO TEeWwKo MoXea A4a ce Habasat. Kynus
€e[Ha orpomHa uHctanauuja og J.bojc Bo BpeaHocT oa 11
MUTMOHKU hpaHLK, WTO e rofilemMa cyma, Ho BO 0HOC Ha Toa
Kako ce npogasa Bo AMepuka LeHaTa Ha fenoTo 6ele 3a
nonosuHa nomana.Toa Mu 6ewe 0cO6EHO BaXKHO MMajKu
npeasuj Aeka Toj 6ewe 3a cegymageceTTUTe oHa WTo Hea
KybuCTUTE BO NOYETOKOT Ha BEKOT - NMpeTcTasyBarbe Ha
AeueHuja. 1sete cobu Ha Bojc 6ea 0cobeHO UMNPECUBHM:
LieniocHO NoKpueHu co (huny AaBaa HarnaceHa BudyesnHa
umnpecuja, nocebHa ¢huanyka ceHsauuja, Koja ce
npeHecyBa M Ha MUCNOBEH NnaH, WTO MK Belwe MHory
3Ha4ajHo kora ce paboTu 3a eAeH YMeTHUWK Kako bojc.
MefyToa, ceTo Toa NOBTOPHO € CTAaBEHO Ha CTpaHa, BO
HEeKoe f1erno, Kako WTo ce Cy4n Co gafaucTure.

CA: Cvetam geka T0a He e nNpoghecuoHaneH Ha4ymH Ha
AejcTeyyBarbe.
X-UM: Ce pasbupa geka He e, HO Taksu 6ea MouTe
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HacnegHuun. Vima v npogorkexune. Mopam Aa ro cnomeHam
n aenoto Ha Mapcen bpyaepc, e4HO UCTO Taka KanutasnHo
ocTBapyBare, nogouyHa AeMOHTUpPaHO, cnegejku ja
cyabuHata Ha bojc, fvwax utH. LUTO ce ogHecysa Ao
TeHrenwu, Toj Umalle Kaj Hac usnoxba v o4 Hea Kynusme,
(penaTuBHO ehTUHO), eAeH aHBUPOHMaH LUTO ja coagpXelue
BO OCHOBa ugejata 3a NeKonoT, npocnegeHa co
3acTpallyBayka BpeBa.

CA: Usrnega peka He 04roBopuBTE  jaCHO Ha MOETO
npaiarse : [lanu ycneasTte [a BKYyYUTE YMETHULUM Of HEKOU
Apyrn 3emju?

X-UM: He 3Ham wTo nogpasbupate nog Apyrv 3emju?

CA: Mucnam Ha nomarnky 3HaqajHu 3emju og ®paHuyuja,
lepmaruja n cn., Ha npumep 3emjute og YctoyHa Espona,
Asyja....

X-UM: INo nanoxbara BoswebHuymre Ha 3emjata , Ha Koja
y4ecTtByBaa asTopu of Asctpanuja, NManya Hosa MBuHeja,
Adpuka, CA[l WTH, CO NOApLLKA Ha MOjOT COBET 3a OTKYNU,
KynuB HEKONKy Aena, WTo BO ocHoBa 6ele MHory 4o6po,
UMajKku rv npegsug 6pojHUTE KPUTUKK WTO ja npocrneguja
nanoxo6ara. OcobeHo cym 3a7j0BOMEH WTO Kynus aeceT
Aena WTO AgeHec ce Haoraat Bo MysejoT Ha Adpuka u
OkeaHuja, buaejkn cym curypeH geka so LieHTapoT XKopx
Momnuay HUKOj Hemawe ga rv u3noxyesa. Mucnam ucto
Taka geka uMatlle Hekou fiena o NoscKu YMeTHULUM, HO He
Ce cekaBaMm Janv jac rv Kynve Unuv rv 3aTekos. Ha umurarta
He ce cekasaM. BCyWHOCT NocTojaHo ce uHTepecupas 3a
YMETHOCTa BO HEKOralwHUTe KOMYHUCTUYKKU 3eMju, HO He
cTaHyBawe 360p 3a Hekoja nocebHa OTKyMHa NonuMTUKa.
Wrba Kabakos, Ha Np. MHOry Me UHTepecupalue u o4 Hero
KYnuB HEKOnkKy paboTw.

CA: 3a gena of Koj nepnog ctaHysa 360p: npej 4a ctaHe
nosHar Bo CA4 nnn noroa?

X-UM: MHory nopaHo. Jac My ja HanpaBuB npeaTa
camocTojHa usnox6a Bo Espona, Bo Kunsthalle Bo BepH,
80 1985 rogvHa. [lojaoa Kacnap KenuHr n gpyru ga suaar
panu e gobap unu He. Moxam aa kaxam geka 6eB ropg
WTO ro NpoOMOBMpaAB, WTO ro oTkpuse. W3noxbara bewe
npeHeceHa s8o [lucengopdp, notoa Bo Mapcej. MNoyHa aa
cTaHyBa NO3HaT W NO HEKONKY roAvHW ro nokaHysaa W
Apyru 3emju , a uanarawe v Bo Hbyjopk. Y4yecteyBalwe Ha
rpynHu n3nox6u BO NOYETOKOT Ha AeBejeceTTuTe.
Bnpoyem, cé ce ogguBalwe MHOry nobp3o OTKOMKY WTO
npeasuaysas.

CA: Mucnam geka Komap n Menamug Gea Beke nonynapHu
B8O ®OpaHuywja, Nnpes [a NoYHaT NPUBaTHUTE ranepumn ga ro
usnaraat Kabakos . [lybnukata moxeLue ga gobune 6apem
efHa mana npercrasa 3a COBpemMeHara pycka cLeHa.

X-UM: Komap n Menamug usnaraa so 1986 roauHa Bo
My3ejoT Ha AekopaTUBHUTE yMeTHOCTU Bo [lapwua.
Mpukny4vyBarseTo Ha KabakoB , N0 HEKOSNKY TrOAVHWU, U

NPoLWKXPpK pamKUTe Ha Taa CTecHeTa npeTcrasa U cMeTam
fieKka of} Toa BpeMe UHTepecuparbeTo 3a YMeTHOCTa Ha
6uswata CCCP nocTtojaHo pacTewe.

CA: [la ce Bpatume Ha Bawara my3ejcka kapwepa. Janu
no uanoxb6ara Ha BonwebHuynTe Ha 3emjata ofny4nsTe
Aa ro Hanywtute LleHTapot Xopx lMomnugy v 30wt0o?

XK-UM: He, Toa He bewe [o6pOBONHO oaetse. Kako u cute
Apyru aupekTopu-pyHKUymoHepu Bo ®paHuunja, umas
AOroBop Ha Tpu roauHW. Ha moe ronemo xanere no
WUCTEKOT Ha Tue roauHu He Mu ro obHosuja maHaator. Ce
pasbupa geka He aojaos Bo MysejoT ga npasam nporpamMa
camo 3a Tpu roguHu. LLITo moxxe aa ce Hanpasu 3a TONKY
Kyc nepuog: Aa ru uHanusmpam nporpamute Ha
NPeTXoAHNOT AVPEKTOp, Aa Hanpasam MocTaBka, HeKou
oTKynn? Toa 6ewe 3a MeHe (hpycTpupadka cutyauuja.
MowuTe ogHOCK CO MUHUCTEPOT 3a KynTypa XKak JlaHr He
6ea fobpwu 1 Toj He ja pa3bpa MojaTa KynTypHa NonuvTuka.
Bo 1990 ro HanywTue LieHTapoT MNomnunay v ce 3acatus co
ynpasyBare Ha Chateau d'Oiron, wTto Mu bewe
nNpeanoXeHo o4 MUHUCTEPOT. Ja nocTaBvBe Konekuuwjata u
no YeTUpU rofuHK ja Npee3eaoB hyHKuMjaTa ANPEKTop Ha
MysejoT Ha Acppuka n OkeaHuja, Koja no BTOp nat muv belue
npegnoxexa. MpsuoT nat ja oabwus, 6ugejkn MysejoTt ce
Haofalwe BO KaTacTtpodanHa coctojba. Cera ja npucartus
noHygarta nog Asa ycnosu: fa Hanpasam nporpama 3a
N3n0X6M NOLWMPOKO 07 athpuKaHCKO-OKEAHUCKOTO reTo u
Aabuae BocrnocTaBeH KOHTaKT co My3ejoT Ha YOBeKOT, 3a
[a ce Hanpaewv efjleH eAUHCTBEH. Toa ce Cny4v MHory nobp3o
04, TOa WTO NnaHupas, OAHOCHO BEKE € HanpaBeH KOMUTET
Koj paboTu Ha peanuanpareTo Ha oBaa uageja

CA: Moxete nun ga npegBuanTe Kora Ke ce oTBOpPM 0BOjf
my3ej?

X-UM: HajsepojaTHo TOj npouec Ke no4He Habpso.

CA: flanv npomeHarta Bo nonutukara Ha MUHUCTEPCTBOTO
3a KynTypa MoXKe ga ja cronupa peanusayujata Ha oBoj
MpPoeKT?

X-UM: 3a xan Toa 3aBucu He camo og MuHucTepoTt 3a
Kyntypa, Tyky u og lNpetcegatenot Ha Penybnukara,
6uaejkv NpBMOT BO OCHOBA ja criegn nporpamara Ha
BTOPUOT. MOXXHM Ce NPOMEHWN N U3HEeHaZyBarba.

CA: [loarame nu fo npawarerto 3a noBp3ysare Ha
YyeHTpUTE CO nepuchepujata Ha crydysarara BO
ymetHocTa?

X-UM: Bepysam geka aeHec cé noseke Tpeba ga ce Mucnm
Ha uaejaTta 3a UeHTapoT 1 nepudepujaTa Koja cé no4ecto
ce BK/y4yBa BO MpexaTa Ha 3anagHuTe 3emju, ocobeHo
Kora ce 3Hae geka Hbyjopk He ro uMa noBeKe oHa MecTo A0
npea HEKONKYy roAuWHW BO OA4HOC Ha nasapoT Ha
YMETHUYKWUTE Aena , BO CMUCNa Ha AUKTUparbe Ha LeHuTe
1 TPEHA0BUTE BO JIMKOBHUTE YMETHOCTU. 3ab6p3aHnoT putam
Ha WMPEeHeTo Ha MHhopMaLUMmUTe BO CUTE HACOKM U (hakToT




WTO yMETHUUMTE, OpraHn3aTopuTe Ha M3noxourte u
KycTocuTte natyBaaTt MHOTY, Bnivjae Ha Toa OBMe HewTa aa
ce cnydysaaTt peyucu Hacekage. [loara 4o gecemvHaumja
Ha mMecTata v 3aToa Hema noeseke nogenba Ha ueHTap w
nepudepyja. OBaa Wema Moxe fa ce annuuupa Ha yenara
nnaHeTa v He MoXe MoBeKe [a ce peye Aeka yMeTHocTa
ce cny4yBa camo BO 0Ape/ieHN LeHTPU, TYKY Ha MHOry MecTa
€AHOBpeMeHo, O1aejKu 1 ApyruTe 3emju UMaaT Npaeo aa ja
npocnefart HUBHaTa BU3yenHa napasHocTt. CornacHo Ha Toa
KONKy OBWe M3Pa3HOCTM Ce KpeaTUBHM, Hue Tpeba ga um
00pHyBame BHUMaHWe. Bo CnpoTVBHO Ke 6uaeme npuHyaeHu
Aa ocTaHeMe CBPTEH Camo KOH cebe camuTe, LWTO Ke buge
Hajronema katacTtpodha. Ho He Bepysam feka Ao Toa Ke
Aojae, uaejkn 0TBOpParbeTo € BEeKe OCTBApEHO Ha HEeKoj
Ha4yvMH BO My3ukara, TeatapoT W nuTtepaTyparta. Bo osaa
CMUCIa NIMKOBHUTE YMETHOCTU CE PEeTPorpagHu v Mucriam
AleKa aKo ce NnomvHe of efjeH cUcTeM Ha MoHooHwM|a (ako
TakoB NOCTOM) BO efleH BUA Ha nonudoHuja Koja 1
£03B0NYyBa Ha CeKoja KynTypa Aa ce NpeTcTasu CO CBOjOT
nocebeH cuctem Ha pedepeHum, 6e3 aa buae npuHyayBaHa
nocTojaHo ga ce pecepvpa KoH 3anag, KOH BOAEYKUOT
mMoAen, TyKy fja ce CTPeMU KOH efeH KOXEPEHTEeH CUCTEM
KOj MMa Mpaso Aa ce u3pasyBa Ha BU3yeneH nnad, aeka
cuTyaumjaTa Ke ce npomeHn. Ha npumep cera 8o Adppuka
“Ma NpoMeHa Ha CUCTeMOT Ha pedepeHLM, KOj 0BO3MOXXyBa
ajeksaTHa Banopvsauuja Ha HewTara.

CA: Kaksu kputepuymmn Be pakosogea npu nabopoT Ha
yHecHnynte 3a manoxbara BonwebHuynte Ha 3emjara?
Vimam Brie4aTok geka cenak He MOXesBTe ja ja 3aobukonar
€BPOIMOYEHTPUYHOCTA U MOXE6U, rpeLuam?

X-UM: Toa npawarbe MHOrymmHa Mu ro nocrasysaart. Co
KakBuU KpUTEpuymMu MoOXXaM Aa OueHyBaMm, OCBEH CO
KpuTepuymuTe Ha mojata KynTtypa? He moxe novHaky. Bo
WAHWHA Ke uma u3nox6u Ha opraHu3aTopu og Apyru
KYNnTypu u TUe Ke cenekTupaaTt COrfacHo cBouTe
KpuTtepuymu. Bo 1994 co efeH moj konera B0 ApanckuoT
MHCTUTYT paboTesme Ha usnoxbarta AgppukaHcka cpegba
(Rencontre Africaine). CakaBme Aa Hanpasume croj mefy
Jyrot Ha Caxapa u 3emjute Ha Marpe6. N36pasme asajua
ymetHuum, Manven og JyxHa Caxapa n ®apug ben og
Mapekew . Cekoj oa HvB Tpebale Aa naTysa BO 3emjaTa
Ha ApyrvoT 3a ga HanpasaTt uabop Ha 10 asTopm.
PeaynTaTtoT nokaxa fieka T1e Hanpasuja pe4ncy UcT usbop
KaKoB WTO U jac Hanpasue 3a BonwebHuyuTe Ha 3emjara.
Toa 36opysa geka He Tpeba Aa ce o4yekysaar ronemu
pasnuku BO Banopusauyujata unv oHamy KagewTo ce
jaByBaat ronemu pasnuku, Tamy ce uanerysa of nonerto
Ha ecTeTMkarta. Kako kora ce pasroBapa CO HEKOj
TubeTaHCcKu Kanyfep unu Byay og BeHuH, oAHOCHO Kora
Hauaysame Ha 3aTBOPEH CUCTEM Ha PenuruoaHu unu 6uno
KakBu TBpAW BepyBarba. Bo nocnegHuos cnyyaj Bnerysame
BO HEKOj ApYyr AOMEH Kora BWUCTUHCKWOT pasrosBop Wnu
AvjanoroT e MHory Texok. Kora goaram Ao rpaHuuuTe Ha
npawarbara, He 3Ham Aa KOMyHULMPpaM U MOBEKe He MOoXam
Aa nHTepdepupam.

otervie T,

CA: 3apem 0TKako MOZEPHM3MOT ro OTBOPYM MONMETO Ha
MOXXHOCTUTE 3a Bapare HOBU (hOopMM BO fIMKOBHATA
YMETHOCT, 1 H1E He BHecyBame rocTojaHo HOBU KpUTEpUyMn
BO HalMOT CUCTEM Ha OUEeHyBare KOW cTaHysaar
MHTerparsneH gesl Ha ecTeTCKUTe KaHOHU?

X-UM: Ce cornacysam, # BO Taa cmucna, kora Mukaco ro
npuhaka Ha4MHOT Ha NpeseHTUpare Ha OKOTO CO LeBka
Wnu Ha ycrtata co UunuHaep, Toj uanerysa of MecToTo
npeasuAaeHo 3a okoTo/yctaTa u ynotpebyBa 3Hak, Koj He e
noBeKe Wy3MOHUCTUYKA NpeTcTaBa Ha nosHaT gen of
nuyeto. Bo HeroBuoT cny4aj nmame paboTa co ecTeTcku
3aKOHUTOCTU KOM HeMaaT HULWITO 3aefHU4YKO CO Toa WTOo
Hue ro 3Haeme Bo EBpona o peHecaHcaTta HaBamy. Osaa
ynotpeba Ha Apyr CUCTEeM Vis a Vis NOCTOeYKUOT, MHULMPa
cuTyauuja Ha NnocToere Ha NoBeKe PasfuyHu CUCTeMU
3aefjHo. M oHa WTO co3aaBa TEWKOTUM € KOMMEKCHOCTa
Ha cuctemuTe, KoM Ce HaTpynysBaaT, ce MelaaT U Kou
nocTojar Kako strata differentes cozgaeajku hpyctpauyum u
npobnemu Kaj ucTopu4apuTe/KpuTu4apuTe Ha yMeTHocTa.
Mopagu cnoxeHocta Ha CUCTEMUTE, HEMOXHOCTA Aa ce
AudepeHumpaaT yMeTHULUMTE Ha efeH reHepaneH HauuH
CorfiacHo efHn eIMHCTBEHW MpasBuna, TewkKo Mu e Aa
360pyBam 3a HeKoja Teopuja Ha yMEeTHOCTa 3acHOBaHa Bp3
HEeKakBU OnNwTKM npasuna. MIMarnHapHuUoOT My3ej Hu
OBO3MOXW fa MHTerpupame M3BECHU KPUTEPUYMMU
HEeno3HaTu 3a nNpeTxoAHuTe reHepauun. W 3aroa cute ce
U3HeHajuja Kora pekoB feka 3anagHuTe v cute Apyru
YMETHUUM 1 cenekTupas Bp3 H6asa HA egHu U UCTU
KpUTEepUyMu.

AKO Ha Npumep 3a Bpeme Ha MOjOT HEKOJTKYAHEBEH NPecToj
BO MakefoHvja ce pewam Aa nocetam HeKou yMeTHULW
Tpeba fa umaTte npeaBuA AeKa MHOry Manky 3Ham 3a
MakegoHckaTa KynTypa, a ja3ukoT He ro nosHasam. Ce
pasbupa geka umam Hekoja onwTa uaeja v ce obuaysam
4a ro pasbepam UCTOPUCKUOT, NONUTUYKUOT, COLUMjanHUOT
1 EKOHOMCKMOT KOHTEKCT. [loceTyBaM HEKOU YMETHULIA U
KOHTEKCT U Lenara HUBHa KynTtypa Mu ce HenosHaTu. Ce
obupysam aa KoMyHuumpam (a u jac 1 Tue 36opysame
0L @HrNIUCKY ja3uk). AKO HEKOj off HUB Me 3auHTepecupa
cnopej OHa WTo MW ro packaxysa, ce obugysam ga ro
CcTaBam BO KOHTEKCT, ja BKNy4yBaMm Mojata umarvHaumja u
BO eAeH MOMEHT MojaTta MHTyuuuja BO OAHOC Ha OBOj
YMETHUK ro NoBp3yBa OHa LITO BEeKe CyM ro BUAen, ro aHam
1 paboTuTe nocrteneHo ce ocmucnysaat. ma egHo
npawarbe WTOo MocTojaHO CY ro MocTaByBaM: ako OBa ro
oaHecam Bo ®paHuuja, ganv dpaHuyyckaTa nybnuka ke ro
pasbepe, 6e3 ga ce nuLyBaaT TEKCTOBW 1 6e3 o6jacHyBar-a,
Aanv Toa ce NoBpayBa co paboTw LUTO Ce BeKe anconBupaHu
1 ,Bp3 6a3a Ha ceTo Toa, jac ognydysam. cToTo ro npasam
n Kora cym Bo Adpuka. Nako mery acdpukaHckaTta u
MakegoHcKaTa KynTypa MMa ronema pasnuka, MojoT
npucran e uageHTu4eH. Kora cym Ha nvue mMecTto ce
obuaysam KOIKy LUTO € MOXHO MOoBeKe [Ja Hasnesam BO
KanutanHute HewTa, ja npes3emam pabortarta Ha
eTHonorot. Cu Benam peka Tue paboTum mopa aa
npeHecyBaaT HeKakBW Mopaku U ako ycrneam HUB Aa v
no4yBcTByBam, Toraw ce obugysam Aa rv npeHecam BO
Apyra cpeguHa, Bo EBpona u cn.
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CA: bu cakana pa Bu npeHecam Hekou  Mou
pasmucnyBara, a U Ha HeEKoM MOU Koseru Bo BpPCKa Co
Bawerto npegasare Bo MCY. Vimame Bne4yaTok geka cre
BO rnoTpara Ha HEeKakoB HOB eraoTu3am.

XK-UM: HaBucTrHa He ogam no cekoja LeHa Bo notpara no
HEKOj ancTpakTeH, reHujaneH UM MHTepeceH YMeTHUK o4
Hekoja paneyHa 3emja. Ho Kora Ke cpeTHam Hekoj Koj
HaBUCTWUHA Ce TPyAW U e CWUIMEeH, NOMH CO eHepruja, ro
npenosHasam BegHaw u ro npakam Bo [Mapu3. Hema Ha
npUMep HUWTO NOEr30TUYHO Of CIIMKa CO MNecoK Ha
aBcTpanuckute AbopuyuHn. Puyapg JloHr npe pede geka
61 6UNo OANUYHO U Kaj Hac Aa rv npukaxkeme. M 3owTo ga
He ce npuKaxaT Aena WTo rv cosgane nyfe Kow, cé ywre,
ynoTpebyBaaT egeH 3a4vyBaH popmaneH apxeTtun
NPOHUKHAT CO BUCTUHCKO PENUrno3HO HYyBCTBO. Er30TuamMoT
Me Tepa fa ce cmeam 3awTo U jac ro bapam ersoTusmoT
Hacekage. M Bo aTenjeaTta Ha ymeTHuyute Bo Ckonje He
cakam fa Hajaam Hekoj YMEeTHUK LUTO MoXam Ja ro sugam
n Bo ®paxuyuja. Bo MNMapua ucto Taka 6apam HewTo Apyro,
W3BOPHO, He ro 6apam NoBTOPYyBareTO Ha MOAENOT LWTO
BEKe ro 3Ham.

CA: He mucneB Ha eraoTuaMoT CO HeraTtuBHa KoHoTauuja,
TYKY Ha yMETHUKOBaTa MHTy1Uuja 3a Apyroto, buaejku nmam
BreYaToK geKka ymMeTHocTa BO 3anajHa Espona ocobeHo
BO geBefeceTTuTe fokaxysa 3Haun Ha UCTOLUTeHOCT U
ucypneHocT. Moxxebu Balumte n Cim4HNTE HacTojyBara ,
co3jajoa egeH HoB AyX, Apyra nyncayumja, Hos guHamm3am
Bo EBpona. Bue ja no4yscTByBasTe roTpebara of npomeHa
u 3aToa Be cmeTam 3a YOBEK KOj rv aHTuyunupa Hewrara,
WwITO € 3Ha4yajHo 3a ymetHocta Bo Espona u Bo CAL.

X-UM: Bu cakan pa ja aprymeHTMpam noseke Bawarta
KoHCcTaTayuja. YwTe of noyeTok, a ocobeHo BO
cepgymaeceTTuTe 1 nogp)Kyeae noctojaHo [laHnwen Bupax
u Kpuctuan BontaHcku. [leHec Tue ce MHory rnosHatu u
3Ha4ajHu asTopu. MoToa UCToTo ro Hanpaeus 1 co Kabakos.
MHory Mou koneru mu 3abenexysaa 30LWTO NpUKaxXysam
camo eiEH PYCKV aBTOP HAMECTO rpynHa nanoxoa Ha pycku
COBpPEMeHM yMeTHUUW. Jac geunaHo 3actaHae 80 oabpaHa
Ha KabakoB 6ugejku TOj € MHOTYy CHaXeH YMeTHUK U
Tpebalwe ga 6uae npukaxaH. Mcto kako kora 6u Hawon
HEKO] TakoB yMeTHUK of Yukaro. Be3s paanuka 3a Koj
TBOpeLl cTaHysa 360p, aKo TOj CTOM Ha BMCOKa nosuvuuja,
Toraw umam notpeba ga ro npukaxkam. He 6u moxen aa
npeTcTaByBam ymeTHuum og MictouHa EBpona o Hekaksu
CeHTUMeHTanHu nobyav nopagu Toa WTO npousnerysaar
04 eAeH KOMYHUCTUYKN, NMTMMUTUPAYKN PeXUM, KOj cera ce
0oTBOpa WM 3atoa WTo e 6naropoAHO M MOXenHo ga ce
HanpaBu HewWTOo 0f XymaHutTapHu nobyauw. 3a ga ro
usberHam Toa npasam CaMOCTOjHU U3NOXOU Ha yMETHULMTE
LITO MY cMeTaM 3a 3HadajHu. Bo oBaa cmucna pasrosapas U
co Kacnap KenuHr, CusaH Maxe n Xungerapa Lajr. Cute
TUe ce COMHeBaa Aeka Toa Ke oau, 0cobeHo 3artoa WwTo
nocTojaT jasuyHu 6apujepu. im pekos aeka He cym ybeaeH
BO TOa ¥ NOKPaj Toa WTo Aenata 6ea npocnefeHn co MHory
TEKCTOBM KOV MOXea Aa ce npeseaat. Kora ru BugoB
Aenata BO MOCKOBCKUTE aTerbea, a Mefy HMB umalle

HaBMCTUHA MHOTY CHaXXHW OCTBapyBarba, 3akny4us Aeka
Tpeba camo aa ce pasbepe ocHoBHaTa uaeja, a notoa fga
ce npesBefaT TEeKCTOBUTE 3a fja ce Hasnese BO CywTuHaTa
u chuHecuTe. Kora ce paboTu 3a CUHTETUHKW, CUNHY dena
BO KOU € coAgp)KaHa efjHa CynTunHa KpuTuka Ha pyckoTo
ONWTECTBO, MOXXE MHOTY NECHO Aa ce pasbepar v gpyrute
pena. [lokaxas geka Toa HaBUCTUHA (PYHKLUMOHMPE, HO U
nonuTUYyKaTa cuTyaumja MHOry My NoMorHa.

CA: 3a ymeTHuynTe o4 UCTOYHUTE 3eMju M CIINYHUTE Ha
HMB BO Uenara oBaa cuTyauuja uma u egeH MOMEHT Ha
cpeKa u 3a Toj LUTO OTKpMBA M 3a TOj LUTO MOXe fa buge
oTKpueH. Cenak, umam Brne4YaTok [Jeka Bo oBaa cmucna He
MOCTON CUCTEM , OPraHN3nNpPaHo UCTPaXKyBare.

X-UM: Ima BucTuHa M BO TOA, HO Tpeba Aa ce uma npeasuj
AeKa W Ha4yuHuTe Ha naTyBare cTaHysaaT cé
noeAHOCTaBHMW.

CA: EpHoctaBHO u3rnegaart of cTpaHa Ha ejeH
3anagHoesponeey. Of Halw acnekT wu3rnega pgeka
npoyenoT cTaHysa nognabok, Jeka eKoHOMCKUTe baprepu
rv 6/10Kupaart cute gpyru HavynHu U MOXKHOCTH.

X-UM: [la, 3Ham aeka e Tewko. Ho 6u ce BpaTnni noBTOPHO
Ha BaweTo npaware 3a AnjanasoHoT Ha cenekuujata Bo
BonwebHunynte Ha 3emjata. 3a n3bopoT Ha 3anagHuTe
ymMeTHUUM 6elwe MHory jacHa metogonorujata. Mefytoa
MUCNEB U HA YMETHULM KOU ce poaeHu Hagsop oA Espona,
HO Ce MHTerpupaHu BO HejauHaTa KynTypa.

CA: Kako Ha npumep Anuu Kanyp?

X-MIM: He, Hero He ro BKNy4YvB Mako TOj ce passuBalie
[06po 40 M3BEeceH nepuopd, HO Hekage okony 1988/89
HerosoTO Aefio Kako Aa noyHa Aa crarHupa. Bkny4qus v
asTopu og TMnoT Ha Mwupanpa. HeroBuTte 4yaecHu
aHBUPOHMaHW, 06jeKTy, 6ou n TekcTypu og JyxxHa Amepuka
HaBuUCTMHA MU narnegaa MHory so3byanuso . oToa
YMETHUUM Of TPEeTUOT CBET, Of HepasBueHuTe unu o
3emjuTe KO BOjyBaar (Mako Toa e HeLTO MHOrY NPUBATHO),
Hekou boraTu ymeTHUUM ( Ha np. o4 Hukaparea, Ho Toa , ce
pasbupa, He ro Hanuwas BO TEKCTOT), YMETHUUKU CO
NONUTUYKKN aHraxman u cn. Ete Ttoa 6ea grosso modo
MOTMBWUTE KOW Bnuvjaeja Ha MojoT usbop. YwTe HewTo:
Mmalle NIMYHOCTU Kako Ha np. Jlyna Bypxoa vnu HeHcu
Cnepo Kou He Bnerysaa BO OBME KaTeropuu, HO Apyru
MUCiea [eka Ce TOa XEHW - YMEeTHUUM Kou He Tpeba aa
6uaat uszemenun oa usnoxbarta v Ha TOj HA4YMH eBpo-
amepuKaHCKMOT u3bop cTaHa NpUnMyHO obeme.

CA: Kou 6ea Bawunte copaboTHUM Ha OBOj MPOEKT?

X-UM: Bo no4eToKOT HE cakas ga vumam copaboTHUUM,
noTtoa co3aagos efeH komutet. 3aegHo paboTesme,
OWCKYTUpaBMe, Mmalle OANUYHW pacnpasu, HEeKou ce
avctaHyvpaa. Ho Mek ®peHcuc ctaHa Moj HajaHaqaeH
CcopaboTHUK.




CA: fann paboresre gupekTHo co YMETHUUNTE, Kako BO
cny4ajor co Chéateau d'Oiron?

X-UM: Cekoraw pabotam HenocpegHo co yMeTHuuuTe,
“ako Hekoraw ce jaBysaaT NpobnemMu CO HEKOW 0f HWB.
fenata ru nsbupam Bo AupekTeH A0roBop, a He Bp3 6asa
Ha AOKymeHTauwja unu hoTtorpachum. AKo jac He cyMm BO
cocToj6a Toa Aa ro cTopam WM ja npenywTtam Taa 3afada
Ha MouTe copaboTHULM.

Cekoraw ce Tpyaes fa ja 3anasam aBTEHTWYHOCTA Ha
YMETHUKOBMOT KOHTEKCT M Ha MaTepujanoT co Koj paboTu.
Taka WTo Ha u3noxbaTa cexkoj 0A NoKaHeTUTe ro Aobusale
Toa WwTo ro 6apa, 6uno Aa e Toa NPoCcTop UK maTepwjan 3a
n3senba. MsberHysam Aa Hapadysam nnaTHa WTO Tue
Tpeba Aa rv u3paboTar 3a MeHe W jac egHOCTaBHO Aa v
3eMam 3a uanarare. Ha Toj HauuH, Ha npumep, ycneasme
Aa Hanpasume Uena eaHa Kyka 3a [lebene - yMeTHUK of
AdbpuKa (BCYLIHOCT PEKOHCTPYKLMja Ha KyKaTta BO KojaluTo
TOj XuBee), Koja NogouHa LenocHo ja pactypueme, He
obuaysajku ce fa ja 3avyBame Kako MYy3€jCKWU eKCMoHar.
Moxe6u Toa oa Moja cTpaHa 6ea eKCTpemHu 6apama, HO
ApXeB [0 Toa Ja ja 3ana3aMm aBTEHTUYHOCTA Ha
YMETHUKOBMOT jasuk. Of Moja cTpaHa ucToTaka Hemalle
matepujanHa ekcnoatauuja, uako UMale CyrecTiu ga ce
npogdasaart Aenara u Ha HUB Aa ce 3apaboTtysa. Ho Toa um
ro NpenywTB Ha camnTe yMeTHULM KOW caMu rv npoaasaa
CmeTasme (jac n MouTe copaboTHULM) AeKka aKo ce nojasu
MacosHa nobapysayka Ha OBMe Aena M ako Tue ce
KoMmepuujanuaupaar, Aeka Toa Ke 6uae BUCTUHCKA
KaTacTpocpa. 3aToa Ha CeTo Toa My AagoBMe efeH
nocnokoeH Tek. Mimawe egHa mana ranepuja 8o Mapus koja
3acTanysalue HeKOnKy apukaHcku ymeTHuum. Ho cute
YMETHULIM KOW M 3Ham U BO KOWULLTO BepyBaB cera uanaraar
Ha CBETCKWUTE NMMKOBHU 6ueHana.

CA: Koj 6ewe Hajronemmot marnoHum4ap Ha Bawara
nanoxba?

X-UM: (cmeerse) TokygaTea Hanpasu e[Ha BU3UT-
KapTudka Ha kojawTo nuwysaiue: TOKUDATVA - Magicien
de la terre, wro ja genewe Ha cute. EgHa pa6oTa e na ce
360pyBa CO e4eH yMeTHUK, a Ce BUAW HeroBoTo A4eno, HO
no usnoxbara 4ecTo HU Ce cnyyyBalwe M Hekoe
U3HeHafyBarbe, Heo4ekyBaHa cutyauuja. He moxe cé paa
ce npeasnan. Ho ga ce spatam Ha BaweTo npawarse.
Oco6eHo cym TporHaT o CMKapcTBOTO CO NECOK BP3 3emja
Ha ascTpanuckute AGopuyuHu. McToTo ce ogHecysa v Ha
WHAMjaHCKUTE HaBaxo yMeTHUUM, KOU rv MokaHue Aa
uanaraat. Mako ce cygpysam cO oApeaeHW ecTeTCKM
npo6riemu, Me hacuMHUPa HUBHUOT NOBPLUMHCKW HAYMH Ha
CrvKakbe, ryctuHaTa Ha cnukarta, bugejku paboTaT co
MArMEHTH, OCOGEHO LIPHUOT, KOj HE € 0BUYHO LPHO, TYKY
€AeH BUA Ha (POKYC, WTO @ HeLTO CoceMa PasnuyHo op
OHa WTOo ro 3Haeme Ha 3anag. Waejata 3a echemepHocTa
CoOnwITeHa Ha HMBEH Ha4MH MW U3rnegaile UCTo Taka
3HavajHa. Toa ce pasnukysa 0/ OHa LITO HU @ NO3HATO 07
BOOOM4AEHOTO pelwaBare Ha UHCTanayuuTe wu
aHBMPOHMaHUTE Kaj Hac , Kou ce npaeat camo o NoBoj Ha
Hekoja u3noxb6a. MuHoBHOCTa, hparunHocTa Ha
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MartepujanoT co Koj paboTaT oBue yMeTHULM (MepmepeH
npas, TpaHCNapeHTHOCT Ha MecoKOT U Cfl.) WTO noToa
“34e3HyBa, co3fjaBa ejHa MHOry HeobuyHa cuTyaumja, WTo
€ BO Cyaup co uaejata Ha 3anagHUOT HOBEK KOj CTPemu
KOH UBpCTUHaTa, TPajHOCTa, YyBareTO, KOH3epBUPaHbEeTO,
Koja BO ocHoBa e ao6pa. Ho jac Bu 36opyeam 3a eaHa
cocema novHakea ceHsauwja Koja MHOry Me Npusnexysa u
Koja cé noseke ce HaMeTHyBa W Kaj Hac

Toa e eeH enemeHT Ha KOHTeTeKcToT. CromeHaTaTa KyKa,
Ha np. Ha [lebene WTo ja peKOHCTpyupasmMe 3a uanoxoéara
He e OHaa ucTaTta BO Koja Toj XXuBee, UMa pasnunku, Ho cenak
HOCM HEWTO aBTEHTUYHO. [IMPEKTHOTO Hej3auHO
PEKOHCTpUypar-e Ha nuuye mMecTo, paboTarta co MatepujanoT
Ha camaTta uanoxoba cosfgasa HOBa AWMEH3Wja. AKO
3ememe npegsuj genata Bo mysewte Bo CA[l u Espona,
OCBEeH 3anagHarta ymeTHOCT u oHaa og CA[l, cuTe gpyru
Aena ce HagBop 04 KOHTEKCTOT. Manky fena vuma kowu ce
cneyuwjanHo npaseHu 3a MysenTe.

CA: Ha usnox6ara paboresTe BO TecHa copaborka co
astopute?

X-UM: HactojysaB fa o6esbepam 3a CeKoj YMEeTHUK
noce6eH NpocTop, UMajK1 NpeaBua Aeka Ha HajaHa4ajHuTe
“m Gelwe AazeH noronem npoctop. MHTepecHo e aeka ce
jaByBaaT pasHoBMAHW Hapaywm, Bo Kou Tpeba Ha nocebeH
Ha4vH fa ce Haenerysa, fa ce copaboTyBa U pasrosapa co
yMeTHWUuTe 3a HUBHATa npukasHa. Me uHTepecupa ga
paboTam co yMeTHULMTE Ha cneywjanHu Npobnemu.
Mucnam geka Bo My3euTe 3a coBpeMeHa yMeTHOCT, Tpeba
4Aa nocTou u oagen 3a eTHomMoruja, KaaewTo 6m ce
pac4ucTysane ogpefeHu npawarba. Mma egHa cutyauuja
Kora mouTe Koneru usbupaat gena UCKNYHYUBO MepeHu
COrnacHo HUBHUTE 3anagHu Koaosu . Mo nabupaar oHaWTo
“M € NO3HaTO M LWTO € BO BPCKa CO 3anagHaTa KynTypa.
Jac umam manky nogpyr npucran. Ha np. ro no4YuTyBam
Ha4YMHOT Ha paboTa Koj AGOPMUMHITE KO ro NpakTuKyBaaT
ywTe o4 CBOUTE NPeTun 1 He cakam Aa ro MeHysam.

CA: Kaksa e o6pa3oBHata CTpyKTypa Ha oBMe ymetHuyn?

XK-UM: A6opuumnHuTe og ABCTpanuja ro Hemaat HaweTo
nosHasarbe Ha yMeTHOCTa HO Ce YyAecHO MOBP3aHu CO
HWBHaTa Tpaguuuja BO YMETHOCTA, CO HUBHATa penuruja,
CO KaHOT U 1 BO OBaa cCMUCNAa UMaaT TeMEsTHO 3HaeHe 1
HYBCTBO KaKo CeTo Toa fa ce Npucrnocobu Ha couujanHmuoT
W KYNTYPHWOT peanuTeT. 3a Xarl, NocTojaHo Ce jaByBa HeKoj
Koj ce o6uaysa aa ru TpaHchopmupa. BeywHocT | Ha HeKOoj
Ha4vH, 1 Tve camute ce meHysaat. Cekoj aobap cnukap
Haofa HajCOOTBETEH HauMH Ha CrojyBarse Ha CBOjOT KOpeH
CO akTyenHarta cuTyauyuja, cam goafa fo Hajgobpara
conyuyuja 3a concTeeHa TpaHcgopmaumja.
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CEKABAHA HA NYBAPLA N MASEB:

nnn o noBog U3JI0XBATA
GENESIS BO MCY, CKOrJE

MNetap Ny6apaa, Kopuga lll, 1955, macno Ha nnaTHo
Petar Lubarda, Corrida Ill, 1955, oil on canvas
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Bo katanorot Ha usnoxbara Genesis, ogp>xxaHa
BO anpun-maj 1998 roguHa Bo MCVY, HejauHWOT asTop Ha
TEKCTOT BO KatanoroT, Corba Abaymnesa, ykaxysa: “Gensis”.
KoHBepreHuymja Ha 6MCKOCTU U pasnuKu BO CIIMKapCTBOTO
Ha MNeTap Mazes v MNeTap Jlybapaa (o4 36upkute Ha MyaejoT
Ha coBpemeHaTa ymeTHocT)". 3a ga npeuusupa noToa
fAeka:"Temarta Ha reHesaTta € 3eMeHa Kako OCHOBHAa NvHWja
Ha Bp3yBatbe, BO hyHKUMja Ha meTacopa Ha parareTo Ha
cnvkarta U Ha CBeTOT BO Hea. KopucTeHu ce genarta of
36upkuTe Ha MysejoT Ha coBpemeHaTa ymeTHocT Bo Ckonje
(Mysejot uma BkynHo 52 gena op Jlybapaa, 24 gena oj
MaseB), CO UCKMY4OK Ha HEKONKY CIIUKX BO CONCTBEHOCT Ha
cemejcTBOTO Ha Mases. M36opoT ru anctpaxupa
reHepauucKuTe pasnuku 1 pa3nMyHoTO BpeMe Ha co3faBatbe
Ha fgenara: ognydyBadku ¢hakTtop e camarta cnuka
ycorniaceHa co NpeanoXeHNoT TeMaTCKU KOHTeKCT".

BakBo npeTcTaByBare Ha fBe NUYHOCTH CO
nocebHO 3HaYere 3a NMKoBHaTa yMeTHOCT Bo MakepaoHuja
nocne 1945 roguHa, rpuXnuBo € cCnNpoBeAeHo U BO
nocTaHoBKaTa Ha uanoxéaTta u Bo TekcToT Ha Comwa
Abaymvera. Jac ke ce obupgam ga ro gononHam u ga ro
NPOTONKYBaM W O HEKOW APYr HWBOA OBOj UHTEpeceH
My3€0/OLKN NPOEeKT.

Co Jly6apaa Me cBp3yBaaTt HEKOW 3HadajHu
MOMEHTW 04 co3gaBareTo Ha MysejoT Ha coBpemeHaTa
ymeTHocT. Bo netoto Ha 1963 roguHa, nocne 3emjoTpecoT
Bo Ckonje, Jlybapga vmalle camocTojHa usnoxoba so Huw.
TyKywTo UMEHyBaH1OT MHuuujaTueeH oabop 3a ocHoBatbe
Ha Manepwja Ha coBpemeHaTa ymeTHOCT BO Ckonje, 4uj
npeTcepaten 6ewe Keman Cejcyna, a cekperap jac, betwe
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ussecTteH geka Jlybapga pewuvn uyenarta csoja "HUWKA”
n3noxoba Aa ja nogapu Ha Ckonje. Jac 3a Taa yen oTnartysas
BO Huw 3a cpaeyHo ga My ce 3abnarogapam Ha Jly6apaa u
BEeKe Toral ce [oroBopuBMe 3a Herosa manoxoa (3Haum Ha
noaapouu) so Ckonje. Taa 1 6ele ogpxxaHa ucrtata eceH Bo
e/iHa oA Torall HeOWTEeTEeHUTE NPOCTOPUU Ha HEeKOoralHUOT
Pa6oTHnukn gom. OTkako 6Gewe ocHosaH, MyaejoT kako
6naro4apHoCT My OTKYNW YLITEe HEKOSIKY CIMKMW WTO jac ru
oAbpas 3aegHo co Jlybapaa. TakawTto Ckonje, cé ywrTe,
noceaysa efHa o HajroNemMuTe jaBHU KONeKUUU Ha Herosm
aena.

Merap Jly6apaa (1907-1974) sBo MakegoHuja ro
3Haeja n o4 NopaHo HeKONKyMWHATa 0Z Hawara npsa
reHepauuja WKOMOBaHN NUKOBHU yMeTHUUW. Hekon 6ea u
usnarane co Hero Ha HeKOosKy rpynHu U3noxou Beke npej
1941 roguHa. 3a npenat Jly6apaa gojae Bo MakegoHuja
3aeaHo co Muno MunyHoBuk Bo 1951 roguHa: Toraw obajuarta
Kako generatu Ha Cojy30T Ha NIMKOBHWUTE YMETHUUU Ha
Jyrocnasuja, Ha HUBHUTE MaKe[OHCKM KOneru - a no nosoj
WectraTta usnox6a Ha ANIYM - uM ru uckaxane cBouTe
BnevaToyu. Bo HapogHOPOHTOBCKMOT XKaproH Ha Toa Bpeme,
ro UcTakHane HanpaBeHWOT HanpeAoK, HO W, Cé ywTe,
roneMarta BO3ApPXXaHOCT Ha MaKeAOHCKUTE TBOPUM, KOU
Tpeba, "Kako u yMeTHUUMTe o4 ApyruTe penybnmKku, NoOCUIHO
M NOTBOPEYKU Aa Aojaat A0 u3pas BO CBOETO TBOPEWTBO”
(Anonim, O Makedoniji i izlozbi makedonskih umetnika,
Umetnost 3,Beograd 1951). A Bo uctara Taa roguHa Jlybapaa
ja npupean so Benrpag ceojata camocTojHa Manox6a, Koja
CO CBOUTE NIMKOBHM HOBWHMW: BO jaceH W ApacTu4yeH
KOHUENUUCKN U CTUNCKW Cyaup CO nocTynaTtute Ha

Metap Mases, Agam » Esa, 1980, Macno Ha nnaTHo
Petar Mazev, Adam and Eve, 1980, oil on canvas
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COUMjannCTUYKMOT peanuaam, Ke fobue CTaTyc Ha peuucu
MUTCKM HacTaH - NOYETOK Ha epaTa Ha NOBOEHOTO MOAEPHO
TBOPELWTBO BO nopaHewHa Jyrocnaeuja. OHME MaKegoHCKU
YyMETHWULM KoM Ce WKonyBaa Torall Bo benrpag (BKny4mTenHo
1 Mases) Moxene (1 BepojaTHO TOa M ro CTopune) Aa ja Buaat
INy6apguHara uanoxo6a. Toa e Bpeme (LwecTara geueHuja) kora
1 BO MakefioHWja Ke 3anoyHe W UHTEH3UMBHO Ke ce pa3BuBa
npouec Ha 0CcBOjyBarbe MOAEPHV NIMKOBHU N3pasHu CpeacTBa.
Ke ce TemenaT Ha OKONMHOCTW CPOAHU CO OHUE WTO O
noTTuKHaa u Jlybapaa; Ho U Ha ApYrv YUHWUTENW: Ha NOBTOPHa
06HOBa Ha CONCTBEHUTE NMOpPaHeLUHN TBOPEYKM UCTPaXKyBarha
BO HEKOM NpasuUy Ha MogepHaTa yMmeTHocT (MapTUHOCKuK); Ha
HWBHOTO OCBOjyBarbe CO LWKONyBar-e BO CTPaHCTBO (Jlazecku
W HW3a nomnaau yMeTHULK); co cneferbe Ha MogepHara (og
Espona go CA[l) npeky uanox6bu Bo Ckonje og npej
3emjoTpecoT. Bo Hero Jlazecku: Koj HEKONKY roAvHW npeg Toa
Bo lNapua r1 cosgage npeuTe ancTpakTHu gena u MNpoTyfep,
co 36op, nonemuyku (1954), ce 3acranysaa 3a norukara /
MOXHOCTa ancTpakTHaTa yMeTHOCT ga ce passuBa U BO
MakepgoHuja. 3Hauu, Bo Bpeme kora Jlybapaa, cé ywre, camo
YNOPHO Ce ABMXXelle BO Hacoka Ha eHO TakBo (ancTpakTHO)
NMKOBHO UCKaXXyBarbe, Koe Ke ro oCcBOM LenocHo KoH 1958
roguHa. EaHo Heroso nnatHo (‘OraH”) KapakTepucTUYHO 3a
TOj MUr KOra YMETHUKOT ro CBeAe CBOjOT MaHup Ha
CUrHUDUKATUBEH rOBOP CaMO Ha NIMKOBHUTE €NeMeHTH, ce
Hajade 1 Ha oBaa KomnapaTtusHa usnoxota so MCY. 3a aa gojae
Ao Hero, Jlybapaa npeagxoaHo (BO gena BuAeHW U Ha
cKorickata usnoxba) cé nogpacTU4HO rv npeobpasysalue
CBOUTE MOTUBU: HAJHECTO EKCNPEeCUBHO CKPOEHM




Netap Ny6apaa, Mejsax, 1960, macno Ha nnatHo / Petar Lubarda, Landscape, 1960, oil on canvas
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MeTap Mases, Mruya 8o mojot geop, 1982, macno Ha nnatHo, / Petar Mazev, Bird in my Yard, 1982, oil on canvas
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MeUTepaHCKK nejsaxkv 1 akTu, NPeTBOPajKK ja ,Kako BO
“Oran” HMBHaTa rpafa BO AWHAMU4YHO CMPOCHATM afioBo
ob6oeHv nospmHKn, Ho Jlybapaa gotoraw 6ewe cozaan v 4pyr
BU/ CNUKW. Hekou oA HUB ce naTeTU4HW u306nu4vyBarba Ha
nereHgapHu HapoAcKuW Nukoswu (Tycnapot”) unu gpamaTuyHn
N CMenu NUKOBHWU (haHTa3um Ha CeKBEeHUW 04 UCTOPUCKMK
cekasarba (‘bojor Ha Kocoso"). Baksute JlybapauHu gena
6ea npukaxaxu Ha BueHaneTto Ha Cao lMaono, co peyenuwja
WTO BepojaTHO 6elwe BPBOT Ha HeroBaTta MefyHapoaHa
npomoyuja. A HerosuTe ronemu mypanu (Bo macno) Bo
HekorawHunoT Cojy3eH nsspleH coseT Bo benrpag, ce
“kocmnyku” BU3UK, Bo Kou Jlybapaa ja AoBpLuM noeTukarta Ha
cBojaTa npea ancTtpakTHa ¢hasa (npes naTtysareTo BO
WHauja). Hekon TBOp6M Ha ckonckaTa uanoxbta so MCY,
nosTopyeam, ja geduHupaaT NepTUHEHTHO HejauHaTa
npupoga. BrpageH e Bo HuBHaTa cakTypa, npes cé,
4YBCTBOTO 3a roBOpPOT Ha camarta maTepujanHocT Ha
NUKOBHUTE (paKTu: TOj eMaHupa eaHa MepuanoHanHa cmmcna
3a 6ouTe, NONOXKEHN BO Napueny Yunja CnMKapcky rpuxxnmso
naseneHa “kopynka" coonwTysa Bu3yenHa 6nMcKOCT co
npupoaHuTe eHomeHn. HuBHMOT ambueHT e MeguTepaHoT,
efleH MOMEHT WTO yWTe NnoBeke ja cpoAdysBa NUYHOCTA Ha
Jlybapaa co Hawarta cpeguHa. Mo npectojoT BOo UHAM]a,
Ily6appaa ja pacnou oBaa KOHTpONMpaHa ekcnpecuja Bo gena
( “Mejzax“ 1960; “3eneH 3mej’, 1965) coO HECTO UMNYNCUBHO
packuHaTy NoBpLIMHW. Bo TMe MHTEH3UBHM NN TEMHO 060EHK
1 pacnoeHu napuenu, Haasnagean CTPemMexoT Aa ce u3pasu
nouHakBO 4YyBCTBYyBarbe Ha cBeToT. Eydopujata wu
XOoBujanHocTa Ha npegxogHarta hasa, ce npeTsopuna BO
HafBopeLleH n3pasa Ha JlybapavH1oT 3aHec co Uan4KuTe 1
AyXOBHWUTE npegenn Ha ganedvnunoT Mctok. Mokpaj genarta
Ha 3aeAHu4Karta usnoxoba co Mases, mypanoT Ha Jlybapaa
Bo Ckonje “Pararbe Ha esepoto’(om Ha APM, 1972) ja
CUHTEeTU3Mpa Uenarta Heroea TBopeyka cTparteruja. Ha
N3pasmnTesnHo (CUHO-3eNeH) TEMHO U AUHAMUYHO 060eH hOoH,
e gujaroHanHo cnpyXeHa thaHTacTM4Ha npetcrasa Ha
‘axgep”’. CMeTaMm feka 0BOj, MOHYMEHTANHWOT, Aen o4
TBOpewTBoTO Ha Jlybapaa uma ogpeaeHa kopecnogeHuuvja
CO MOHYMEHTaNHOTO CMKapcTBOo Ha Mases 1 Yemepcku, 4um
HEKOU TBOPOM ce n3seeHu (Bo 3a HUB KapaKTepCUCTUHHUOT
MoZepeH ekcnpecuoHusam) 8o Ckonje (Mo3anyute Ha Mases
B0 BojHaTa 6onHuya u Bo CtonaHcka 6aHka) peducu Bo
nctoto epeme. W oBoj thakT ja noTepaysBa norukara u
cMmucnara Ha oBaa 3aegHuyka usnoxoa Ha Jlybapaa u Mases
8o MCV.

Metap MaseB (1927-1993) 6ewe efeH og
MnaguTe MakegoHCKM yMETHULM KOW BO NeAeCeTTUTE roguHu
ce BKNy4yBaa BO HalWMOT NUKOBEH XUBOT. Mases ce
nsgenysatle co an4yHOTO OCBOjyBarbe Ha HAYUHUTE Ha CBOETO
6uBarbe BO CBETOT KaKO fIMYHOCT M YMETHMK. HeroBuoT ctun
Ha XXuWBEere U TBOpEere CTaHa Nokas Ha eAHO Bpeme Ha
NPOMEHW LWITO TEMEeSHO ja npeobpasyBaa WU mMakegoHckarta
ymeTHoCT. MaseB “cTUncku” ce passuBsalle Henpeasuanveo,
NPUBMAHO XaOTUYHO, HO TaKBa € fiorukara Ha fejcTByBareTo
Ha MOAEepHUOT TBOpeL;: Taka NM1kaco He NoYMTyBaLLE HUKaKBO
npasuno, N OTTYKa HEeKOW HeroBu NOAOLHEXHW CIUKMK
uarnegaar “nocrtapu” og “‘panute” “locnofnum og AsuHoH"
(1907). NukoBHWOT meHTanuTeT Ha MaseB bewe poxba Ha
EKCNpecuoHn3amoT u Ha MeaguTepaHoT, BUANUB BO
KOMOPUCTUHKMOT XKap 1 XeoHn3am Ha genaTa o4 cpegvHara
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Ha wecTTarta geuexuvja. MNMogouyHa kora Jlybapaa Beke ro
TKaewe CBOjOT ancTpakTeH xaproH, Mases ce “ckpoTu” BO
cepuwjaTta fgena co rpyxnivBo U NPOMUCIIEHO CIMKAHWU CUEHU
CPOAHM Ha MeTatun3n4KOTO CMKAPCTBO. TakeBa TeHgeHuuja
HUKOraw He ja NOoTTUKHa haHTasujata Ha Jlybapga. MoToa
Mases Haenese Bo ancrpakuujata (1961) npeky eaHoobpasHo
060€EHU CNUKK, CO UCKNYYUTEITHO CKPXXaBu UHTEPBEHLMMU BP3
HWB. Taa AOTEpaHOCT U 34PXAaHOCT BO 06NMKYBareTo Ha
hakTypara, BepojaTHO € , ylwTe Toraw, Kako v kaj Jlybapaa,
nocneauua Ha no4YnTTa KOH CpefHOBEeKOBHATa BU3aHTUCKA
dpecka. Hatamy oeaa TeHAeHuUwja Kaj Mases ce cnegu BO
cepujaTa BneyaTnMBM CNMKKU, HacTaHaTyh CO CroXeHa NMKOoBHa
(MopepHa) npoLueaypa, Koja HUKOrall He ce npojasu BO genarta

=

Metap Maaes, Xewxa, 1972, Macno v aKpunuk Ha nnaTHo
Petar Mazev, Woomen, 1972, oil and acrylic on canvas
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Ha Jlybapaa. Pa6oTejku co pa3HOBMAHWN TpUBMjanHu
maTepujanu. Mases co HUBHOTO KONaxXuparbe/KoMOUHNparLe
BP3 CNWKApCKU OCHOBWU co3jaBsalle NIMKOBHU COCTOj6M,
MCKNYYUTENHO eBOKaTUBHU 3a OAHOCOT Ha YMETHUKOT CO
NPUPOAHWOT 1 [yXOBEH (MaTepujanuanpaH Bo ApeBHU rpagou)
KOHTEKCT Ha MakegoHuja. OBoj MaHUp Ha4enHo ce Bp3yBa
3a npocegeata Ha UtanujaHeyot Bypu, a nogupekTHo 3a
‘MeguTepaHeyoT” WnaxeyoT Tanvec. A payuoHanHaTta
napuenusauuja Ha HeKou cnukum Ha MaseB Kako fa ce
Apyxena co u3secHu noTtuuym og MoHgpuaH. Toj ja npekuHa
OBaa H13a co UpHo-6enara cnvka “Hekposior Ha egHo Bpeme”;
CMer cKron Ha “douHa” “anctpakTHa" n3segba u gagamctuyka
ApckocT. MNMoToa 6nMKOT Ha ceTunata Ha Mases ce cMmecTy
80 COCTaBW LUTO Ce CYreCTUBHM 3a HEKOM COCTO|OU BO jy)KHUTE
npefenu: HeKako Kako W rneakuTe co BOAEHU LIBETOBU Ha
K.MoHe og npeuTte feueHWn Ha OBOj BEK, HO W3BEAEHW CO
nov3pasuTenied U BO3HEMUPEH PakomnuC Kaj MakegoHCKUMOT
ymeTHuK. O No4eToKOT Ha ocMaTa Aeuenuja (“XKeHa", 1972)
A0 Kpajo Ha HeroBmoT XuBoT (“6ea Hacnos - Jojpan”, 1993)
Tpaewe AUMBOTO, CTPBHO, HAbUEHO CO epOTCKU HaroH
HaTamoLWHO TBOpewTso Ha Mases. He rv cnegele poricku
CTUNICKUTE nporpamu (HacTaHatv npeg Herosure
“cTpaxysarba) Ha YNeHoBuTe Ha rpynata Ko6pa wnu Ha
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Bunem ge KyHuHr: Ho um 6elue cpoaeH nopaau 6nuckocTa Ha
€raucTeHunjanHUTe XOpU3OHTK - Nopajgu YyBCTBOTO Aeka
Ma4HWHaTa 1 rpaoTo BrageaT CO HalWTe WHAUMBUAYANHU
CyAGVHM 1 COLMjanHNOT KOHTEKCT BO KOj TUe Ce OCcTBapyBsaar.
Osa e ywre egHa enu3oga koja ro usgenysa Mases op
Ny6appaa: 0Boj He ro pa3eu naraHCKUOT PUTYan BMETHAT BO
HW3a gena Ha HeroBMOT MakegoHCKM konera (“Kypbar", 1978);
oncecujata co xeHaTta (“Esa Ha nnaxa”, 1979; “Kyprusana",
1983). Jlybapaa He crtaca (ympe 1974) ga ce Brpagu, Kako
Magzes, B0 6paHOT Ha HEOEKCNPECHOHU3MOT, HacnopeaHo co
OHOj WTO ce pasnea HW3 lepmaHuja: Aa ce HaTnpesapysa
(Mases Bo cnukara “Agam u Esa”, 1980) co egHOBpeMeHUTe
Aena Ha NpeTCcTaBHUKOT Ha uTanujaHckarta TpaHcaBaHrapaa
E.Kyku: HO He 3a Aa ce coobpasu TeHAEHUMO3HO CO Tue
TEKOBU Ha BPEMETO Ha NnocTMogepHaTa, TYKy 3awTo CeTo
HEeroBo TBOpEbe (MoHekoraw nap4yocaHo W pasjageHo of
HEKOHTPONMPaHW NOpUBK) NOTUYHO ro Bogewe MaseB KOH
HEKOU 0f} TeMEeSTHUTE NpojaBu Ha TBOPELTBOTO 04 KPajoT Ha
20.Bex.

A n3nox6Ta Ha genarta Ha Jly6apaa n Mazes
ceKako Gelwe 1 CBOEBMAEH MOAAPOK 3a OKOTO U Ha4yuH
NOBTOPHO /Ja ja yXMBame TBOpeYKaTa eHeprvja Ha oBve ase
KapakTepuUCTUHHU NUYHOCTW.

Merap ly6apaa, Megurepar |1, 1952, macno Ha nnatHo / Petar Lubarda, Mediteranean Il 1952, oil on canvas
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Jlyy Bekep

Llenynongxun naru

OUNTIMOT U NMPOMAITAHOATA
BO F’EPMAHUJA
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My Tpebalue MHOry roauHu Ha (hUnMoT ga cTaHe LienocHo
npuateH Kako WCTOPUCKM JOKaseH maTtepwujan.
VicTopu4apuTe, Hay4eHn Ha aHanusarta Ha nuiyBaHUTe
AOKYMEHTW, ja oTpnuja noasmxKHaTa CrvMka Kako U3Bop
“3BankaH co maHunynauyuja v nponaraHaa. Ha kpajor,
notpebarta fa ce npoy4u paboTereTo Ha nponaraHaata:
HEJ3WHNTE MeTOAW, LIeN 1 OCHOBHWUTE UAEONOLLKU MOTUBM,
T HaTepa uctopu4apute fAa ja 3emaT akagemckara
BPEeAHOCT Ha hUNMOT nocepuosHo. Mictopujata Ha TpeTuoT
PajX 1 Ha HeroBMOT NaT BO BOjHA U MACOBHM y6UCTBA, 0Ba]
Aa Moxe ga ce ouyeHun, 6e3 npoy4yBareTo U LenocHaTa
aHanusa Ha unmMckara npoaykuuja Ha HauuCTUYKUOT
pPeXum.

Kora 3By4HWOT chunm Gelwe BoBegeH 8o 1929., repMaHCKuUoT
hunm, nako ro umawue usry6eHo CBojoT MefyHapoaeH nasap,
Aobu ronema KpeatueHa noaaplika. dunmckara KynTypa
Ha Bajmapckarta peny6nuka ro umatle CBojoT NoAeM BO eleH
Opoj Ha HanperHaTo peanucTuyHu hunmosu kako Der Blaue
Engel oa Josed doH CtepHbepr, M oa ®puy Nawr, u
Kameradschaft o Meopr Bunxenm Ma6c¢T, a kou 6ea BugeHu
0A pekopAaeH 6poj Ha rnegayn. OBoj passoj 6ewe npekuHaT
co u3bopHata nobegara Ha Xutnep. HCLJAM ce nogroTsu
3a npeB3emarbe Ha repMmaHckara unmcka uHaycTpuja;
ywrte Bo 1930. Tve ja umaa ocHOBaHO cBojaTa hunmcka
opraHusauuja WTo ro gage nnaaHoT.’

A-p Jozedp l'ebenc, koj cTana wed Ha napTuckara npona-
raHaa Bo bepnuH Bo 1929., Reichspropagandaleiter der
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NSDAP, ocHoBa CBOe MUHUCTEPCTBO 3a NPOCBETYBaHE Ha
nyfeTo u nponaravga, (Reichsministerium fur Volksaufklarung
und Propaganda) Bo mapt 1933. Cute ussopu Ha
WHopmaymmn, WTO He 6unNe nNpousBeAeHW Wnu
aBTopuaupanu oa 'ebenc, 6ea cmeTanu 3a uneranuu. EgHa
rogvHa no CBOETO OCHOBare, MUHUCTEPCTBOTO UMalle 14
000 nyre. HeroeuTe akTUBHOCTYM 6€a CKPUEHM 04 HaA30POT
Ha jaBHOCTa, npenpaBsajku ja cBojaTta (yHkUWja BO
opraHu3auuja 3a nponaraHga, co unysujaTta 3a (hakTUHKo
u3BecTyBarbe U npeseHTauuja.?

Bewe ocHoBawa nocebHa hunmcka agMuUHUCTpaumja,
Filmkammer, a koja nak 6ewe MHKOpnopupaHa BO
Reichskulturkammer, TenoTo wro, npeky cBoeTo YNeHCTBo,
ro KOHTponupatue BpaboTyBakeTo Ha CEKOj BO MeanymuTe
n ymetHocTtute. Reichslichtspielgesetz (hunmckoTo
3aKoHOAaBCTBO) o4 1934. My gaje HOBW, NPOWMUPEHU
OBnacTyBarba Ha (OUNIMCKUOT LEH30p M ro TpaHchopmmpa
LenunoT npouec Ha Npou3BOACTBO U AUCTPUOYLMja.

Cute eBpejcku hunmcky paboTHULUM Gea OTCTpaHeTu oA
MHAyCcTpujaTa U NpoTepaHu BO eraufl, YWH CO KOj
FePMaHCKUOT (hunmM uarybm cneumduyHa nHTenureHumnja n
yceT. Mako MHOry HeeBpejcku YMETHULUM U TexHu4yapu
OocTaHaa BO MHAycTpujaTa u cepuo3Ho ce obuaysaa aa ru
3ayysaat CBOWTE CTaHAapAw, KBanuTeToT Ha NpoAyKUMUTe
cTaHysauwe nocnab. fluweHa o cBeXu ugeu, uHagyctpujata
NMOCTEeNeHo rm u3rybu cesouTe MeryHapoaHu BPCKU W
repMaHcKuoT huiM NOTOHa BO NpoBMHLUMjanu3aM. Kako u
BO nuTepartypata U NIMKOBHUTE YMETHOCTU, OUNIMOT MCTO
Taka 6ewe MuUHMpaH o4 TecHorpagara Maeonowka
KOHTPOA U MHTENEKTYanHoTO CMPOMAaLLTBO Ha CBOUTE HOBM
Bnagetenu. MNegeceT roguHn no KpajoT Ha Bropara ceeTcka
BOjHa, (hUSIMOBUTE OA TOj NEPUOA CE yIITe Hé UCNoNHYBaaT
CO MewasuHa oA paso4vapysBarbe U CTPaBOMNOYUTYBAHE.
CeHTUMeHTanH1Te HaUMOHaNMCTUYKM APamMu JOMUHMPAA BO
NPOM3BOACTBOTO Ha A0MrOMETpaxHUTe hUIMOBY, JoaeKa
AOKyMeHTapuuTe HajnoBeke ro cnasea ‘Kyntot Ha dupepoT’
1 NOCTUTHyBakarTa Ha HauucTuykarta naprtuja.

Eyren Xagamoscku, nogoyHa wed Ha Reichsrundfunk,
o6jasu Bo 1933.:

‘OTkako cchaTve aeka Hauwjata, 683 COMHeHue, e
HajBucokata hopMa  Ha YOBEKOBAaTa ersucTeHuuja, Hue
BejHall oAnly4YMBME AeKa HawuTe tmnmosu Tpeba
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Aa ce oueHyBaaT camo HWU3 Npu3Mara Ha HauvoHanHaTa
KOPUCHOCT."

Bo cnopenba co ronemarta noceTeHoCT 3a Bpeme Ha
AouyHata Bajmapcka penybnuka, cunmckara nybnuka ce
Hamanu, HeraTMBHO OAroBapajku Ha efgHa Aueta Ha
(OUMOBU CO EKCNANLUMTHU NONUTUYKKM nopaku. Mebenc u
HeroBuTe cneuuwjanucTi 3a nponaraHga 6pry Hay4vja aa
co3paBaart nocogucTuumpadn GunmMoBuM U BoBegoa
NOCYyNnTUNHO  nNporpaMuparke W MNOHOpMUpaHa
ancTpubyTtnsHa mpexka. KuHata npukaxysaa nowmvpoka
MelasnHa Ha (hMNMOoBKM, Mellajku rv nponaraHgara u
3abasata B0 eaHa nonpudatnuea copma. Kako wro ce
nomanky ctpaHcku cunmoeu 6ea A03BONyBaHU Ha
repMaHckuTe ekpaHu, nybnukara bewe npuHyaeHa ga ce
noTnupa Ha repmaHckara npogykuuja cneuujanHo
HanpaeeHa 3a HMB. OcobeHo eKkcneaguTUBEH HauuH, 3a
3roneMyBare Ha 6pojoT Ha rnepaqUnTe Ha ‘nonUTUYKK
BpeaHu chunmosu’, 6eLle BoBeAyBareTO Ha 3a40/MKUTETHN
npukaxysara 3a ‘nmokaHeTa' nybnuka og naprujata u
MaCcOBHUTE OpraHusauuu.

lMpeky cepuja Ha MacuBHW UHBECTULMOHW MHULNjaTUBW,
Febenc ro makcummaupalwe BNUjaHUETO Ha HerosuTe
npoaykuvu. Og 1935., TOj UCTO Taka EHTY3njacTU4KK ja
npoMoBupalle Teneeusunjata, WTO ja UMawe ceojaTa
Hajronema nonynapHa neHeTpauuja 3a Bpeme Ha
6epnuHckaTa onuMnujaga Bo 1936., Kora AHEBHW nNporpamu
6ea pasanu Bo bepnuH n MuHxeH.*

OBpge, BO cobu 3a rnegarbe Ha Teneswuaunja, Toj MMalwe
3apobeHa nybnuka og 150 000 nyre. Oeue TB
eKCMNepuMeHTU U nocTtojaHarta ynotpeba Ha (unmMoT, BO
byHKLUMja Ha Bnvjaere W pakoBofere co Macute, 6ea
rnefaHun Kako gen oA NpouecoT Ha couvjangapBUHU3MOT.
Bo 1936., XaHc XuHken, wed Ha oanenot 3a unm npu
MWHUCTEPCTBOTO 3a nponaraHja, usjasu:

‘Hawa ronema uen e ga ru pegupurupame
WHCTUHKTUTE Ha nyfeto. OHa wTto Tpeba pa ro
nocTurHeme, HU3 Xue o6pas3oBeH npouec, e
repMaHCcK1oT Hapog Aa ro npudartv 4o6puoT, BUCTUHCKU
HaLMOHaNCoLMjanucTU4Km unm.”

MomorHaT oA nocnywHaTa MHAYCTpYja, MUHUCTEPCTBOTO 3a
npoceeTyBame Ha NyfreTo v nponaraHga Haarnegysaile v
npoayuupatie nocTojaH NPoToK Ha A06po M3paboTeHu
hUNMCKN HOBOCTU M UNjafHULUMN AOKYMEHTapuv WTo UM
cny)ea Ha rpaHuTe nponaraHgHu yenu. Bo cesoute 12 .
Ha NOCTOEeHEe, MUHUCTEPCTBOTO npoayuupawe 1 097
ponromeTpaxHun cmnmosn.t Camo 10% 6ea co oTBopeHa
nonuTuyKa nponaranaa; gpyrute 90%, WTo npeTtcrasysaa
rnaBHo 3abaBa Ha eckenusam, 6ea, cenak, co UCTO
3Ha4yere. Tue MaHunynupaa coO ONwTecTeBeHUuTe
o4eKyBarba W NoMorHaa BO CO3jaBarbeTo Ha efjHa Knuma
LWITO rY HanpaBu MacuTe NoANOXKHN Ha cny>X6eHaTa npona-
raHaa.

Oswue chunmoBM ja npocnasyBaa HayucTu4kaTa Ap)xasa
Kako HopmMarnHa cuTyauuja, ja Aes3opueHTnpaa MopanHocTa

" BOBegyBaa, 4yecTo HEeHaMeTnuBo,
HaLMOHaNCoUMjanucTUYK CTaBoBM, CTEPEOTUNU UK
KOHBeHUMoHanHocTu. MponaraHgHute (puAMOBM O
NPUBMKHYBaa HaceneHveTo Aa ro npudaTi MpauMoHanHoTo
U ApXXaBaTa Kako HaTnpUpPOAEeH EHTUTET.

Cton6oT Ha repmaHckara unmcka nHayctpuja 6ewe YOA
(Universum Film A. G.), wto 3a Bpeme Ha Bajmapckarta
penybnuka u3pacHa BO €4HO 04 HajCUNHUTE eBPOMNCKU
ctyavja. MNMog pakoBoAeHeTO Ha HauuoHanUCTUYKMOT
HOBWMHapcku marHaTt Ancdpes XyreHbepr, Toa npoayuupatie
HayWoHanUCTUYKKU, NpucTpacHn unmosm wrto 6ea
NMOCBETEHU Ha CnvKaTta Ha repMmaHckara MUnMTapucTuHKa
W umnepujanucTuyka mutonoruja. Nebenc, oTkako ja
npesege A[AOMXHOCTA 3a repMaHcKWMoT unm, ro
nogaxpysawe YOA npes cute NnpoayKUUCKU KOMMaHum n
ro Hanpaswu LEHTpasHO MecTO BO HerosBaTa Kamnarba 3a
UeHTpanuanpaH ApXaBeH (WIMCKU MOHOMON.
MocTeneHaTa HauuoHanuMaauvja Ha repmaHckara unmeka
WHAYCTpUja NpoOAO/IKW HU3 uenaTta BOjHa, Kora
HAUUCTUYKMOT (PUNIMCKU MOHOMON ru cnegeuwe
OCBOjyBa4ykKuTE apmMuyM BO OKynupaHWTe TepuTopum.
epmaxckuTe chunmosu 6ea npukaxkysaxu 8o 27 000 kKuHa
HU3 UenaTta okynupaHa EBpona, 3ajakHyBajku ja
huHaHcuckara ocHoBa ¥ nponaraHgHaTa MoK Ha YA u
HEroBuoT MOHOMonN.”

CtporocTta u mMeranomaHujaTta, Co KOW repmaHckara
cunmcka nHgycTpuja 6ele BogeHa, pesyntupaa Bo ckanu
npoAyKUMM CO Mana ymMeTHU4YKa WM MHTenekTyanHa
3acnyra. Epoaunjata Ha CTapuoT €TOC Ha CTUNOT U
KBanuTeToT NOCTOjaHO ro MUHMpaWe repMaHcKoTo
dunmcko cosgaeare. [lypu 1 no 1945., repmaHckuTe
dunMoBM HE MOXea Aa Cu rv nospartaTt KBanuTeToT U
WHTEerpuTeToT Ha chunmot og npeg 1933.

[(naBHUTE TEMW, NPONULLAHM O PEXUMOT, 6ea LieHTpupaHn
OKOJMy rNIaBHUTE UAEONOWKMU KOoHUenTH; ‘@upepoBCKUOT
npuHUun' 6ewwe AeMOHCTPUpaH BO cepuja Ha hunMoBu 3a
‘ronemute Mepmanuyn’, mutoT 3a ‘Kpeta u lNMo4ysarta’ bewe
pecnekTupaH BO Menoapamu nNocTaBeHW BO arnmncko uiu
pypanHo munje u ambueHT, pacHata nponaraHga 6elwe
nogp3aHa co npomouywujata Ha Volksgemeinschaft
(3aegHuuara Ha nyfeto u HauujaTa). PunmosuTe Tpebawe
Aa cnukaaTt Xxepou Kou ce 6opaTt 3a repmaHckara
npaBegHoCT BO epMaHuja WM BO Hej3MHUTE OUBLUK
KOMOHWUKM, BO MHAYCTpMjaTa U Ha thapmarta, WTO Xusear
XEPOjCKN XKMBOTU U yMUpaaT Kako XPTBU Ha BOSHUOT
PpOHT, CUTE CUEHW Ha TeaTapckara peTopuka v nartoc.
BopeukuTe pexucepu 6ea: Bajt XapnaH, Der Herrscher
(1937.), Jud Suss (1940.); Bondpranr JlnbexajHep, Bismarck
(1940.), Ich klage an (1941.); Kapn Putep, Pour le Merite
(1938.), Stukas (1941.); XaHc CrajHxod, Robert Koch
(1939.), Ohm Kruger (1941.). Jlenn PajceHwTan, Bo egHa
nocebHa nos3uynja, bewe moxedbn egUHCTBEHUOT
dunmaymja og TOj NeproA Koj MoXelle ga ro u3pasu CBojoT
eHTy3mjazam 3a XuTnep v HerosaTta yTonuja, BO eaeH
WHTEH3UBHO ‘MOZepeH’ XaHp Ha AOKYMeHTapeH hunim, WTo
rM NPOLUMPY MO3HATUTE rPaHuLM Ha hunmoT. HejsuHnoT
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hunmM 32 MUTUHIOT Ha HauyucTudkarta naptuja og 1934,
Triumph des Willens, 1 HejanHaTa encka paboTta Bo Aga Aena
3a bepnuHckaTa onumnujaga oa 1936., Olympia, v Aage
NPOTOTUNOBUTE 3a MaHNHaTa. Ho Tun Ha punmMcka npona-
raHaa bele pa3BueH 3a Bpeme Ha BojHaTa, BO (hMNMCKUTe
HoBocTu Ha Die Deutsche Wochenschau, co xpabpa
doTorpacuja, AUHaAMUYHA MOHTaxka, u ynotpeba Ha 3ByK.

Febenc u HeroBuTe MOMOLWIHULUM ja eKcnnoartupaa
UHXepeHTHaTa ABOCMWUCNEHOCT Ha dunmoT. Tue
CUHTeTU3Mpaa CnvKu 1 3ByLM 3a Aa co3gasaar ybeanusu,
BOCXMUTYBAYKN UNY3UW WITO ja UCKNy4dyBaa norvkara u ro
cycneHgvpaa payvoHanHoTo pasmucrysarbe. Taka Tue ja
3auBpcTuja 3aBUCHOCTA O eAHa CEMOKHa Apxasa W of
e[HO Hemnorpewnneo NMAepcTeo.

lMponaraHgata MM NOMOrHa Ha HauucTuTe Aa Aojaat Ha
BfacT; Mopawe ga ce ynotpebyBa nocrojaHa, Aypu u
nococucTuumpaHa nponaraHaa, Aa ja 3ajakHe v 3aqysa Taa
noauuvja. dypu n Bo 1934., N'ebenc usjasun BO eeH rosop
Ha NapTUCKMOT MUTUHI BO HupH6epr aeka:

‘Moxebu e AOBOMHO Aa Ce ApXW BnacTta Koja e
3acHOBaHa BP3 MyLIKW, HO Ccenak MHOry morosemo
cpLeTo Ha

3a710BOJICTBO U YXKUBatbe e Aa ro npugobue
HauujaTa u UCTOTO ga ce codyea.’®

MacoBHuTe Meguymu, nevaToT, paguo u cdunmot bea
enacTU4HK nponaraHgHU UHCTPYMEHTU BO cnyxba Ha
HauuMcTUYKaTa ApXKaea; Te ce ONCnyXXyByaa efiHu Co Apyru
BO KpPYXXeH apaHXMaH, co3[aBajku cBoja COrMcTBeHa
AVHaAMMKa U NapaHoMYeH nornes Ha HaABOPELWHMOT CBeT.
Tve ro pecuHupaa HOBUOT KOSMEKTUBEH WAEHTUTET Kaae
noeguHeyoT OGewe HWWTO, a napTujata cé.
lMponaraHaMcTUYKoTOo ybeayBare U 3aKkaHaTa co nnaleHe
1 HacuncTeo ce cmeHyBaa.’ NponaraHgata 6ewwe coctaBeH
[en o CeKOojAHEeBHOTO Brnajeerse Ha TepopoT.

HauucTtuuka Mepmanuja 6elue 40 U3BECEH CTeNeH Kpeauuja
Ha cBojaTa hmnmcka uHgycTpuja - ‘edeH nopepok Ha
thaHTasujaTa WTO BO UcTa Mepa 6elwe efHa malimHa 3a
COH ¥ egHa habpuka 3a cmpT'.'?

', KypT Benuur
Der Film in Statt und Partei, (Bepnvx 1936.)

2. 3.A. b. 3emaH

Nazi Propaganda (JloHgox 1964.)
3. EyreH XagamoBCKu

Propaganda und Nationale Macht (Ongex6ypr 1933.)

4. DUNMOBM 3a Pa3BOjOT HA TENEeBWU3UCKMOT HAUUCTUHKK CTUN BO
Bundesarchiv Koblenz ce:

Das Auge der Welt (1935.)
Schreibendes Licht (1936.)

5. XaHc XuHken
Rede des Reichskulturwarts Bo [lpeagen, 9.7.1936.

6. lepg An6pexT
Nationalsozialistische Filmpolitik. Eine soziologische Untersuchung der
Spielfilme des Dritten _Reiches. (WryTrapT 1969.)

7. Vondranr Bekep
Film und Herrschaft. Vol. 1 Zur politischen Okonomie des NS Films
( Bepnun 1973.)

8. OBoj rosop Ha le6enc e chumer Bo hunmoT TpuymcoT Ha BonjaTa oa
1935., pe'vipaH og Jlenu PajcderwTan.

9. KapnxajHy WWmeep

Die Regie des offentlichen Lebens im Dritten Reich (MurxeH 1956.)
HauucTuTe 3Haeja geka, ako cakaaT HMBHaTa nponarasga ga 6uae
ycnewHa, Te NPBo MopaaT 4a AoMWHMpaaT Ha ynuyuTe. [lypu notoa, Taa
61 Mo'ena Aa ro ycBOW nopecnekTabunHoTOo NULE Ha jaBHUOT U KYNTYpeH
‘wBoT. EyreH Xagamoscku 8o 1933. Gewe cocema 0TBOPEH 3a OBa:

‘MponaraHgara 1 nocteneHara ynotpeba Ha cuna Tpeba ga ce
KOPUCTAT 3aeHO Ha efeH BewT HayuH. Tue HUKOraw He Ce anconyTHO
CTPOTMBHM eAHa Ha apyra. YnoTpebaTta Ha cuna Moxe Aa bvnge gen of
nponaraxaara.’

10. Epuk PeHTWwnep
MUWHUCTEPCTBO Ha uny3uun. Mporpamcka benewka Ha lete

WncTtuTyuujara, Hoyjopk (Hbyjopk 1994.)

dororpacunTe 3a 0BOj TEKCT Ce NPeB3eMEHN 04 KHUraTa
Das Deutsche Lichtbild, Bruno Shultz, Berlin 1934/1935




Munyo CepacumMoBCKKU edeH of
nomnaguTe AusajHepu Bo obnacrta Ha
rpachn4KkunoT AnaajH Bo MakegoHuja, e
asTop KOj noeseke roAvHK
KOHTUHyMpaHo paboTu Ha NoneTo Ha
4n3ajHoT 6e3 MHOry noMnesHocT U
©KCMOHMPaHOCT, 3a fja u3pacHe BO OHa
HajaobpoTo WTO ce Kpeupa u
npogyuupa Bo CkeHnouHT//loypeHc

MUNMHO CEPA®UMOBCKN: KocTtep — peHomupaHaTa Kyka BO KO-
EKCTEH3UJA U NMOBHATPELLUHYBAHE ja e BpaGoTeH. ﬂéoquouwTe Ha
KOMNjyTepckoTo obnukyBare BO
HA ,ﬂM3AJHOT CBETOT ce Bp3yBaarT 3a 1920 roguHa.
Mako o MakegoHuja TOj cTapT e
3abaBeH, efjHa 04 NMUOHEPCKUTE yroru
BO OBOj AOMEH My npunafa Ha 0BOj
aBTop.
M nokpaj Toa WTo HEeroBMoT NpUAOHEC
€ YyCcpedoTOYeH Ha co3gaBarbe HOB
ceH3nbunutet BO oBaa obnacr,
ycornaceH CcO KapakTepoT u
MOXXHOCTUTE Ha EeNeKTPOHCKUTE
Meauymu, HeroBoTo npocege rwm

leeuntd

ol H

Corba Abaywvena

ubiso

“TNokpaj aHTponomeTpuckara, TpaguynoHanHaTa eproHomuja,
ce pa3suBana u “payvoHarnHara eproHomuja”,

“soft” eproHomujara, Koja ce 3aHMMaBa co ogHoOCUTE Mery
CUCTeMHTE Ha 3HayM N MHQHOPMaTUBHUTE

TEKOBU KO My gaBaaTt XXUBOT

Ha HOBMOT TUIM Ha BHaTPeLWHNOT gu3ajH (“Kako Ha np.

“des:_gn mte_rfacc:a"’, AW3ajHOT CO BHaTpeLueH 06nuK’): NOYMTYBA 1 ONLITOYTBPAGHUTE KOA0BM
AN3ajHOT KojwTo ro HabrbygyBa 04HOCOT Mery YOBeKOT U Ha AucuMnnuHaTa. CBECEeH ywTe Ha
KoMnjyrepusnpaHara efieKTpoHCKa anaparypa” CTapToT, pAeka e OoTyfeH oA

kivno fopgpnec, Il feticcio quotidiano HeorpaHuyeHata cnoboga co Koja
pacnonara NMMKOBHUOT YMETHUK, TOj ce
coobpasyBa CO AyXOT Ha BpPeMeTo W
noTpebuTe Ha COBPEMEHUOT YosekK. [0
cneaun v ucTpaxysa puTamoT Ha
MEHYBameTO0 Ha >XUBOTOT BO
cpeguHaTta u HacTojyeBa aa btuae Bo
AOCnyx CO NOCTUrHyBararta BO
Haykata W TexHonorujata. Ce
nocTtasyBa BO yfora Ha KOopguHaTop
N nocpeaHuK Mery npousBoauTenor,
nasapoTt v notpowysa4yute. OTTyKa
HEroBOTO BHUMATENHO HabrbyayBare
Ha CroeBMTUTE acnekTu Ha oKonuHaTa
(eTuykuTE, CoUMjanHUTE, eKOMOLWKUTE,
eCTeTCKUTE WTH.).

Bo cBoOjoT ucka3 ja KoOpucTu
Tpaauuujata, npeg cé, KyntypHara,
KaKo rpyHa Bp3 KOj M HaHecyBa
CeMaHTU4YKUTe CnoeBu Ha Co-
BpeMeHaTa Bu3yenHa CTpykKTypa.
MocneaHuse ce ponxar W Ha
BNeryBaweTo BO CUCTEMOT Ha
eneKTpoHuKaTa, LWTO My OBO3MOXYBa
BKNyYyBare BO (OyHKUMja HA MHOry
noseke MHpopmauum u noronema
e(PMKaCHOCT, KakO KOMMMIEeMEeHT-
apHOCT Ha notpebuTte n guHamukara
Ha BpeMeTo, BKNYYUTENHO W Ha
NOTPOLYBAYKMOT MEHTANIUTET LWITO ro
HamMeTHaa pasBueHUTe 3eMmju.
MywTajkun ro ceojoT 6a3n4eH KoHUenT
BO MNPOCTOPOT Ha EeKpaHoT,
CepahMOBCKM BELUTO MaHMNyNnpa co

Munyo Cpeacpumoscku, Cowboysé&indians, LI / Milco Serafimovski, Cowboysé&Indians, CD 06uumUTe, GOUTE U NUHUUTE, Cheaejku
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ja normkaTa Ha NoCTMOAEPHUCTUHKNOT
nckas koj 6es npegpacyau nogHecysa
CrojyBarse Ha CTapoTo U HOBOTO, LIpHO-
6enoto M 060eHOTO, AeTanoT wu
LUMPOKOAroNHWOT 3adhat, nomanara u
noronemara pesonyuuja, pasnuyHuTe
no ronemuHa, 6oja n 061K hOHTOBU 1
yucTaTta unu BO cnpera co
toTorpadcujata noszaguHa. borart-
CTBOTO Ha HeroBuTe npeTcrasn ce
AONMXW M Ha KOMBUHMpaHEeTOo Ha
MOHTa)KHV NOCTanNKu, Konaxupara Ha
pasnu4yH1 NEPCNeKTUBM, BKIYYUTENHO
1 Ha aHamopdposaTa. OcobeH ecTeTcku
KBanuTeT BO npoceaeTo , WTO ro
3ayBpcTyBa W aBTOPOBMOT NUYEH
pakonuc, e uHeBepaunjata Ha BOO-
6u4aeHo ABOAVMEH3UOHANHWOT
rpachmsam Ha Au3ajHoT, co Anaberse BO
TpeTtata AMMEeH3unja 1 npolmnpyBare
Ha AuCKyp3uBHUTe pobnecTu Ha
MeanyMOT.

HeroeuoTt 3achat BO ne4yaTeHaTa
chepa e UCTO Taka LWNPOK: KaTanoau,
nnakaTtu, nporpamu, Kanewgapu,
NPOMOTUBHK MaTepujanu, Mapku, fora,
Lid-a, og obnacta Ha UHAYCTPUCKUOT,
TYPUCTUHKMUOT, TPAHCMOPTHUOT, 3a-
6aBHMOT U AOu3ajHOT o4 obnacTta Ha
Kyntyparta ( og ToTan 4o noeguHedeH

An3ajH).
Haj6nusok pgonup co rparara
nocTurHyea BO pelweHunjata of

obnacta Ha mysukarta (npocnekTu u
nnakatu 3a Ckonckuot Jazz gectu-
Bas, KomnakT-guckosu). Bogen
cMeTKa fa He ce hokycupa camo Bp3
MuTONOe3ujaTa Ha cnukute (npert-
cTtasuTe). HanpoTus BocnocTasun
6anaHc mefy MuTocoT (caHTasmjaTa u
umarumHaymjaTa) " noroc-oT
(paynoHanHoOTO, NPECMETaHOTO) U ja
HaamuHan ctapata topmyna copma-
byHKUuMja.

JluHujata Ha wuckasor Bo U[A-
obnukyeareTo (OMOT-MPOCNEKT U
nno4a) e pacTerHara Mery
MuHUmManuamot ( Unuja lNejoscku) v
6apokuamoT ( 17 Haj Ballantines Bo
MakepgoHuja). Bo CD- To Ha Bnatko
CrtechaHoBcku (Cowboys & Indians)
KOPWUCTU Kako noanora CTPYKTypy oA
NUKOBHUTE fena, AeTCKU LUpPTexXu, co
NPOWNPEH perncTep Ha KynTypHU
03Ha4YeHoCcTH M CO MaruyHo
HaBneryesare Bo gnabo4ymHarta Ha
npocTtopoTt. HarnaceHoTo 4yB-
CTBYBare Ha My3undkara eceHuyuja
“Ma CBOj NaHAaH BO LENIOCHOTO 06nu-
KyBarbe Ha komnakToT Oktoechos:

ecteTukarta Ha (peckonucoT wu
apxuTekTypata ce nocTaBeHa
napanenHo Ha epaHa cospemMeHa
WHTepnpeTaunja 3arBopeHo exo -
WHCTanauuja Ha yMeTHUKOT JoBaH
LUYMKOBCKM) Ha OQyXOBEHUTE COeBu
Ha HEeBWANWBOTO W BEYHOTO.
BHumaTenHuoT oabup Ha rpadujaTa Ha
6ykBute ja goodopmysBa Xapmo-
HU4YHaTa huanoHommja Ha AuckoT.Co
ronem 3amas n 6e3 MHoOry getanu e
peweHo n CD-to Ha DD Synthesis.

Bo conyuymute 3a nnakatuTte , ce
paszbupa BO MHOry 3aBUCHW OA
hMHAHCUCKNOT noTeHuujan Ha
Hapa4yBa4oT, AOMUHUPa NOepHO-
CTaBEeHMOT M BMNe4YaT/IMB uCKas,
3acHOBaH Ha ABa rnasHu NyHKTa: 6p3o
U HeABOCMWUCNEHO OTKpMBaHE Ha
coapXuHaTta W KONopUcTUYKa
npuBne4Hoct. Bo nnakartoT 3a
KoHUepToT Ha Bnatko CtedaHoBCcKu
NPUCYCTBOTO Ha MnopTpeTHara
hoTorpadhumja e npuaoHecC Nayc KoH
yutnueocta. OCHOBHUTE NOCTyNaTu Ha
nocTepuTe ce 3anas3eHu BO PeLleHneTo
3a KoHUepToT Ha James Taylor BO
Ckonje. Totan gu3ajHoT 3a AHacTacuja
(NpOCNEeKT 1 NnakaT) e cnojyeare Ha
AENUKaTHUTE KOMjyTEepPCKU UHTep-
BEHUMU CO eTHo-enemeHTuTe. [1po-
naraHaHuoT matepujan 3a DD Synhesis
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Kako rnaBeH Hocay ja KopucTu
naHopamckara coTorpadwmja Ha BaH4o
KapaHhnnoBcku, BO yCOornaceH cnoj co
rpo nNnaHoT Ha Myaudapute. WUrpata
Ha MUKPO 1 Makpo CTPYKTYpu co3gasa
aTmocchepa Ha 3arafo4HOCT.
HajuHcnupatuseH martepujan 3a
aBTOPOT ceKako 6un CKornckuoT Jazz
cectmusan, ocobeHo oHoj o 1997.
KopucTteHun ce cparmMeHT n uenm
toTorpachuu, gucnokauum Ha
TEKCTOBUTE, COYHa aHumauuja Ha
6yKBUTE, CYyneprno3auymm Ha CnukuTte.
PeweHunjata 36opysaar 3a MocT-
MOAEPHUCTUYKO OOmMUcyBare Ha
npeTcTaBuTe BO KOW C&€ e pasrpageHo
1 NOBTOPHO CNOEHO BO HOBA LienvHa.
Mporpamute 3a CKONCKOTO KYNTYpHO
neto 1997 u 1998 ja sanasysaaT Taa
CTPYKTypa Ha rpajere BO CIOeBu,
Konopuctuykara 6neckasoCcT WU
KOHCTaHTHOTO ucnpenneTysarme Ha
CUTE HOCUTENW Ha npeTacrtasara,
0COBEHO CroXeHa 3ajadqa Kora ce uma
npeABuWA HarnaceHo pasHosBuaHaTa
COAPXMHCKa nporpaMa Ha oBsaa
maHudpecTayumja.
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Sonja Abadjieva

Milco Serafimovski: Extension
and Interiorization of the Design

“In addition to the anthropometrical, tra-
ditional ergonomics,

‘rational ergonomics’, ‘soft’ ergonomics
was also developed

that treats the relations between the
sign systems and
information flows which give life to the
new type of interior
design (“for example,
interfaccia’, the design with
interior form”): the design that observes
the relation between
man and computerized electronic equip-
ment”.

‘design

Gillo Dorfles, Il feticcio quotidiano

Designl

Milco Serafimovski , one of younger designers in the field of graphic de-
sign in Macedonia, is an author who has been working continuously for several
years in the sphere of design without much pompousness and being exposed, in
order to provide the best that is created and produced in Scanpoint/Lourens Coster
- the prestigious company where he works. The start of computer design in the
world is associated with 1950. Although this process was slow to initiate in Mac-
edonia, this author is one of the pioneers in this field.

Although his achievement is directed towards creating new sensibility in
this field, harmonized with the character and potentials of electronic media, his
procedure also respects the generally established codes of the discipline. Being
aware at the very beginning that he was alienated from the unrestricted freedom
belonging to the artist, he accommodates himself to the spirit of the period and of
the needs of contemporary man. He pursues and investigates the rhythm of life
change in the environment and has attempted to be in touch with latest achieve-
ment in science and technology. He places himself as coordinator and mediator
among the producer, the market and the consumers. Hence, his careful observa-
tion of the layering aspects of the surrounding (ethical, ecological, aesthetic, etc.).

In his expression, he uses tradition, above all cultural, as groundwork on
which he lays the semantic layers of contemporary visual structure. The latter are
also the outcome of penetration into the system of electronics, to further enable
him become involved in much more information and greater efficiency, as com-
plementary to the needs and dynamism of time, including also of the consumer’s
mentality imposed by the industrial countries. Setting his basic concept in the
space of the screen, Serafimovski skillfully manipulates with forms, colors and
lines, pursuing the logic of the postmodern expression that tolerates, without preju-
dice, the connection between the old and the new, the black and white and the
colored, the detail and the wide-angle look, the small and the bigger resolution,
the fonts differing in size, color and form, and the clean background or the one
coupled with photography. The richness of his images is also the result of mon-
tage proceedings, collages of various perspectives, including the anamorphosis.
A particular aesthetic quality in the procedure, that also strengthens the personal
writing of the author, is the inversion of the usually two-dimensional graphicness
of design, by digging into the third dimension and expanding the discourse quali-
ties of the medium.

His work in the field of printing is also wide: catalogues, posters, pro-
grams, calendars, promotion materials, stamps, logos, CD's, including the indus-
trial, tourism, transport, comic design and that in the field of culture (from total to
partial design).

He makes his closest contact with structure in his creations in the field of
music (prospectuses and poster for the Skopje Jazz festival, compact disks). He
is careful not to focus only on the mythopoeism of the images. On the contrary, he
is successful in making balance between the mythos (fantasy and imagination)
and the logos (the rational, the deliberate), thus surpassing the old formula: form-
function.

The line of expression in the CD design (cover-prospectus and disk) is
stretched between minimalism (/lja Pejovski) and baroque-like style (17 Most
Ballantines in Macedonia). In the CD of Vlatko Stefanovski (Cowboys & Indians),
he uses, as basis structures of artistic works, children’s drawings, having an ex-
panded register of cultural meanings and magic penetration into the depth of
space. The accented feeling of musical essence has its parallel in the complete
designing of the CD Oktoechoes: the aesthetics of the fresco technique and ar-
chitecture is set in parallel with a contemporary interpretation (Closed Echo, in-
stallation of the artist Jovan Sumkovski) of the spiritualized layers of the invisible
and the eternal. The careful choice of the graphics of the letters finishes the for-
mation of the harmonic physiognomy of the disk. The CD of DD Synthesis was
designed in full swing and without many details.

The effects applied in the posters, certainly depending greatly on the fi-
nancial potential of the buyer, are dominated by the simplified and striking state




Design

ment, based on two major points: quick and unambiguous exposure and
coloristic attraction. The presence of portrait photograph in the poster for the con-
cert of Vlatko Stefanovski further promotes the readability. The basic postulates
of the posters were preserved in the design for the concert of James Taylor. The
total design for Anastasija (prospectus and poster) represented merging the deli-
cate computerized interventions with the ethno-elements. The publicity material
for DD Synthesis used, as its main element, the panoramic photograph of Vanco
Karanfilovski, being in harmonized link with the foreground of the musicians. The
playfulness of the micro and macro structures created an atmosphere of mystery.

Certainly, the Skopje Jazz Festival was the most inspiring material for the
author, particularly the one in 1997. He used fragments and whole photographs,
dislocation of texts, juicy animation of letters, superposition of images. The ef-
fects spoke of the postmodern elaboration of images where everything was
deconstructed and again assembled in new entirety.

The Skopje Culture Summerprograms for 1997 and 1998 preserved that
structure of constructing in layers, coloristic brilliancy and constant interlocking of
all supporting elements in the image, a highly complex task when considering the
accentually diversified schedule of this jazz festival.
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LO0HKUL BloxeH o exHehodu ee Leliulinex eH 100A1e10
0J8H £dg auaHadL 01 MO NLYBLIOR BEUH 00 (Z) LeghaLrde
(1) @ eluhexuchuorLx BH BLIOMND 08 OLBl OLONRUHLONWA,

UBaH LlenapoBcku

YMETHWUYKOTO AENO

KAKO APTEQAKT

BO “CBETOT HA YMETHOCTA
- APTYP JAHTO U LIOPLI ANKWA

[eka vHCTUTYyUMoHanHaTa ecteTnyka Tteopuja, 04HOCHO
MHTUTYUMOHanNHaTa Teopuvja Ha yMeTHoCTa, 3a3ema BUAHO
MECTO HE CaMO BO aHrfo - CakCoHCKaTa ecteTuka TyKy 1
BO (hunocodmjata BOONWTO, roBOopu M (PakTOT WTO Taa,
Kako 3acebHa ogpefHuua, e 3acTtaneHa BO HajHOBUOT
“Kembpuyckm thunosodckum peYHuK". Tamy,
MHCTUTYUMOHaNHarTa Teopuja Ha yMeTHocTa, rnobanHo, ce
onpegenysa Kako ‘rneguwiTe cnopej Koe HewTo cTaHysa
YMETHUYKO Aeno Bp3 OCHOBA Ha CBOJCTBOTO 3a 3a3emarbe
Ha onpeeneHu No3vuunM BHaTpe BO KOHTEKCTOT Ha efeH
36Mp Ha MHCTUTYLMK."

BcywHoOCT, MHCTUTyyuoHanHarta Teopuja ro
AoXuByBa cBoeTo odopMmyBare BO CTAaBOBUTE Ha
amepukaHckuoT ectetuyap Llopy Auku (1926 ), koj oeaa
Teopwuja HajLienoCcHo ja 3acHOBa BO CBOETO Aeno “YMmeTHocTa

Enav Bopxon / Andy Warhol, Brillo Box W ecTeTvkarta: egHa MHCTUTyUMoHanHa aHanuaa”. (Art and
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Aesthetic: An Institutional Analysis. 1974), Ho HeroBuTe
norneau He ke 6ea MoXXxHV 6e3 NPeTXoAHUTE CoO3HaHWja 4o
KOMWTO [A0jae aMepukaHCKUOT hunocog 1 TeopeTuyap
Ha ymeTtHocTta ApTyp AaHTto (1924), ocobeHo npeky
HerosuoT “Bnes” BO punocogujata Ha ymeTHocTa co
objaByBareTO Ha cera BeKe, NPeCBPTHUYKNOT TEKCT
“CsetoT Ha ymeTHocTa” (The Artworld, 1964).

Tokmy 3aToa HajHanpeg Ke ru npocnegume
ctasoBuTe Ha ApTyp [laHTo, 3a noTeM Aa npemuHeme
Ha"pa3paboTkaTa’ Ha OBME CTABOBU BO UHCTUTYLMOHAHO-
aHanuTuykarta ecteTuka Ha Llopy Auku.

Kako wTo 4yectonartu ce cny4yysa co HU3a Teopum,
KOW 3a npenaT ce ochopMyBaaT, Taka u Teopujata Ha ApTyp
[aHTo 2 3a “cBeTOT Ha ymeTHocTa" (The Artworld), ceojaTa
nonynapHocT M cnasa ja fobu U Bp3 OCHOBA Ha egHa
“norpewHa” MHTeprnpeTaumja Ha aMepuKaHCKMoT ecTeTn4ap
LJopy Avku. Ho, 6e3 ornea Ha NOMHaKBOTO TONKYBar:e WTOo
Ha oBaa Teopuja % ro aage [uku, 3a KOewWTo notamy Ke
36opyeame, cenak, Bo [laHTOBUOT “CBET Ha yMeTHOCTa" Kako
Aa NoCcTojaT MOXHOCTU U 3a efQHO TakBO TONKyBae.
HecomHeHo, ApTyp [aHTo npeodopMyBajku ro TepMUHOT
“the artworld”, ogHOCHO AaBajku My HEeMy HOBO 3Ha4ere,
OBO3MOXW fAa Ce KOHCTUTyMpa W passumBa T.H.
MHCTUTYLUMOHaNHa Teopuja - 04 Hero cammoT, Kako U of
CTpaHa Ha NoBeKemwuHa ApYru, no3HaTu, TeopeTu4apu.
[laHTo cmMeTa paeka “cBeToT Ha ymeTHocTa" ce ochopmysa
BP3 OCHOBa Ha efgHa ‘onpegeneHa uctopwuja, Ha egHa
Teopucka atmocdepa “*, u Aeka OBOj CBET Ha ymeTHoCcTa
ce COCTOM U € “HaceneH” of caMuTe YMEeTHUYKU fena, a He
0} NPETCTaBHUUMTE Ha ONWTECTBEHUTE U KYNTypHUTE
MHCTUTYLUMU - KaKo WTO nogouHa cmetawe Llopy Aunku.

ApTyp [aHTo, BCYLIHOCT, yKaxyBa feka OHa WTo
H% oBO3MOXYyBa efieH 00jeKT Aa ro onpeaenume Kako
YMETHUYKO AEN0 MHOry noBeke ce Haofa BO ctepaTa Ha
Teopujata W UcTopujaTa, a He BO chepuTe Ha KYNTypHUTe
M ONWTEeCTBEHUTE MHCTUTYUUKN. Kako 1 aa e, [laHTto e
MOTUBMPAH Of Pa3BojoOT HAa COBpEeMeHaTa yMeTHOCT - Kako
WTO BUAOBME Of LUMTATOT HA NOYETOKOT Ha OBOj TEKCT TO)
HenocpeaHo e NoTTUKHAT o uanoxbata Ha EHan Bopxon
n HerosuTe Brillo boxes - n ce obuaysa aa Aage oarosop Ha
npawareTo 30wTo “Bopxonosute Bpuno kKytuu ce
YMETHUYKW Aena, A0AeKa HUBHUTE CEKOjAHEBHN KONuUK, o4
marayuMHuTe Ha cynepmapkeTtuTe... He ce?” 4. Ako ce
BpaTUMe Manky noHasag Bo UctopujaTta Ha yMeTHocTa u ro
3ememe npeasua Auwaxosoto geno “Fountain” (1917)
npawareTo 6u 6MnNo 3awTo Toa € YMEeTHUYKO Aeno a
HEeroBuoT “CPoOAHUK" 0f jaBHMOT KNo3eT Toa He e?
OproeBopoT Ha [laHTo e AeKa pasnukaTa no4nsa Bp3 hakToT
AeKa YMeTHUYKUTE Aena ce ofHecyBaaT KOH CBETOT Ha
Ha4yuH Ha Koj 0bu4HMTe 06jekTn He ce opHecysaart. Ce
paboTu 3a onpeaeneHo MOXHO “npeobpas3yBare Ha
0bu4HoTo” (Transfiguration of the commonplace), kako wro
rnacu u HacnoBoT Ha [laHToBaTa KHura, npu WwTO
AUCTUHKUMjaTa Mefy ABaTa HaBuAym UCTU 06jeKTn ce
ocTBapyBa Ha OHTONOWKO Hueo. Osa ro sosejysa U
npalwar-eTo 3a UCTOPUCKUOT U TEOPUCKUOT UABHTUTET Ha
YMETHUYKOTO [eN0 KOj ce NpoTBpAYBa HU3 TONKYBaHeTo U
KO] OBO3MOXYBa YMETHUYKOTO Aeno aa ce 3pobue co
eCTeTCKW CBOjCTBa, AoAeka 06u4HNOT 06jeKT, KoMKy U aa

e “pennuka"’ Ha “yMeTHWYKMOT” (MM NoYyecTo o6paTHOTO),
Tue cBojcTea rv Hema. OTTamy TONKyBareTO CTaHyBa KnyY
3a NOCTOEHETO Ha YMETHUYKOTO Aesi0 a OBa TONKyBarbe
cekoraw e BAaxHOBeHO oa “efgHa atmocdepa Ha
yMeTHUYKaTa Teopuja, o4 eiHO 3Haere Ha uctopuvjaTa Ha
yMeTHOCTa: eAeH cBeT Ha ymeTHocTa.” ®

Ho, buaejku egHa cematnyka aHanuaa noHarnegHo
1 noaobpo ro npukaxyea TEKOT Ha mMucnarta Ha [vku,
HakKpaTko, Ke napadpasvpame egHa Takea, NOHOBA,
aHanusa. CtaHysa 360p 3a aHanuaara Ha aMmepuKaHCKuoT
npocecop no My3uka U ecteTuka Ha myaukarta - PobepT
CeHTpuk.® Kny4yHuTe cTaBOBM Ha OBOj npucTtan
npouanerysaaTt o4 ¢akToT geka [laHTo npudaka
yMeTHOCTa UM YMEeTHUYKOTO Aeno Aa ce ToNnkKysaaT Bp3
OCHOBA Ha HMBHaTa BP3aHOCT 3a “npeobpasysareTo” (trans-
figuration). EgeH obuyeH 06jekT (0) ce npeobpasysa BO
ymeTHu4Ko aeno / work of art/ (W) Bp3 ocHoBa Ha npegieneHa
uHTenpetauuja ( 1) noctaBeHa BO onpeaeneH UCTOPUCKO -
KyNnTypeH KoHTeKkcT. VIHTepnpeTayunjata moxe ga 6uge
pasnuyHa: CTUNUCTU4YKa, Metadopuyka UTH., HO apyra
uHTepnpeTauvja (1) Ha CTUOT 0buHeH 06jeKT BO HEeKOj Apyr
WUCTOPUCKO-KYNTYPEH KOHTEKCT ro npeobpasysa 06jeKToT
BO “Apyro” ymeTHu4yko geno. W taka Hatamy, u Taka
HaTamy... BakBoTo npeobpasysare, cnoped [aHTo, e
onpeaeneH BuA Ha yHKUMja Koja MOXe Aia ce u3pasu Ha
cneaxuos HauuH | (0) = W. MiHTepnpeTauwjaTta Ha 06jeKToT
e eflHaKBa Ha YMETHUYKOTO Aeno. ' 3Hauu, u oBaa
“npesemMeHa’ cemaHTUYKa aHanunaa Hu ja nokaxka Bp3aHocTa
Ha YMETHUYKOTO A0 3a TONKYBareTo, TONKYBaHeTo Koe
“MHCTUTYLUMOHANHO" € KaHOHWU3UpaHOo U KaHanuaupaso.

Bugosme geka ymeTHuYKkUTE gena, cnoped Aptyp
[laHTo, ce npeTcTaByBadyku objekTu wTo “Gapaat”
TONKyBare, 0AHOCHO, aKO KOHCEKBEHTHO ja MPOTONKyBaMe
Herosarta mucna, 6u moxxene fa ussefeme 3akny4ok geka
YMETHUYKOTO Aeno e CBOeBUAEH NpeTcTaByBa4Ku KOMHEX
no uHTepnpeTaumjaTa. Ho, buaejku u gpyrv 06jekTn moxar
fa bugaTt npeTcTaByBaYky a Co cCamoTo Toa Ja He buaar u
yMeTHU4YKM Aaena, oarosopoT Tpeba ga ce 6apa 8o hakToT
[leKa YMEeTHUYKOTO Aeno, Kako WTo cmeTa [laHTo, “noseke
e e[HO TpaHcurypaTuBHO npeTcTasyBarbe, OTKONKY
npetcTasysarbe tout court. “® 3Haum, KOj U Aa e 0bjeKT
“cTaHyBa” yMETHUYKO [efio Bp3 OCHOBa Ha HeroBarta
NOBP3aHOCT CO UCTopMjaTa M Teopujata Ha yMeTHOCTa,
OZIHOCHO OHa LWTO Npaeu 06jeKTOT Aa CTaHe YMETHUYKU
06jeKT, yMETHUYKO Aeno, € HeroBoTo CBOJCTBO [a MoXe Aa
ce noBp3e CO CBOjCTBATa Ha HEroBuTe “npeTxoaHuumn”,
YMETHUYKUTE Aena o4 MMHATOTO, Kako 1 CO MOXHOCTa Aa
6uge cyncymupaHo noj Hekoja Teopuwja. Ha oBoj nnaH
o4nrnegHo e BnujaHneTo Ha ButreHwTajHoBaTta Teopuja 3a
“cemejHuTe cpoactea’.

Ho Bo cBojaTa nogouHexxHa thasa ApTyp [laHTo, nog
BNuWjaHue Ha XerenoeuTe cO3HaHWja 3a “cMpTTa Ha
yMeTHoCTa", ja TONKyBa coBpemeHaTa YyMeTHOCT, BO ceTa
HejauHa xenba Teopucku aa ce camoobjacHysa, Kako eaHa
NocT - UCTOPUCKA YMETHOCT. TOKMYy 3aTtoa TOj u ce
NpoM3HecyBa XeresujaHcKu:

“AKO Ha OBOj Ha4yuH ja nornegHeme cerawHarta
YMETHOCT... rnefjame Aeka nocToeHeTo Ha ymeTHocTa cé
noBeKe 3aBuUCu 04 TeopujaTa, a TeopujaTta He e HaiBopeluHa




BO OAHOC Ha CBETOT LITO caka Aa ro pasbepe. 3aToa Taa
pasbupajku ro csojoT 06jekT, ce pasbupa cebecu. Ce
3abenexyBa ywTe egHa KapakTepucTuka Ha osaa
AOUHEeXHa npoaykuuja: Aofgeka yMeTHUYKUTe 06jeKTu ce
[obnuxysaaT 40 Hynarta, HUBHUTE Teopuv ce 4obnuxysaaT
Ao 6eckpajHocTa. Ha KpajoT ocTaHysa eUHCTBEHO
Teopujara, yMeTHOCTa KOHEYHO “ncnapuna” Bo 61ecokoT
Ha 4ucTarta mucna 3a cebe, cTaHana 06jekT Ha concTeeHarTa
Teopucka csecrt.” ¢

[laHTOBOTO XerenujaHCKo MuUcnere 3a nocT -
ucTopuckata YMeTHOCT COOABETCTBYBA HA YMETHUYKM
NO3HaTMOT KOHLUENT 3a TPaHC - YMETHOCT, O4HOCHO 3a
YMETHOCT Koja ce co3/jaBa Ha pacnake: Kora efieH yMEeHUYKM
UCTOPUCKK LUMKIYC e 3aBpLUeH, a HOBUOT He € Ha MOBUAOK.
Ho, cenak, Kny4HOT TEOPUCKM 1 eCTeTU4KM cTaBs Ha [laHTo
M HaTamy ocTaHyBa cnegHoBO co3HaHue: “MojoTt
h1MNOCOBCKM CTaB e feKa ToNKyBaraTa rm KOHCTUTympaar
YMETHUYKUTE fAena, Taka WTo BWe Ha efHa cTpaHa ro
HemaTe YMeTHUYKOTO Aeno, a Ha Apyra TonkysareTo.” '°

Op oBa npousnerysa Aeka yMETHUYKOTO AENo e
MCTO WTO M TONKyBa4ku o06jekT 4yme “noctoere” ro
0BO3MOXYyBaaT YMETHUYKUTE U ecTeTU4kuTe Teopuu!
Cekako feka BakBMOT CTaB NpeTcTaByBa NpearofiemMmysarbe
Ha 3Ha4YereTo Ha TeopujaTa 3a CMeTKa Ha camMoTo
YMETHUYKO [1eN10 KOe Ce CBeJyBa Camo Ha 06jeKT NOAN0XEH
Ha KpuTu4Ka aHanusa. OTTamy He € BOONWTO 3a Yyaere
LUTO BAKBUOT CTaB Npean3BuKyBa cepnosHa Kputuka: “Ako
Teopujata HaBUCTWHA ja 3aBpluyBa Lenarta paboTta Toraw
BO WTO C& COCTOM LenTta Ha co3gaBareTo, rneaareTo u
BP3yBarbeTO 3a caMuTe YMETHUYKKN Aena? TakBuoT npucran
KOH yMeTHOCTa, Ha npBO MecTo, ja rybu BpckaTa co
npaktukata.” ' BakBaTa KpuTuka ce npowwupysa v BO
CTaBOT Aeka “cekoj Aa moxe ga buae ymMeTHUK, a
VUCTOBPEMEHO Toa e camo OHOj 3a4 KOro ctou an art-world."?
Ho, ymeTHW4KoTO Aeno e u camopedepeHTHo, cmeTa [laHTo,
ce ogHecyBa Ha camoTO cebecu, ce KOMeHTUpa camoTo
cebecu, U Ha TOj Ha4YuH ce npeobpasysa cebecwm, ja
npeobpasyBa ceojata 6e3Ha4ajHOCT U CEKOjAHEeBHOCT,
30061BajKu Ce CO TaKBM CBOjCTBA ITO OOUYHUOT, HUBUHKM
06jeKT He Moxe Aa rv uma. BeywHocT, 6u mMoxene aa
peyeMe AeKa MHCTUTyuuoHanHarta Teopuja Ha [laHTo
npercasysa ycneweH obua Aa ce Hajae TEOPUCKO
‘onpas/lyBarbe” 3a NOCTOEHETO Ha TaKBU YMETHUYKK Aena
- Kaksu Wwto ce AuwaxosuoT “Fountain”, unu Bopxonosute
Birlo boxes unu Campbell ‘s tomato soup (1965) unu
KejyoBaTta komnosuuuja “4‘'3 3 “ - Kou Bneryeaart BO
Kateropumte Ha ready - mades, non apt' wunwu
MUHUMMCTMYKA My3uKa ', a Ha TOj Ha4uH Ce OBO3MOXXYBa
yCcnewHo “npuknydysarbe” Ha aBaHrapgHata mogepHa
YMETHOCT KOH TeopujaTta WTO Ke MOXe BakBaTa yMETHOCT
TEOpUCKW AocnefHo Aa ja 06jacHu - HeWwTo WTo cTapute
eCTeTUHKM TeopUM He MoXea Aa ro ctopat. Ho, oHa wTo e
KNy4yHO 3a OBaa Teopuja e HejaMHMOT 0bua ymeTHocTa u
YMETHUYKUTE Aena ga rn pa3bepe Kako pesynraT Ha
onpefeneHu “MHCTUTYUMOHanuanpaHm” akTMBHOCTMW.

BepojaTHO, ceBo OBa Ke cTaHe MNojacHO 0TKakKo Ke
ja npocnegume mucnara Ha TeOpucku “noymcTuoTt”
MHCTUTYLUMOHanueT - Llopy Aukn. '®

*

Mpeg aa rv npocnegume ctasosuTe Ha Llopy Auku
HernocpeaHo BpP3aHn 3a YMEeTHWYKOTO Aeno, NoTpebHo e,
HakKpaTko, fla Ce yKa)ke Ha pacnpaBuTe BO aHanuTu4kaTa
ecTeTvka of nefeceTTuTe U WeeceTTUTe roAnHU o4 OBOj
BEK, 3a 1a MOXe fja ce Npocyau BvjaHUEeTOo WTO BO OBUE
pacnpasu ro Bpwu [Jukuesara UHCTUTYLUMOHANHA Teopuja
Ha ymeTHocTa.

Bo oea paspobje Bo aHanuTu4kaTta ecreTuyka
Teopuja IOMUHMPaaT CTaBOBUTE Ha ECTETUYapUTE 04 HEeo-
BUTreHLTajHOBCKa NPOBUHUEHUM|a, Kako Ha npumep Mopwuc
Baju, koj cmeTa'® geka ymeTHocTa He MOXe Aa ce AeduHupa
3aToa WTO Taa e efeH OTBOPEH KOHUenT, U geka
HEeMOXKHOCTa 3a BUCOKO AethuHuparbe Ha yMeTHocTa U Ha
YMETHUYKOTO Aeno He Tpeba Aa co3gaBa TerobHOCTH,
3aWTo NOCTOM efeH anTepHaTUBEH HauuH 3a
onpejenysare Ha YMETHOCTa U Ha YMETHWYKOTO Aeno,
nMeHo, MeTogoT Ha BuTeHreHwTajH 3a “cemejHOTO
cpoacteo” (Family resemblance).

MosHaTo e geka ButreHwTajH cMeTale 0T MHory
noumu ce “CemMejHO-cpoAHW" MoMMM, WTO Ke peye:
YNeHOBUTE Ha KnacuTe oabpaHu cnopef TakBu NOUMU He
Aenart HUKakBK 3aeH14KM AeHUpayYKm CBOjCTBa, TUe ce
YIeHOBM Ha KnacaTa caMmo BP3 OCHOBA Ha NPeKonyBaYvkuTe
cpogHocTK (overlapping resemblances) mefy HUBHUTE
4yneHoBu. Taka Ha npumep, YNeHoT A Ha onpeaeneHa
CemejHo - cpojHa Knaca Ke ru genu ceojcTeara co
4yneHosute b, a b co B 1 Taka HaTamy, HO YneHoBuTe A 1
LU He mopa aa aenat HMKakem ceojcTea. OTTamy, Kako WTo
ykaxysa [luku, “MHory cdmnococgu nosepyBaa geka
YyMEeTHOCTa € KOHUEenT Ha CeMejHO - CpPOACTBEHO,
“ymMeTHOCcTa" He MoXe Aa ce gedumHupa co NoMow Ha
HY>XHUTEe 1 gocTaTHu ycnosu (necessary and sufficient con-
ditions) 3aTtoa WTO yMeTHUYKWUTE Adena He genaT Hekoe
ONWITO WNN YHMBEp3anHo CBOjCTBO. Tue Aypu U oapeKyBaa
AeKa cuTe yMeTHU4KU aena ce apredaktu.”"’

Ho Llopy [Iukn He camo WTO He ro Aenu osa
MUCNEHE, TYKY 1 OCTPO My Ce CPOTUBCTABYBA, a KIy4YHUOT
apryMeHT Ce COCTOMU BO YKaXKyBar-eTO AeKa KOHLENTOT Ha
ceMejHO - CpoACTBO BO cebe coapXu egHa maeja 3a
CPOACTBO, a 3ropa Ha Toa buaejku cé co cé Moxe fa buge
BO “CeMejHO-CpPOoACTBO”, TOa Ke Hé “NpuHY AW Kako YMeTHOCT
M Kako YMeTHU4YKO Aeno aa cmetame ckopo cé! 3atoa Toj
131e3oT ro 6apa Bo AemHULMja Ha YMETHOCTa, a oTTamy
M Ha YMETHWYKOTO Aeno, Koja Hema Aa ja orpaHudysa
YyMETHUYKa KpeaTMBHOCT a Ke MMa PecrnekT KOH
aprtedpakTynHocTa Ha aenata. OBaa gedwmHuumja Koja ja
rpagv “MHCTUTyuMoHanHaTa Teopuja Ha ymeTHocTa", a Koja
BEKe ja HaBeJOBMe Kako MOTO Ha Mo4YeToKOT Ha oBa
nornagje, Ke NOBTOpUMe, rnacu:

“YMEeTHUYKOTO AEN0 BO cMUCa Ha Knacudukaumja
e (1) aptedhakT (2) co HM3a acnekTu Kou ro npeHene Bp3
Hero CTaTycoT Ha KaHAWAAT 3a NpoLeHKa o4 HeKoja NUYHOCT
N NUYHOCTWU KOW AejcTByBaaTt BO MMe Ha onpeaeneHu
ONWTECTBEHN UHCTUTYLIMKN (CBETOT Ha ymeTHocTa). “ '8

BeywHocT, ako ja npotonkyBame gocnegHo osaa
AeduHnumja Taa HY OBO3MIXKYBA LWTO U Aa € Aia ro Hapeyeme
YMETHUYKO Aeno, ako Toa Kako apTedakT e BOBeAeHO Bp3
OCHOBa Ha efjHa coo/BeTHa npoueaypa, UMeHo, aa




I TV Theory

6ugeonpefeneHo Kako yMeTHUYKO Aeno 0of cTpaHa Ha
BUCTUHCKM IMYHOCTM UM MHCTUTYLIMM KOW ro NpecTaByBaat
cBeTOT Ha ymeTHocTa. CeBo oBa 3Hauyu: nocrojar
MHCTUTYUMWN - KaKBW LWITO Ce My3euTe, ranepuure,
cnucaHujaTa v BeCHUUWTe WTo objaByBaaT OCBPTH U
peueH3uun, 1 NocTojaTt NMYHOCTM Kou paboTaTt BO, WK
copaboTyBaaT €O, UHCTUTYLIUM - KAKBU ITO Ce KypaTopuTe,
OVPEKTOpUTE, TProBLMTE, PELIBH3EHTUTE, KpUTU4apuTe, Kou
onpegenysaar, Bp3 OCHOBa Ha HUBHWUTE NpoTe'uparsa unu
AUCKYCUM 3a ONpPeAeneHn HacTaHu Unu 06jekTH, WTo e
YMETHUYKO AEN0 a WTO He €.

Cekako, BaKBOTO AeduHupare Ha ymeTHocTa
0BO3MOXYyBa [Ja ce “sayysa’ KOHUENTOT Ha
apTeakTyanHocTa - 3alWTo WTOo U Aa € YMETHUYKO Aero,
Toa e Hafl cé apTedakT (YoBeyka TBopba WTO ce pa3nukysa
o[} ApyruTe CTBapy Bp3 OCHOBA Ha cBojaTa (hyHKUMja nnu
dyHKYyMjaTa WTO My € AodeneHa BO pamKuTe Ha
onpegeneHara OnwTECTBEHA CpenHa), a Koj apTedakT Ke
6uae yMeTHUHKO 4eno, CeKako, Ke 3aBucu of onpegenbute
Ha “CBEeTOT Ha ymeTHocTa". Ha Toj Hau4MH € MOXHO “Aypw 1’
OuwaHosuoT “Fountain” ga 6uae yMeTHUYKO Aeno, Mako
[Jvwax BoONWTO He “WHTepBeHupan” Bp3 (abpuyku
NPOM3BEAEHNOT NUCOap, TYKY Hero e4UHCTBEHO ro NOCTaBwusl
BO n3nox6eH npocTop. Taka 0buyHUOT apTedakT cTaHan
YyMETHUYKM apTedakT co camoTo npucakarbe of cTpaHa
Ha “CBEeTOT Ha ymeTHocTa" - Hero ga ro npeTcrTasv BO
ranepuja u KoH Hero ga ce ofjHecyBa Kako KOH YMEeTHU4KO
aeno. Mopagu ceBo OBa MHCTUTYUMOHanHaTa Teopuja Ha
yMEeTHOCTa 0BO3MOXYBa, TEOpUCKKU fJocnegHo, aa ce
06jacHX 30WTO HEKOM O6JEeKTU, KaKBM WTO Ce Ha npumep
peav - MejguTe, MoXar Aa éuaaTt YMEeTHUYKU aena, Kako
LITO OBO3MOXYBa TEOPUCKHM fja ce “ornpasza’ v NoCcToeHeTo
Ha KOoHUenTyanHaTta yMeTHoCT. Ho, cenak, Taa Kako Aa He
MOXe, nopaju ceojaTa nperonema HepecTPUKTUBHOCT, Ad
rM"OHEeBO3MXWN" UHCTUTYLMUTE OF CBETOT Ha yMeTHoCTa Aa
MMEHyBaaT LITO Ke nocakaaT Kako yMeTHUYKO Aeno. 3ropa
Ha Toa, Kako WTO yKaxxyBaaT MHO3UHa KpUTu4apu Ha osaa
Teopuja, MHOrY e TEeWKo Aa ce n3berHe UMpKynapHocTa npu
AehMHMPareTo, 3alTO YMETHOCTA (CBETOT Ha YMeTHOCTa),
npy BakBOTO AeduHupare e “HeoCTpaHNnB enemMeHT Ha
peduHueHcoT” '°.

Cropef MUCNEHETO, Nak, Ha NO3HaTUOT BPUTAHCKU
ecteTuyap Xapong O36opH oa 1981 roguHa, “dyecTonatu
NOPECTPUKTUBHO LUTUpaHaTa peyeHuua Ha npogecopoT
Llopy [IMku Aeka yMETHUHKOTO Aeso e Koja buno cTeap WTo
CBETOT Ha YMETHOCTa ja HepekyBa yMeTHU4KO aeno,
npeTcTaByBa eA4HO TOYHO BOOMWTYBatbe Ha OAroBOPOT Ha
efHo (hakTU4KO npawarbe. Ho Toa He e oA4roBop Ha
thunocodckoTo npawarse.”

MpouaneryBa Agexka BakBOTO AeduHuparbe Ha
yMeTHOCTa W Ha YMETHWUYKOTO Aeno ro noctasyea Llopy
[vKu npeg cepuosHu KpuTuku. Bo obua HewTo aa nonpasu
Bo cBojaTa Teopuja [uku Bo 1984 roguHa coszaasa “BTOp”
cBeT Ha ymeTHocTa. Bo 0BOj “nogobpeH” CBeT Ha yMeTHOCTa,
oA kHuraTa “YmeTtHudkuot kpyr” (The Art Circle, 1984), 3a
Aa ce "0HeBo3MOXU" Cnob0AHOTO ¥ O/} HULLTO OrPaHU4HeHOTO
npocyayearse 3a Toa WTO € YMEeTHUK, LWTO € YMEeTHUYKO
Aeno, WTo e ymeTHu4ka nybnvka v wrto e cBeT Ha
yMeTHocTa, [uku onpeaenysa:

1) YMeTHUK e CeKoj OHOj WTOo y4yecTByBa CO
pasbupatrbe BO CO3/4aBarbeTo Ha YMEeTHUYKOTO Aeno.

2) YMeTHUYKO Aeno e Koj u aa e aptedakT
cosfajeH 3a Aa 6uae npetcTaseH npeg nybnukara Ha
CBETOT Ha yMeTHoCTa.

3) MNy6nukarta Ha cBeToT Ha ymeTHocTa (An artworld
public) e Koja u aa e rpyna Ha IMYHOCTU NOAroTBeHa A0
onpeaeneHa mepa Aa rv pastepe yMeTHUHKUTE fena wro i
ce npeTcTasyBsaar.

4) CBeTOT Ha ymeTHOCTa € ToTanuTeT Ha cuTte
CUCTEeMM Ha CBETOT Ha yMeTHOCTa.

5) Cuctem Ha CBETOT Ha yMETHOCTa € OHa WTO '
KOHCTUTYMpa paMKuTe 3a npeTcTaByBarbe Ha A4enoTo Ha
YMETHUKOT KOH nybnukarta Ha cBeTOT Ha ymeTHocTa (An
artworld system is what constitutes the framework for pre-
senting an artist ‘s work to an artworld public.) '

MoBeke o4 o4YurnegHo e geka cuse oOBue
onpegenysata co3jasaaT eAeH Kpyr u  faeka
uvpkKynapHocta He e oaberHata. Ho [Juku Hapo4HO
MHCUCTMPA Ha OBOj KPYr, Ha OBOj KPYr Ha yMETHOCTa - Kako
LITO C& MMEHYBa 1 BO HACMOBOT Ha HeroBaTa KHura - Ho Toj,
Hae[lHo, CMeTa Aeka 0BOj Kpyr € UH(hopMaTUBEH U AeKa rv
omefyBa rpaHULMTe Ha CBETOT Ha ymeTHocTa. Bo 0BOj cBeT
Ha yMmeTHocTa 6poj 2, akKo MOXe C/TMKOBUTO Jia ce u3pasume,
camMo CyAucKuTe npesejyBayu umaaTt npaso fAa
“npesegysBaaTt’ 06jeKTU BO yMETHUYKW gena, camo
nosHaBa4ynTe Ha yMeTHuYKaTta npaktuka moxat Aa
npocyaysaar 3a ymeTHW4kute aenal

Ho npo6nemoT Kako fga ocTaHyBa MOBTOPHO
HepeweH? Ce 4uHM Aeka co cuTe nogobpysarba [JUKu
ycneea eAUHCTBEHO NPo6nemMoT Ha YMEeTHUYKOTO Aeno Aa
ro npecpnn 04 NNaHOT Ha aHanuTu4KaTa punocoduja Ha
NnaHoT Ha couuonorujaTa Ha ymeTHocTa! 3alTo WTo MOXe
faa 6uae, ako Toa He e COLMO-KYNTYpPONOWKN (heHOMEH,
npecpnysareTo Ha UHTEpPecoT oA “MeTagmankaTa” Ha
YMETHUYKOTO  AeN0  KOH  HEeroeoTo  MOXHO
MHCTUTYLUMOHANU3Nparbe BO OMWTETCBEHUOT CBET KOj
PeUMnTUBHO W aKCUOIOWKK ce oaHecysa?! 3ropa Ha Toa
ronemo npatiarbe e 4ann Ha OBOj Ha4uH Ce KaxyBa LTOo v
[a e ecTeTUYKMN 3Ha4ajHo 3a YMETHWYKOTO Aeno U 3a
YMETHOCTa BOOMWTO, 3aliTO OHa BP3 OCHOBA Ha WTO Ce
onpeaenysa YMETHUYKOTO Aeno He ce Haofa u He
npuanerysa of CaMoTO YMETHWYKO Aeno, TYyKy Of HewWwTo
WTO, MaKo He My e Tyfo, Aoara ogHazBop M OTNocne Kako
pechnekcuja 3a camoTo Aeno.

Tokmy 3aToa MOXeme fa ce cornacume co
cnepgHviBe TPU CTaea, CO KOW M Ke ro 3aBpluMme HaweTo
npectasyBatbe Ha MHCTUTyuwWoHanHaTa Teopwja Ha
ymeTHocTa.

MpsuoT: “UHCTUTYYMOHanNHUTe AeduHNUUM Ha
YMETHOCTa He KaXKyBaaT HWWTO 3a TpajuuyuoHanHute
CBOjCTBA Ha yMeTHOCTa, KOUWTO moxaT ga buaat
yrnoTpe6eHn Kako NPUHMHIA HELITO Aa Ce Hapeye yMEeTHUYKO
aeno." %2

BropuoT: “LlupkynapHo wunuM He, BaKBOTO
hopmynupare 0AHOCHO AeduHuparbe Ha YMEeTHUHKOTO
[eno ja NpoAosKyBa Hajnowara Tpaguumja Ha ecteTukara:
uckasuTe 3a yMeTHOCcTa of Kou ce 6apa eauHCTBEHO
c006pa3eHOCT CO TEOPUCKWUTE NPETNOCTaBKK WTO aBTopoT
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rv 3acranysa, a He KakBo U ga e objacHyBarbe Ha
BO3HEMVpyBa4KUTE CBOJCTBA Ha onpefeneHv npegmeTu u
pearuparbaTta KoH HuB." %

W TpeTtuoT ctae, of HajHoBUOT OKcdopacku
npupaYHuk no cunocoduja: “EgHO of BpakarbaTa Hasapg
Ha MHCTUTYLUMOHanNHaTa Teopuja e BO Toa LUTO Taa He MoXe
necHo Aa buge ynotpebeHa, Kako LUTO MOXea NopaHEeLLHUTE
Teopun, 3a Aa Hé yBepu WTO € ocobeHO BpeaHO BO
ymeTHocTa.” %
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Ivan Djeparoski

THE WORK OF ART
AS AN ARTIFACT IN THE ‘ARTWORLD'
- ARTHUR DANTO AND GEORGE DICKIE

‘My first text, ‘The Artworld' of 1964, is an analytical
answer to the exhibition which | have often considered, the
various forms of the Brillo cardboard boxes by Andy Warhol,
staged at the Stable Gallery earlier that year. The question
why they represent an art, while the Birillo cardboards that
almost resemble them do not, was the problem that preoc-
cupied me then. It was clear that the difference between the
ordinary Brillo boxes and those of Warhol should not count
on the distinction between the art and the reality, while the
question was what it can count on.’

Arthur Danto, The Philosophical Disenfran-
chisement of Art, Columbia University Press, 1986, pp. IX-X.

‘The work of art in the sense of classification is (1)
an artifact, (2) with various aspects that have brought upon it
the status of a candidate for an assessment by some per-
sonality or personalities who act on behalf of specific social
institutions (the artworld).’

George Dickie, Art and the Aesthetic, Cornell
University Press, 1974, p.3.
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The notion that the institutional aesthetic
theory, i.e. the institutional theory of art, holds a significant
place not only in the Anglo-Saxon aesthetics but also in the
philosophy in general, is also shown by the very fact that
being a separate definition, it is present in the latest edition
of ‘The Cambridge Dictionary of Philosophy’. There the insti-
tutional theory of art, globally, is defined as ‘a view according
to which something becomes a work of art on basis of the
quality to hold particular positions inside in the context of an
aggregate of institutions.'1

Actually, the institutional theory has had its
shaping in the views of the American aesthetician George
Dickie (1926- ), who has founded this theory most compre-
hensively in his work ‘Art and Aesthetic: An Institutional Analy-
sis’, 1974; however, his views would not have been possible
without the previous knowledge obtained by the American
philosopher and art theoretician Arthur Danto (1924- ), es-
pecially through his ‘entrance’ in the art philosophy by pub-
lishing, the now turning-point text ‘The Artworld' in 1964.

For this very reason, we will first consider
the views of Arthur Danto, and then go for the consideration
of the opinions of the institutional and analytical aesthetics
of George Dickie.

As it happens often to many theories that
are being formed for the first time, so the theory of Arthur
Danto2 on ‘the Artworld' acquired its popularity and fame
also on basis of one ‘wrong’ interpretation of the American
aesthetician George Dickie. Regardless of the different in-
terpretation that Dickie gave to this theory, of what we will
further speak, still, in the Danto’s ‘artworld’ as if there are
possibilities even for one such interpretation. Undoubtedly,
Arthur Danto, in reshaping the term ‘the artworld', i.e. giving
it a new meaning, made it possible to construct and develop
the so-called institutional theory - by himself, and by several
other famous theoreticians. Danto considers that ‘the
artworld’ is
formed on basis of ‘a specific history, of a theoretical atmos-
phere'3, and that this ‘artworld' consists and is ‘populated’
by the works of art themselves, and not by the representa-
tives of the social and cultural institutions - as was afterwards
considered by George Dickie.

Arthur Danto, actually, points out what ena-
bles us to determine an object as a work of art, very much is
found in the spheres of the theory and history, and not in the
spheres of the cultural and social institutions. Anyway, Danto
has been motivated by the development of contemporary art
- as we have seen from the quotation in the beginning of this
text, he is directly motivated by the Andy Warhol’s exhibition
and his Brillo boxes - and tries to give an answer to the
question: why ‘Warhol's Brillo boxes are work of arts, while
their everyday copies, from the supermarket stockpiles ...
are not?'4 If we return a little bit backward into the art history
and consider the work of Duchamps' ‘Fountain’ (1917), the
question would be: why is this a work of art, while its ‘coun-
terpart’ from the public WC is not? Danto’s answer is that the

difference lies in the fact that works of arts relate toward the
world in a way that the commonplace objects do not relate.
We are dealing here with a specific possible ‘transfiguration
of the commonplace’, as is the title of a Danto’s book, whereby
the distinction between the seemingly same objects remains
on ontological level. This introduces also the question of the
historical and theoretical identity of the work of art that is
confirmed through the interpretation and that enables the
work of art to obtain aesthetic features, while the common-
place object, regardless how much it is ‘a replica’ of ‘the
artworld’ (or very often, the other way around), it does not
have those features. Hence, the interpretation remains the
key for the existence of the work of art, and this interpreta-
tion is always inspired ‘by an atmosphere of the art theory,
by a knowledge of the art history: an artworld.'S

However, because a semantic analysis more
evidently and better shows the course of the thought of Dickie,
we will briefly paraphrase such a recent analysis. We are
dealing here with the analysis of the American professor of
music and music aesthetics - Robert Cantrick.6 The key views
of this approach come out of the fact that Danto accepts that
art and work of art are to be interpreted on basis of their
being connected to ‘the transfiguration'. A commonplace
object (o) is transfigured into a work of art (W) based on a
specific interpretation (1) set forth in a specific historical and
cultural context. The interpretation can be different: stylistic,
metaphoric, etc., but other interpretation () of the same com-
monplace object in some other historical and cultural con-
text transfigures the object into ‘another’ work of art. And so
on, and so on... According to Danto, such a transfiguration
is a specific kind of function that can be expressed in this
way I(0) = W. The interpretation of the object is equal to the
work of art.7 Therefore, even this ‘borrowed’ semantic analy-
sis has showed us the connection of the work of art to the
interpreting, the very interpreting that is ‘institutionally’ can-
onized and channeled.

We have seen that works of art, according
to Arthur Danto, present objects that ‘require’ interpretation,
i.e. if we consequently interpret his thought, we could con-
clude that the work of art is kind of a presenting of a desire
for the interpretation. But, because other objects also could
be presenting, and by that very fact not to be also works of
art, the answer should be found in the fact that the work of
art, as Danto puts it, ‘is more of a transfiguration presenta-
tion, rather than a tout court'.8 Therefore, any object ‘be-
comes’ work of art based on its connection to history and art
theory, i.e. that which makes the object to become an object
of art, a work of art, is its feature to be able to be connected
to the features of its ‘predecessors’, the works of art of the
past, as well as the possibility to be subsumed under some
art theory. On this level very evident is the influence of the
theory of Wittgenstein on ‘family resemblance’.

However, in his later phase Arthur Danto,
under the influence of the knowledge of Hegel on ‘the death
of art’, interprets contemporary art, in all its wish to theoreti-
cally explain itself, as a post-historical art. Hence he presents
his views in a manner of Hegel:
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‘I in this way we look at today's art ... we
can see that the existence of art is more and more depend-
ent on the theory, while the theory is not external in relation
to the world that it likes to understand. Therefore, in under-
standing its object, the theory understands itself. One can
note another feature of this late production: while the works
of art approach zero, their theories approach the infinity. At
the end only theory is left; the art has finally ‘evaporated’ in
the glamour of the clean thought about itself, becoming only
an object of its own theoretical consciousness’.9

Danto’s Hegelian view of the post-historical
art is similar to the artistically known concept of the trans-art,
i.e. of an art that is created on crossroads: when one art
history cycle has come to its end, while the new one is not in
sight. Nevertheless, the key theoretical and aesthetic view of
Danto still remains in the following acknowledgment: ‘My
philosophical viewpoint is that the interpretations constitute
the works of art, so that you do not have on one side the
work of art, and on the other side the interpretation.'10

From this comes out that the work of art is
the same as the interpreting object whose ‘existence’ is made
possible by the art and aesthetic theories! Certainly, such an
attitude presents an exaggeration of the meaning of the theory
at the expense of the very work of art that is reduced only to
an object subjected to a critical analysis. Hence one
should not wonder that such  an attitude is the cause of a
serious critique: ‘If indeed the theory finishes the com-
plete job, then what is the meaning of the motive for creat-
ing, looking and being connected to the very works of art?
Such an approach to the art, firstly, loses its connections to
the practice.'11 Such a critique is expanded also in the view-
point that ‘everyone can be an artist, but at the same time it
is only that person behind whom an artworld stands.'12 But,
the work of art is self-referential, as Danto puts it; it refers to
itself, it comments itself, it transfigures its meaningless and
commonplace state, acquiring such features that the com-
monplace, physical object cannot have. Actually, we could
say the institutional theory of Danto is a successful attempt
to find out a theoretical ‘justification’ of the existence of such
works of art - such as Duchamps’ ‘Fountain’, or Warhol's
Brillo boxes, or Campbell's tomato soup (1965) or Cage’s
music work ‘4" 33" * - that fit in the categories of ready-mades,
pop-art!3 or minimalist music14, and in this way it is made
possible a successful ‘attachment’ of the avant-garde mod-
ern art toward the theory that will be able to explain theoreti-
cally and consistently such an art - something that old aes-
thetic theories could not do. Still, the key point for this theory
is its attempt to understand art and works of art as a result of
specific ‘institutionalized’ activities.

Perhaps all of this will be clearer to us after
our consideration of the ideas of the theoretically ‘purer’ in-
stitutor - George Dickie.

*

Before we consider the views of George DickielS directly
connected to the work of ar, it is necessary, briefly, to men-

tion the debates in the analytical aesthetics of the 50's and
60's of this century, so that one could assess the influence
that in these debates Dickie’s institutionalized art theory has
made.

During this period, in the analytical aesthetic
theory dominant are the views of the aestheticians of the
neo-Wittgenstein affiliation, such as, for example, Morris
Weitz, who considers16 that art cannot be defined because
it is an open concept, and that the impossibility for a true
definition of art and work of art should not make difficulties,
because there is an alternative way for specifying art and
work of art, namely the method of Wittgenstein on ‘family
resemblance’.

It is known that Wittgenstein considered
many terms to be ‘family-resemblance’ terms, that is to say:
members of classes chosen according to such terms do not
share any common definition features, they are members of
the class based only on the overlapping resemblance
among their members. For example, member A of a specific
family-resemblance class will share its features with mem-
ber B, while B will do it with C, and so on, but members A
and Z do not have to share any resemblance. Hence, as
Dickie puts it, ‘many philosophers did believe that art is a
concept of a family resemblance, and therefore, ‘art’ cannot
be defined wit the help of necessary and sufficient condi-
tions because works of art do not share some general or
universal features. They even denied that all works of art are
artifacts’. 17

But George Dickie not only does not
share this view, but also vehemently opposes it, while the
key argument consists of pointing out that the concept of
family resemblance includes in itself just one idea of resem-
blance, and in addition to this, because everything can be in
‘family resemblance’ with everything, this will ‘make’ us to
consider almost everything as an art and a work of art. There-
fore he seeks an exit in the definition of art, and thereby of a
work of art, that will not limit the artistic creativity, and will
have respect for the state of being an artifact of the very
works. This definition that is constructed by ‘the institutional
art theory’, and was already mentioned as a slogan in the
beginning of this subchapter, will be repeated here:

‘The work of art in the sense of classifica-
tionis (1) an artifact, (2) with various aspects that have brought
upon it the status of a candidate for an assessment by some
personality or personalities who act on behalf of specified
social institutions (the artworld).'18

Actually, if we interpret-consistently this defi-
nition, it enables us to name anything a work of art, if that as
an artifact is introduced on basis of a proper procedure,
namely, to be specified as a work of art by right persons or
institutions which represent the artworld. All this means: there
are institutions - such as museums, galleries, magazines
newspapers that publish reviews and critiques, and there are
and persons who work in, or collaborate with these institu
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tions - such as designers, directors, tradesmen, reviewers,
critics, who determine, based on their making protégés or
debates on particular events or objects, what is a work of art
and what is not.

Indeed such a definition of art makes possi-
ble to ‘keep’ the concept of being an artifact - because even
though it is a work of art, it is, above all, an artifact (human
creation that is different from other things based on its func-
tion or the function that has been given to it within the frame-
works of a particular social milieu), and which artifact will
become a work of art, certainly, will depend on the commit-
ments of ‘the artworld'. In this way it is possible ‘that even’
the ‘Fountain’ of Dischan be regarded as a work of art, al-
though Dischan did not ‘intervene’ on the factory produced
pissoir, but simply put it in an exhibition hall. So the com-
monplace artifact became an artistic artifact through the very
acceptance by ‘the artworld’ - to show it in a gallery and to
treat it as a work of art. For these reasons, the institutional
art theory makes possible, in a theoretically consistent way,
to explain why some objects, such as, for example, the ready-
mades, can be works of art, and it enables to theoretically
‘justify’ even the existence of the conceptual art. Neverthe-
less, it seems due to its oversized unrestrained that it cannot
‘disable’ the institutions of the artworld to name whatever
they want as a work of art. What is more, as many critics of
this theory point out, it very difficult to avoid the circularity
when defining, because the art (the artworld), during such a
defining, is ‘unavoidable element of the definiens’.19

According to the 1981 views of the well-
known British aesthetician, Harold Osburn, ‘the often quoted
sentence of Prof. George Dickie that a work of art is anything
which the artworld names as work of art, is a true generaliza-
tion of the answer to a factual question. But this is not the
answer to a philosophical question’.20

It comes out that such a defining of art and
the work of art puts George Dickie before serious critiques.
In an attempt to correct something in his theory, in 1984 Dickie
produced his ‘second’ artworld. In this ‘corrected’ artworld,
from the book ‘The Art Circle’ (1984), in order to ‘prevent’ the
free, and unrestricted by anything, assessment on what an
artist is, what a work of art is, what an art public is, and what
an artworld is, Dickie specifies in a more restrictive way:

1. An artist is everyone who participates
through understanding, in the creation of the work of art.

2. A work of art is any artifact produced to
be exhibited before the artworld public.

3. An artworld public is any group of persons
willing up to a certain degree, to understand the works of art
that are exhibited to them.

4. An artworld is a totality of all artworld sys-
tems.

5. An artworld system is what constitutes the
frag11ework for presenting an artist's work to an artworld pub-
lic.

It is more then evident that all these com-
mitments produce a circle and that circularity has not been
avoided. But Dickie intentionally insists on this circle, on this
art circle - as it is named also in the title of his book; still he
maintains that this circle is informative and that it sets the
boundaries of the artworld. In this artworld no. 2, if we may
express ourselves in a picturesque way, only legally certified
translators have the right ‘to translate’ objects into works of
art, only well-informed persons of the art practice are entitled
to judge the works of art!

But it seems as if the problem is again not
solved? It seems that with all the corrections, Dickie only
succeeds to move the problem of the work of art from the
field of the analytical philosophy to that of the art sociology!
Why what can it be, if this is not a social and cultural phe-
nomenon, the moving of the interest from ‘the metaphysics’
of the work of art toward its possible institutionalizing in the
social world that relates in a receptive and axiological way?!
Besides, a great question is whether in this way anything is
told that is aesthetically significant for the work of art and art
in general, because that, based upon which the work of art is
determined, is not found and does not result from the very
work of art, but from something that, although not strange to
it, comes from the outside and later as a reflection on the
very work.

For this reason, we may agree with the fol-
lowing three views whereby we will end our consideration of
the institutionalized art theory.

The first one: ‘The Institutional definitions of
art do not speak anything of the traditional features of art,

that can be used as reasons to name something as a work of
art.’22

The second one: ‘Circular or not, such a for-
mulating, i.e. defining of the work of art continues the worst
tradition of aesthetics: statements about art which are re-
quested to show only compatibility with the theoretical as-
sumptions that are set forth by the author, and not any kind
of explanation of the disturbing features of specific objects
and the reactions toward them.'23

And the third view, from the latest ‘Oxford
Companion to Philosophy’: ‘One of the drawbacks of the in-
stitutional theory is that it cannot be easily used, as the pre-
vious theories could, to make us believe what is exception-
ally worth in art.’24
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M3nox6u 80 hokyc IS

Oprnacu oA nevaroT 3a uanoxobara
3payera - PeyeHTHa MakegoHCKa NMKOBHA YMETHOCT BO
MuHxeH n Benrpag

JoBaH [lecnoToBuk

3PAYEHE HA MAKEJOHCKUTE YMETHULW '
PA3HOBWIHWN KPEATUBHW EHEPI UM




oA nokpoeuTeNcTBO Ha MUHUCTEPCTBOTO 3a KyNTypa Ha
Peny6nuka MakegoHuja n ®oHAOT 3a OTBOPEHO ONLUITECTBO
BO Jyrocnasuja, a Bo opraHusayuja Ha MysejoT Ha
cospemeHara ymeTHoCT Bo Ckonje u LieHTapoT 3a kynTtypHa
AeKoHTamMuHauuvja Bo Benrpag, ce nmoArotsm uanoxba Ha
HOoBarta MakefoHCKa NMKOBHaA YMETHOCT Moj Hacnos
“‘padetba”. ABTOp Ha HejauHaTa KoHUenuuja e KycTocoT Bo
ckonckuoTt Mysej Corba AbayuneBa 1 BO Hea Hajgoa MecTo
AeBeTM1Ha aBTOpU Ha cpeAHarTa 1 (Haj)Mnagara reHepauyja
TBOPLW KOULUTO Ce u3padyBaar NpeKy AeHeC AOMUHAHTHUTE
CpeAcTea Ha nnacTu4HarTa yMeTHOCT - of choTorpachum o
CNVKW, oA 06jeKTU A0 MyNTUMEAWW, Of MHCTanayum Ao
ambueHTanHn nocTaBKu.

TokMy BakBMOT COCTaB Ha y4ecHUUMTE Ha u3noxo6ara
yKaxyBa Ha HeKOJIKy CylTecTBeHu hakTu wTo, npesa cé,
npousnerysaar of BMAHO U3MeHeTaTa ecTeTcka npupoaa
Ha pelyeHTHaTa MakefoHCKa BU3yenHa YMEeTHOCT KojallTo
Abayuesa ja Harnacysa co CBOjOT U360p, NPeAU3BMKaHO oA
PasnM4HN NPUYUHU - O] UBMEHETUOT KYNTYPEH aMbUeHT BO
KOj ce 0fBMBa, A0 O4EBUAHO NOAOOPEHUTE YCROBM BO KOU
AEHec TBOpaT MakeAOHCKUTE YMETHULM ( MPU WTO NoMarnky
Ce MUCNU Ha MaTepujanHUTe, a NoBeKe Ha OHWe WTOo
AVPEKTHO Npouanerysaar o/ 3acuneHara KoMyHukauuja co
CBeTOT MpeKy MHOry KaHanu, Kako U Ha npogykuuckara
noAApLIKa Ha CMOH30pUTE), 04 3aHa4YUTeNHO norosieMara
OTBOPEHOCT Ha TAMOLUHUOT YMETHUYKM CUCTEM A0 nogobpa
opraHusayuoHa v cyncTaHyumjanHa noBp3aHOCT Ha
APXaBHUTE N KYNTYPHUTE UHCTUTYLUMM 1 TH. O6jacHyBajku
ja TeopeTckara noctaska Ha cBojaTa usnoxba, Abayuesa
HanoMHa feka 360poT “3payer-e” BO MaKeAOHCKOT jasuk
MUCTOBPEMEHO MMa 1 NMO3UTUBHO U HAaraTMBHO 3HaYeH-e BO
3aBUCHOT O KOHTEKCTOT BO KOj CE& KOPUCTU U Ha Taa
Meryce6HO ucknydyeauka cemaHTka Abayvesa warpaam
€4eH KPUTUYKM CUCTEM Ha TOSMKYBaHeTO Ha aKTyenHara
MakefoHCKa YMETHOCT, UCTaKHYBajKu ro Hej3auHOTO ONLWITO
MUnje Ha CNeaHnoT HauuH: “CornacHo co rnobanHaTa cnuka

Exhibitions in Fe

Ha cocTojouTe Ha 3emjata, nogpasbupajku ja Tyka ce
pasbupa, 1 MakegoHnwja, KoHUenuujaTa Ha oBaa u3noxoba
ce (hoKycumpa Bp3 NOBEKE3HAYHUOT MOUM Ha 3paqeHe - Kako
maracopa Ha pasfnyHo O3HaYEeHUTe BUAOBU Ha EeHeprum
WTO rU NPOHUKHYBaaT MaKeAOHCKUTE NMUKOBHU YMETHULM
AeHec. bes pasnuka Ha ronemuTe aMnAUTYAN Ha HUBHUTE
peakuuv Ha akTyenHaTa npobnemaTtuka, oBa 3aefHUYKO
npetcraByBame cyrepupa WuHTepdgepeHuyuja Ha
CMPOTUBCTABEHUTE ACNeKTW Ha 3payveHeTo: huanyko/ co
mMeTau3nyKo: NO3UTUBHO (03aPEHOCT, MPOCBETIEHOCT,
BAAXHOBEHOCT, pararbe, NMPOYMCTEHOCT), CO HeraTMeBHO
(PapvoakTMBHa 03payeHOCT, KOHTaMWHaLmja, CoropyBarse,
Aenpecuja, 6onecTt, cmpT). Bo ocHoBa MasHaTa u cjajHa
noBpWWHA Ha genara (nyna, cTakno, MeTanHa nnoua,
nneKcurnac, CUNMKoH) UCTOBpPeMeHo pedhepvipa Ha TonnuTe
oabnecouu BoO npupoaata (CoHue, Boga, napea, Kpucran,
OoraH) U Ha MOpHMYABO OTYfeHUOT cjaj, Ha
XUNepTexHONMOWKWUOT Mync Ha ypbaHM3upaHUoT nejax
(cTakneHo - meTanHu dacaan, eKpaHu U KomnjyTepu,
BCENEeHCKU nertana).

Ha uanoxo6ara “Spayersa” BCyWHOCT ce 3acTaneHu ase
reHepauyum makeoHcku Teopuu. Moctaparta e oHaa KojawTo
BO AOUHMTe OCyMAECeTTH Ce NojaBu Ha yMeTHWYKarTa CLeHa
Ha HekorawHa Jyrocnasuja, YMMWTO TBOP6M MMaBme
npUnuKa aa rv BUAUME Ha HEKOW roneMu 3aefHUYKN
M3noxowm (kako Wwro ce BueHaneTto Ha Mnagute Bo Pueka,
capaeBckata [lokymeHTa unu MNaHyeBa4koTo 6ueHane Ha
coBpemeHarta ckynntypa v TH.) Mefy HuB ce Enusabera
Aspamoscka (pogeHa Bo Ckonje 1956) kojawTo Ha oBaa
u3nox6a, o4 YeTUPUTE eNeMEeHTH Of eANHCTBEHUOT (hoTo-
ecej, npukaxa fsa - 3emja, Boga - CrM4HO Ha peknamHuTe
6unabopaoBm n3BeaEeHN Kako hoTorpacum Bo 60ja WTo Taa
Y CHUMUNA BO NOMUHYBarLe, NPU Toa pearupajku Ha Hekou
(heHOMEeHM Ha XUBOTHATA CPeAUHa, Ha HEj3UHITE eKOMOLLKU
M WAEOJIOWKN KapakTepucTUKN KOUWTO BCYLWHOCT ro
onpegenysaar ONwTHUOT U3rnea v cyabuHara Ha geHeluHara
yvsunusauuja.

Tyka e 1 og nopaHo nosHaTUoT bnaroja Manesckw, (Ckonje
1957), cnopea akagemMckoTo obpa3oBaHue Crvkap, Koj
noAouHa nNoYHyBa fga ce 3aHuMaBa CcoO 06jeKTU u
WHCTanaumu.

Ha osaa nsnox6a uma ase TBOPOM CO €HUrMATUYHM
Hacnosu : Kaym v Yugat 3a konwro Abaynesa HanoMeHysa:

B8 113n0>x61 BO hoKyC
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‘Telwkara YUT/IMBOCT Ha OBUE HEMAEHTUNKYBaHN 00jeKTH
Mma HewTo 6NMCKO €O 3arago4vHara ucnaHicka noesuja,
CO TaKaHapeYeHUTe KEHNH3W, 3a YMeLITO YuTarse e notebeH
noronem mMucnoseH Hanop”. KoHeyHo, Ha wuctarta
reHepauyuja, Ho He camo cnopej roguHuTe, TyKy 1 cnopej
ONWTUTE ecTeTckn Havena, npunara n CtaHko MNasneckuy,
(Mpunen,1959, Bo Ckonje aunnomupan, a sBo benrpag
marucTpupan Ha oagenoTt 3a ckynntypa). EgHa Heroea
noAHa nHcTanauyvja ybeanuso 36opysa 3a U3BOHPEAHOTO
MajCTOPCTBO Ha aBTOPOT KOjawTo e rnognora Ha efHa
XepMeTuyka, UHTUMHA CeMaHTuKa WTOo 04 cBOUTe
MHOry6pojHu CnoeBu 3payn co pasfiMyHu NnacTudHu
MCKYCTBA, CO AYXOBHW COAPXWUHW U BPeAHOCHWU aTpubyTu
Ha peleHTHaTa npoAyKuuja.

HajronemuoT 6poj BO oBaa cenekuuja ce asTopu
POAEHW BO LUEECETTUTE rOANHWN KOULWITO BO YMETHUHKMOT
XKWUBOT cTanuja rnasHo BO TeKOBHaTa AeleHuja, na nopagu
TOa HEMaa MOXXHOCT, Kako nocrapure ymeTHuuu ga ce
3n06ujaT co noaHadajHa jyrocnoBeHcka penyrtauuja. Ho,
yMEeTHMYKaTa CLieHa Ha HekoralHaTa 3emMja e 3ameHeTa co
eBporcKara, Taka WTo OBMe MNajAn aBTopu ce Haofaat Bo
W3BOHPEAHa NpUnuKa aa rm UICKopucTaT HOBUTE MOXHOCTW.
Osaa mnanoxba e egHa of HuB. MHcTanauwjata o gecet
naenosu 3atBopeHoTo exo Ha JosaH LLymkoscku, (Ckonje,
1962, nokpaj lNaBnecku eneH o4 MaKe[OHCKUTe
NpeTcTaBHMUM HA 3Ha4ajHaTa jyrocnosBeHcka uanoxba
“FeomeTpun”), npuBnede O0CO6EHO BHUMaAHME Ha
nocetutenute. EnokcugHata cmona oj KojawTo ce
13paboTeHn HeroBuTe cneunduyHn “ukoHn” pednekTupa
Ha SWAOT Ha ranepujata Meka Tpenepnusa CBeTNMHa WTo
OVPEKTHO e Haco4eHa Ha HUB, a Toa 3padyerbe e BCYLUHOCT
AnabuHcka npoekuvja Ha aBTOPOBOTO HaYeno KoewTo
HaBrerysa BO XpUcTujaHckaTta eTuka, Cyrepupajku ro Ha Toj
HaA4YMH ancTpakTHOTO 3Ha4Yerbe Ha WKOHUTEe Ha
MakKenoHCKOTO nopgHebje. “3aTBOPEHOTO exo” Ha
LLUymMKOBCKM ce goKaxXyBa Kako MPOCTOpP BO KOj ce
corneaysa LenoKynHUOT KOHTEKCT, HO He MOXe Aa ce Buan
CONCTBEHOTO nuye”, HanomeHyea Abaymesa BO KaTanoror.

>KaHeta BaHresnu, (Butona,1963), ocTaHa BO cekasar-e
MO CBOMTE MOLUHE UMMNPECUBHN HEO-TEOCTNKI O KPajoT Ha
ocymaeceTTUTe KoM ja HaBecTuja nojaBaTta Ha efiHa Hosa
reHepauuja yMeTHWULM CO M3MEHEeTH ecTeTCKu cchakaHa. Ha
oBaa uanoxba uma gse nponeTepcku hoTorpacumn co Tema
Ha TpaguuUOHaNHWTE U akTyesIHUTEe UKOHU KOWULLITO
yKa)kyBaaT Ha AnabuHCKUTE NPOMEHM LUTO Ce 0ABUBaaT BO
AeHelHaTa umsunuaauvja. EgHarta e of nokaneH Kapakrep,
BO KOja ce yTBypayBa npoMeHaTta Ha 3HayereTto U
hyHKUMjaTa Ha e4eH NO3HAT CKOMNCKK crnomeHuk (Ha HOB),
KOJLITO M AEHEC COAPXW JOBOMHO €NeMEeHTH ( Ha KOULITO
yKaxkyBa MponpaTH1OT TEKCT Ha Mon-necHara “Tue ro youja
wepudoT, HO He ro ybuja 3aMeHUKOT"), WTO WU NoHaTamy
aKTUBHO ro OTCNUKyBa BpeMeTo, a gpyrara e onwTra
UMBMIM3aUMCKa MerankoHa Ha TparuyHo HacTpagaHarta
neaw [ajaHa, KojawTo “anyaupa Ha nocTojaHuTe spaderba
Ha WAEONOLWKNTE CUCTEMN HA MOKTA, KOMLUITO HEKPUTUYKN
NEcHO NaHcupaaTt SBes3au, Xepou U TOMN-NMUHHOCTYU YujallTo
Nep3nuCcTeHTHOCT, HAaMEecTo BO BEYHOCTa, HajyecTo
3aBpllyBa Bo noneto Ha 6nyp edexkTu”.

AHTOHM MaaHescku, (Ckonje,1963), ucto taka

o

npuBnekysa ocobeHo BHMMaHue Ha nybnukara. Herosata
NPOMEeHNMBa, NOTMNOMHO UpHa (3Ha4yu, eguHCTBEHaTa LWTo
He 3payun, TYKYy ja BNuMBa cCBeT/NMHaTA) WMHCUeHauwuja,
HanpaBeHa of Ready Made npegmeTun, co Hacnos
MeryBpeme, aBTobuorpadckm u ncnosegHo 36opysa 3a
aBTOPOT, 3a HEroBUOT KapakTep, 3a MeHTanuTeToT U
npunagHocTa Ha OHaa coBpemMeHa nonynauyuwja Ha mnagure
KojalwTo akTUBHO Ce CNpOTUBCTaByBa Ha 3aTekHarTarta
AyxoBHa cocTojba, MakoTpnHO 6apaku ro concTBeHOTO
MECTO BO HOBO(OPMUPAHUOT CUCTEM Ha BPEHOCTU.

MoluHe MpayHo 1 MOpOUAHO, HO UICTOBPEMEHO CTEPUNTHO
4ucTo AenyBa uHcTanayvjata Ha Wckpa Aumutposa,
(Ckonje,1965), co Hacnoe [lano4YHa BpBKa cocTaBeHa o4
nnekcurnac, BogeHa napea, 38yK U CMIMKOHCKN OA4NTMBOK
Ha CTOMa4YHVOT Npejen Ha Hej3UHOTO TeNno. AHTUHOMUYHUTE
napoBv Ha NOMMUTE pararbe - ymuparbe, co3jaBare -
YHULUTYBare, HacTaHyBare - pacnarare, ja cosgasaat
ceMaHTM4KaTa pamHuHa Ha OBa Aeno, OTKPUBajKu AeKa
AumuTpoBa, Nokpaj NMKOBHO nocegysa U (Huno3ocko
obpasoBaHue

WHcTanayvjata AsTtonat Ha MupHa ApcoBcKa,

(Ckonje,1957), nokaxyBa KOW Ce [eHelWwHUTe
LUMBUNMU3ALMCKM AOMUHAHTY | My3uKa, aBTonaTt 1 KomnjyTep,
CO HUB Ce apTUKynupaaT AUHAMWYHUTE CTPYKTYpu Ha
6pauHaTa U 3BYKOT, Ce KOHKpeTuaupa eHeprujata Ha
Hay4yHaTta Mucna v ce anyaupa Ha ua4esHyBarbeTo Ha
HEenoCTOojaHOCTa Kako M3pas3u Ha HeBO3MOXHOCTa Ha
naeanute 3a eAVHCTBO U 3a XWUBOTOT BO AEHMUHUTUBHO
napuvjanuaupaHoTo onwTtecTeo. HajMnagaTta, MoHuka
Motecka (Mpunen,1971), npukaxa TBopba KojatTo 04u KOH
uaejata 3a NpocTopHa ambujeHTaumja Ha cnukarta buaejku
HEJ3UHWOT NOUM, CO TEKOT Ha M3MWHATOTO Bpeme, e
3HAYUTENHO MPOMEHET: HanpaBeH € BUAEeH Hanop Aa ce
dopmupa TpeTa guMeHanja. Kako 1 nosekeTo npunagHuum
Ha HejanHaTa reHepauvja yMeTHULW, 1 Taa cocema 0TBOPeHo
1 HE4BOCMUCIIEHO NOKaXyBa KOj 1 € CIMKapCKUOT npuMep
- Cropej KapakTepoT Ha HEej3VHUOT MOLLUHE XWUB LPTeX U
3By4YHOCTa Ha bojaTa, Toa € CUrypHO ronemMuoT MOAEPHUCT
Ha 0BOj BEK AHpY MaTuc, BO HYMULITO NAACTUYHU MOYKK
MoTecka Haofa akTyenHa uHcnupauuja u noTTUK.

Cneuudcuumpajkv ro cBojoT u3bop Ha ymeTHuYuTe 1 Bo
kateropujata Genius Loci; ogHOCHO pasnu4yHocTa Ha
noeTukaTta 3a csojata uanoxba, Corba Abayumesa BO
TEKCTOT Ha NPEeAroBOpoT ja yutupawe U cnepgHara
ogpeaHuua: “3a ga ce pobnuxkart v amanramupaar
3HauyerbaTa Ha 3payerbeTo, 03Ha4YeHu co NNnyc (+) u MUHYC
(-), Tpeba pa ce vma npeasuy reorpadekara nonoxoa Ha
MakefoHUWja Kako MeCTO Ha CpeTHyBare U NpeKpLlyBare
Ha pasnuUYHUTE KYNTYpu U UHTepecu. KapaktepoT
TEMNEPaMEHTOT Ha Hej3MHWOT Hapo/[ OBO3MOXYBa
KOCMOMONIUTCKa OTBOPEHOCT BO Koja ce ancopbupaar
3payerbara Ha pasnu4yHyn KynTypu, MEHTanuTeT, naeu u
NPOEeKTHU, KOUIITO 3aefHO CO nocToeykarta 6asa Ha
UCTOPUCKWU U KYNTYpPHU apTedakTn co3jasaaT efeH
eAVHCTBEH NpOAYKT KojwTo oA cebe BO3BPaATHO
pechnekTMpa HOBM BPeAHOCTH BO OKONHWOT npoctop. OHa
O/l WTO ApyruTe ce nnailea, cakajku no cekoja ueHa Aa ja
3ayyBaar 4ucroTara, MakegoHUUTe, MOXebu 1 No cuna Ha
OKOJTHOCTUTE, r0 CBpTEa BO CBOja rnosisa, KOHTUHYMpaHo




3boraTyBajKv ro JOMEHOT Ha CcBojaTa KynTypa v ymeTHocT".

Cnopeg cBefo4er-eTo Ha Abaymesa U Ha yMeTHUUUTE
KOMLWWTO A0jA0a Aa rv nocTasar CBoUTe Aena, TeatpanHara
MHCUeHauuja WTo camaTta manoxbeHa nocraBka Ha
“Spayersa” ja H6apa, Helle 0BO3MOXEHA Ha HajechnkaceH
Ha41H BO U3n0XX6eHMOT npocTop Ha MaBunjoHoT BerbkoBuK,
nopagv HeroBuTe TEXHWYKU NOrogHOCTU, (TeaTapcko
CBETNO), CO WTO usnoxbara ce 34061 CO eAUHCTBEH U3rneq
KOjWwTO curypHo Hema ga ce nostopu. Co oBa, OCBEH 3a
OHa WTO BeKe ce 3Haeno, (a Toa e Aeka osaa anepuja e
BCYWHOCT cera Hajgobap npocTop 3a uanarare BO
Benrpag), e npugodajeHa ywTe efHa BaxHa
KapakTepucTrKa 3a KojalwTo BO MAHWHA CeKako Ke ce Boau
cMeTKa.

Co uzno‘bara “3payera”’ 3ano4yHa u npoUecoT Ha
NOBTOPHOTO 3ano3HaBare CO CTApPUOT NO3HAjHUK, CO
HaLWWOT Haj6NIM30K cocef CO KOjWTO, AOSNTOPOYHO FNeAaHo
ce Haofame BO HEMOCPEAHU penayuu WTo rv onpegenysaar
ncrtopuckara, Bepckara, HekorawHarta naeonowka,
HayvoHanHaTa, KynTypHata u yMeTHUu4Kata nosp3aHocT
BOCMOCTABEHW BO TEKOT Ha AONrOTO 3aeAHWYKO MUHATO.
Toa, BCylWHOCT, 6ewe HarnaceHo 1 BO NPUroAHUOT 360p Ha
Ap. Cnaeko MunocaBnecku Ha 0TBOpakeTo Ha n3noxoéara,
ambacagop Ha Penybnuka MakegoHuja Bo Jyrocnasuja. KoH
Toa, o4urnegHo e u cé nobps3oTo pearuvparbe Ha
HeouumanHuTe KynTypHU YCTaHOBK, 0O KOULWITO eaHa of
HajBUTaNHUTE BCYLWHOCT MrO0 OBO3MOXW HaBPEMEHOTO
npuKaxxyBare Ha oBaa u3noxx6a Ha HajHoBaTa MakeJoHCKa
ymeTHOCT BO Benrpag, Ha HejauHnoT nat nomery MuHxeH,
ByaumeluTa 1 noHatamy KoH ®paHuuja.

JosaH [lecnoTosuk, 3payerse MakefoHckux ymetHuka, HHB, Beorpag, 6 -
7.06 1998

Mpeeopg og cpncku: C. MNMaxnyescka
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Warnegw og nanoxbara 3pavera, LienTap 3a kyntypHa AeKoHTamuHaumja,
Benrpag, 23 maj, 1998

Exhibition view, Radiations - Recent Macedonian Fine Arts, Center for Cultural
Decontamination, Belgrade, May 23, 1998




Bpurur 3oHe

BO3BYAJINBA U3NOXEA - MPE3EHTUPAHA
BE3 JbYE0B

HenpujaTHocTn okony usnox6ara Ha
coBpemeHaTa MakefoHCKa YMEeTHOCT BO
Basapckara flaHaec6aHka

Brigit Sonne

SPANNENDE AUSSTELLUNG - LIEBLOS
PRASENTIERT

Arger um die Schau mit zeitgenossischer Kunst aus
Mazedonien in der Bayerischen Landesbank

Sud Deutche Zaitung, 20-22. 04 1998

lMocTojaT MHTePKYNTYPHU HacTaHU 3a KOW MMa OCHOBA Aaa
6uaat nochaneHu, Ho Yuj AeUHUTUBEH pesynTart uarnega
TONKY AENPEecMBHO, WTO YOBEK 61 Nocakan U BOONWTO Aa
He ce cnyqene. ®UHAHCUCKM He MHory cuneH, MysejoT Ha
cospemeHaTa ymeTHocT oa Ckonje nobu nokaHa aa
opraHusupa nanoxoa Bo npocTopunTe Ha egHa Basapcka
6aHka. [leeTe pakosogHu nuua 04 My3ejoT co enaH
noAroTeyBaaT efHa KOXEpeHTHa nanoxba 3a
EHepreTckuTe noTeHunjanu Bo Mnagarta MakeaoHcKa
YMETHOCT, 683 TO4YHO Ja 3HaaT WTO U Koj BO I epmanumja ru
O4eKyBa .

3a KakBu ce HeraTMBHW NOCNeAULN MOXe Aa npegussuka
HefoBONHaTa KOMyHUKauuja nomery AOMakuHOT W
eKcnepTuTe Ha yMeTHOCTa, HU CBeAo4YM manoxbaTa Bo
BasapckaTa flaHgecbanka. He camo wTo orpaHu4eHunoT
NPOCTOP, CO UMNPOBU3UPAHO MOCTABEHUTE MaHoa, He e
afjeKBaTeH 3a efHa coBpemeHa uanoxba Koja He ce
OrpaHu4yBa Ha npeTcTaByBare Ha CAWKU CO MPTBU
NPUPOAN, TYKy TyKa HM € npeTcTaBeHa U TecHorpajara
npeTcTasa Ha AOMakuMHOT 3a npucnocobeHaTa sepauja Ha
NpOEeKTOoT.

Taka, og cTpaHa Ha BasapckaTa 6aHka ce MHCUCTMPAano Ha
TOa nMpocTopHaTa NUKOBHa uHcTanauyuja Ha MoHuka
MoTecka Koja ucHekopyBsa BO NpocTopoT, Aa 6uae ceeneHa
Ha e/Ha KOHBeHUWoHanHa mepka. MetanHuoT enutad Ha
Cranko MaBnecku Koj o4 onpasgaHu npu4nHM Gewe
npeasuaeH Aa buge noctaseH Ha NOAOT, HENpeaBUAEHO
ce Hajae Ha efeH sua. U oHa wTo e ywTe nocTpawlHo,
Guaejkv HacnoBoT Ha uanoxbaTa “Aus-Strahlungen”
nopagu HeraTMBHWOT NMPU3BYK He My Gelle no Borba Ha
AOMaKWHOT, TOj @AHOCTABHO NO KpaTka NocTanka, ro
enuMnHMpa.

3paqerbeTo, Kako WTO BN aBTopKaTa Ha wanoxbara
Comsa Abaynesa, Ha Hej3UHIOT Maj4yuH jasuk e 4Bo3Ha4eH
noum. Moxke Aa acoyvpa Ha pagvoakTUBHO 3payerbe, HO
HacnoBoT, NpeA ce, anyaupa Ha BU3aHTUCKOTO NnpeaaHue
¥ Ha (hbeHOMeHUTe BO NpupogaTta. HenpujaTHUTE OKONHOCTM
OKkony oBsaa usnoxoba He 6u Tpebano egHo ga nonpevar:
Aa ce cosfjane cnuka Ha ymeTHocTa og MakegoHuja, koja
ocyvnupa mery 4uctata metacusvka U cueHapujaTa 3a
KaracTpochu - TUNn4HKU 3a BpemeTo. Bo Taa cmucna genysa
PEYMCU CNUPUTUCTUYKKM Kora Ce U3aurHysa napeara of
CTyAeHaTa CUM/IMKOHCKa OA4NMBKA Ha CTOMa4HUOT Aen Ha
asTopkarta Wckpa [JumutpoBa. [lenysa cyrecTMBHO U Kora
JoBaH LLIyMKOBCKW, CO CjajHu MKOHU KPYXKHO NOCTaBEHU, 1o
penekTUpa Bp3 SUA0BUTE [BUKEHETO Ha COHLIETO KaKo
“3apobeHo exo".

BO KOHTEKCTOT Ha NMPOrpecuBHMOT NecumuUsam aypu m
UpUTMPAYKOTO BPTEHE Ha rpaMohOHOT gasa cmucna,
KONKYy U Aa e ussemeHa 3arby6eHocTa BO TeXHOUAHU
MarepujanHu KombuHauum.

Hanpotus, choTorpadmute og MakefoHuja ce npeTcTaseHm
MakcumanHo akTyenHo. Bo oTto-konaxute Ha Enusabera
ABpamoBCKa @ pacufieHeTo KOCMOSOLWKOTO eAUHCTBO Ha
HeTUPUTE eNeMeHTH , KOHYMNUPaHW COrnacHo NPUMEpPOT Ha
6unbopguTe.

Ha nnotepckute cotorpapum IKaHeta BaHrenu
NapoAMjCKW ro AM3UNy3MOHUpa MWTOT 3a BeYHocTa. Ha
3amarneHuoT nopTpeT Ha npuHuyesarta [lajaHa my ce
cnpotuctasysa epdeH “blow up” cnomeHuk BoO
coupeancTUyKun MaHup.

W Ha KpajoT cenak Baxu ®aycToBCKOTO npaBuno: Koj caka
Aa ro goatn ONMMNOT Ha 6ECMPTHUTE Xepou Ke Mopa aa
Ce Morpuxu 3a csojarta WTo noTparuyHa cmpr.
HaaBpemeHoTo 1 UCTOPUCKOTO, ONILTECTBEHOTO U IMYHOTO
BO cOBpemeHaTa Make[oHCKa yMeTHOCT ce pacTonysaar

BO amanram.

Warnegu og uanoxoata 3paversa - PeyeHTHa MakefoHCKa NUKOBHA YMETHOCT BO
Bayerische Landesbank Galerie, MutxeH, 2 anpun 1998

Exhibition view, Radiations - Recent Macedonian Fine Arts, Bayerische Landesbank
Galerie, Munich, April 2, 1998
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Oarnacu of WwWeeacKUOT nevyar
3a usnoxbéarta Manu ronemu npukasHu Bo
Crokxonm

XakaH Huncex

YMETHUUUTE
KAKO
PACKAXXYBA4YU
HA
NCTOPUJATA

(Svenska Dagbladet, 22 augusti,
1998, Stokholm)

Nanoxbata “Manu ronemwu
npukasHu” koja 6Gelwwe nocrtaseHa BO
CrapvoT ApxaBeH apxvs e geno Ha
TPU weeacku ymetHuuym ((MarHyc
BapTtoc, AHuka EpukcoH u EnuH
Bukctpom) u Tpu ymeTHuum op
MakegoHuja (3aeHko Byxek, Onusep
Mycosuk n XaHeta BaHrenu). Cute
TUe UMaaT HewTo 3aefHU4KO, a Toa e
wto paboTtar Cco akKTUYKKU W
(PUKTUBHU NUHHOCTW.

MNpukasHaTa e egeH Boo-
6uyaeH HauyuH Ha nM3pasyBarbe BO
ymeTHocTa Bo 90-TuTe rogvHu, Taa e
efiHa nojaoBHa ToYka 3a guckycujata
oKony AeuHnumjaTa Ha “jac”. DoKycoT
€ NOMECTEeH 04 roNneMuTe BaXKHu
npawarwa KOH O06MYHUTE, KOH
CeKOjaAHeBMETO, HOBEKOBUTE M1aHOBM,
HaABOp OZ TEOPeTU3NPar-eTo Y 04u ce
noBeke KOH npakTU4yHOTO. OBOj
noTdaTt BCYWHOCT BHecysa HOBO
CTpyere BO Ce NoBeKe BUCOKO
NnocTaBeHUoT U ambuuymoseH ymer-
HWYKK NPOCTOP, HO OHAa WTO € ylwTe
noBne4YaTnIMBO e Toa WTO cekoja
ucTopuja He e BO UCTa Mepka
uHTEepecHa. /IcTo Kako LWTO Ha YOBEKOT
My Oewe HaMeTHYBaHO 4YeTupu-
BEKOBHOTO MOHOTOHO CNMKapCTBO, Ha
Kpaj o4aenHuTe UCTOPUCKU NUKOBHU
HacTaHuW ce pasaT BO cBojaTa
concTeeHa napaaurma. CnmkapcTsoTo
npectaHysa ga 6uge uenuHa wu
CTaHyBa camo efHa uctopuja. Moseke
He nocTasyBa npatara TyKy camo ja
noTepaysa ymeTHu4KarTa cdopma.

Co oBa He e KaxaHo 1 aeka

npukasHaTa Kako Taksa e npasHa. Bo
‘Manute ronemm npukasHu” npeg ce ce
u3aBojyBa npeseHTUpareTo Ha
AenoTo Ha 3aeHko bByxek co MHoryTe
npeamMeTv of rnokojHaTa TeTka Koe e
npyvKasHa co MHory aHa. TeTkarta Koja
6una Ha Bnageavka nosuuuja BO
nopaHewHa Jyrocnaswuja, “Bockpec-
HyBa" NpeKy MWHYLMO3HUTE CMEeTKO-
noTepAu u 6enewkw. MpeseHTayujata
€ KOMnneTupaHa co KaprtaTa Ha
nopaxelwHa Jyrocnasuja u co KkapraTa
Ha "HejauHaTa cocToj6a" u pasnuyHuTe
0buAau 3a CMUpyBatse Ha BHaTpeLUHUTe
Hemupu. Bo 3agHuHaTa ce HaceTysa
TaxHata cyabuHa Ha BankaHckuoT
noNyoCTPOB, HO cenak 3a Toa He e
Ka)aHo HULWTO ANPEKTHO.

Enux  BukcTpom, nak,
y4ecTByBa CO €eA4HO 04 CBOUTEe
Hajgobpn pena. Kora Taa ja
npeseHTUpalle ceojaTa nNpeTxoaHa
npukasHa Bo ranepujata Ha AHgpeac
BpeHgcTpom kaj mMeHe ce ywTe
nocToelle u3seceH ckentuyusam. Ho
TorawHaTta npukasHa cera ce
npeTsopa BO Apyra npyvKasHa WTo u ja
packaxana Hekoja noceTuTenka Ha
nanoxbarta BO JyxHa Adpuka.
HamecTto nosTopHO ga ja packaxysa
umcrtarta npukasHa, cera Taa ce
HagoBp3yBa Ha KnaguyHaTa Tpa-
Avuyuja. [lenoTto He e BeKe yHUKaTHO
CO cBOjaTa crneunduyHa npukasHa Tyky
Toa cTaHyBa nNpuKasHa 3a caMmoTo cebe
MW 3a csojaTa UcTopucka nojasa.
HactaHuTe ru cosgasaat npukasHuTe
Kako WTO ja co3paBaaT KynTypHaTta
ucTopuja WTo ja npuakame Kako
HopmarnHa.

Bo KOHTpacT Ha cuTte oHue
“3n0°6n CO pPasnNUYHN HacMoBu, HO CO
UCTW yMETHULM, U KaKo LUTO Ce Cnyyysa
4ecTo, Co UcTu gena, “Manu ronemu
npuKasHW" o No4eTok e eaHa Ao6po
cpaboTteHa uanoxba. Kypatopor
CysaHa Munescka gowna Ao egHa
ngeja Koja ce penektupa npeky
Aenara Ha u3bpaHuTe yMeTHULM nako
Ce 4YyBCTBYyBa W3BECEH HEeLOCTUr Ha
npobnemartuanpatse.

Bo ceojoT 06ua Teopucku ga
ja 06pas3noxu ceojaTa nojaoBHa To4Ka,
Munescka BO TeKCTOT 0f Katanorot
ynatysa Ha Jlnotap n o4 HerosoTo
TBpAEH:E AeKa ronemvuTe Hapauum ce
HaofaaT BO Kpu3a. Crnopes Hea, Tve
Aobusaat obenexje Ha MoaepHU3am
(B0 cmucna Ha cneyuduyHa

MeauyMCKa yMETHOCT) KOj LUTO cnopeA
jaunHaTa Ha CBOETO 3Ha4yere ru
nputucka of
NpUKasHu.

cTpaHa mManuTe

Exhibitions in Focus[E o GrRTe

Cera Kora ronemure BUCTUHM
1 MOZepHaTa YMeTHOCT ce HaofaaT BO
Kpu3a, AOKOMKY TUe He oncTaHaT, Ke
ocTaHaTt camo ManuTe npukasHu. Toa
€ Taka rnejaHo op nuHeapHa
ucTopucka nepcrnektmea. Ho u manute
npukasHu 6u Tpebano pa ce
npobnemaTtuaupaar.

Bes audepeHunparbe mery
HUB, Cekoja NpuKasHa BCYLHOCT 6u
6una ucta. YMETHUKOBOTO packa-
XKyBatbe W Kpu3arta He ce [0BOSHU 3a
Aa rv nosp3e 3aefHo. [leka e Taka
MHOTY NaTu e NULYBaHO 04 CTpaHa Ha
pasHu rpynu MeamyMcku Kputuyapu
Kako wTto ce Mapwan MeknyaH, MEH-
Kny6oT... 3aT0a He e BaXXHO Kaje TyKy
KOJIKY Ha Kpaj rM noBpayBa CeTO Toa
YMETHULUTE yYecHMUM Ha uanoxobara.
Toa He ce BCYLWHOCT NPUKa3HUTE, TYKY
paboTaTa Ha HMB LITO MM NOBP3yBa.
3aegxuuka um e v noTpebara aa cv ja
ogpefar ceojaTa yMeTHWYKa nosuyuja
BO UCTOpwMjata Ha ymeTHoCTa.

He 6w 6un usHeHapgeH
AOKONKY Ha oBa BO ugHuHa 6u ce
rnepano novHaky, o OHWe WTo AeHeC
paboTart co nnaTtHo u 60ja.

Mpesog opn weeacku: Pagmuna LlapToscka

Warneam oa usnoxo6ara Manu ronems npuxasmm,
Crap gpxaseH apxus, CTokxonm, 1998

Installation view from the exhibition Little Big Stories,
Old State Archives, Stocholm, 1998




MNanox6m

Jinnjana Hegenkoscka

MUIrOBU HA WWEECETTUTE

ANEKCAHOAP JAHKYJIOCKH
" BOPUC HUKOJIOCKHU

MY3EJ HA COBPEMEHATA YMETHOCT, CKOTNJE

NEKEMBP 1997-MAJ 1998

M3noxbaTta “MuroBm Ha weeceTTuUTe" WTO ro ondartu
TBOPELWTBOTO Ha eAeH Cnukap U efeH CKynntop, Ha
AnakcaHgap JaHkynocku u bopuc Hukonocku, a WwTo ce
oapxa Bo MysejoT Ha coBpemeHaTa ymeTHoCcT Bo CKonje,
OTBOPW HEKOJSKY 3Ha4dajHu acnekTu 3a pasmucnysarbe: 3a
nNpo61eMCKUOT NIUK Ha ymeTHocTa Bo MakegoHuja Bo 60-Te
rod, 3a KpUTUYKMOT AUCKYPC pethepeHTeH Ha Toa Bpeme,
HO M 3a “4yBCTBUTENHOCTA" Ha [eHelHaTa Kputuykara
MUCNa 3a HEKOW UCTOPUCKWU COAPXWUHWU U Npobnemcku
uenvHu. NHTepecHo e geka manoxoéara u nokpaj CcBojOT
nNpobneMcku KapakTep He Hauje Ha cooABeTHa KpUTU4Ka
peuenuuja. UmeHo, ako ce TprHe of (pakToT Aeka
ancTpakuvjaTa Ha 60-Te rog. npeTcTasysa BaXKHO nornasje
BO COBpPEMeHaTa MakeJoHCKa YMEeTHOCT, nornasje Wwro ro
KapakTepuaupa eHa MOLWHe 3HayajHa npuaobuska, a Toa
€ YYBCTBOTO HA BKNYYEHOCT W NpUNagHoOCT Ha efeH
MOLUMPOK KOMMNNEKC Ha MoAepHaTa yMeTHOCT, Npuaobueka
MCTO TOJKY 3Ha4ajHa Kako 1 oHaa noBp3aHa co no4eToyuTe
Ha coBpemMeHaTa MakeAoHCKa YMeTHOCT, Toraw He 4yau
npawarkeTo 3a UHAONEHTHUOT CTasB Ha Hawara KpuTuka
KOH oBaa uanoxoa. OBa AOTONKY LWTO n3noxobara ja oTeoOpU
MOXXHOCTa He caMo ga ce npobnemartuaupa ynorata v
3Ha4YeHeTo Ha OBUE YMETHUUM BO KOHTEKCTOT Ha
MakKeAoHCcKaTa YMETHOCT BO Toa Bpeme, TYKY 1 NOLMPOKO,
fa ce npobnemartuaupa v egHo npudareHo cakarse
TONKyBare Ha ancrpakuuja Kaj Hac Ho U BO TorawHuTe
jyrocnoBeHCcKn NpocTopu.

Osaa n3noxota npukaxxysajku ru genara Ha JaHkKynocku u
Hukonocku HacTaHaTu BoO 60-Te, umalle 3a uen He camo
Aa fafe efeH peTpocneKkTuseH 1 pedneKcuBeH nornej Ha
HUBHOTO TBOPELUTBO 04 TOj Nepuoa, TYKy U nonemuyku aa
nocTasu W [a OTBOPU OApeAeHU npawarka. ABTOPOT Ha
uanoxbarta , Mapuka boyeaposa Nnasescka, TprHysa oA
¢hakTOT AeKa npBaTa caMmocTojHa M3noxota Ha eH(hopMesHU
cnuku Bo MakegoHuja 6ewe oHaa Ha AnekcaHpap
JaHkynocku ogpxaHa Bo Ckonje so mapT 1961. Cnopeg
Bousaposa Mnaseecka " Toa 6elwe BaxeH AaTtym, 6uaejku
3a npB NaT BO Hawara cpefuHa foxxuseasme NnoTnosHa
npeseHTauuja BO BWA Ha eKCKNy3usBHa npomouyuja Ha
ancTpakTHO-eH(hOpPMEenCcKUTe TeHAeHUUn, noTeHympan
noAaToK Koj e BeKe BHeceH of cTpaHa Ha Corba Abauvesa
JumutpoBa BO nNpeaAroBopoT Ha  Kartanoror
JyrocioBeHCKOTO C/IMKapCTBO BO wwecTara geyewumja” .
MefyToa 1 nokpaj oBoj hakT, Aena Ha JaHKynocku Hemalle
Ha nanoxobaTa “JyrocnoBeHCKO C/IMKapCTBO Ha wecTarta
feuenunja” wTto ce ogpxa Bo Benrpag 1980 roa. MNopaaw
BaKBMW HEIOPE4EHOCTU 1 HeaoBonara, OAHOCHO, CKpoMHaTa
enabopauuja Ha nojaeara Ha eHcgopmenoT Bo MakegoHuja
BO NOYETOKOT Ha 60-Te of cTpaHaTa Ha Hawara KpuTuka
(TyKa Mucnam v Ha ynoraTa v 3Ha4eHeTo Ha eHhopMeHuTe
nocTurarba Ha AHactacos, Kanyescku, ABpamoBcku, Mases,
NosaHoscku,Puctecku) Jewa [leHerpu Ke MoXe Aa 3aKny4u
BO TEKCTOT 3a KaTanoroT Ha uanoxbéarta Jyroc/108€HCKOTo
C/IMKapCTBO BO LWecTarta geyeHnja AeKa " HUBOTO Koe




Bopuc Hukonocku, Hanpasa I, 1967, ppeo
Boris Nikoloski, Device I, 1967, wood

AparyTvH ABpamoBscku, Pogorby6 AHactacos, AnekcaHgap
JaHkynocku, Pucto Kanyescku, Pucto JflozaHocku, Metap
Mases 1 Tomo LWujak ro nocturHane mefy 1961-63, 3Haum
A0 OHOj 3aknyyeH gatym A0 Koj gonupa npobnemckara
BUTANHOCT Ha eH(hopMenoT BO JyrocnoBeHcKaTta yMeTHOCT,
npecrtasysa BCYWHOCT NOYETHO oOBnagysare CO
TepMuHOnorujata 3a Koja ce onpegenune, a cCBOjOT
cpeaveH paboTeH nNepuos Tue ro ocTeapyBaaT - Kako
KoHcTaTupa Corba Abayunesa [JUMUTPOBa BO CBOjOT TEKCT
BO ucTtaTa osaa nybnukauuja - B0 BToparta rnonosuHa Ha
60-Te roguHu....Ha ucTMOT 3aKny4oK Haeeaysa 1 MoAaToKoT
Aeka cnukute Ha ABpamoBcku, AHacTacos, Kanyescku,
Mases n Pucteckun 65mcky Ha uckycteaTa Ha eHdopMenor,
npukaxaHu Ha nanoxbarta CospemeHa make[oHCKa
ymeTHocT BO My3ejoT Ha coBpemMeHaTa yMEeTHOCT BO
Benrpag 1969. ce cute HactaHaTv mefy 1966-68."

AKO ce aHanuaupaaT pABeTe CNUKU 04 JaHKYNnoCKu
Pactenunja op 1960 n be3 Hacros o 1961 (oBue ABe cnvkwy,
3a Xan, ce efJUHCTBEHUTe A0CTanHW CNUKU 0f BKYMHO
OCymHaeceTe KOUWTO Bure NpukaxkaHn Ha camocTojHaTa
nanox6a Ha JaHkynocku Bo 1961. -Ha Apyrute Cnvku og
nanoxobaTta UM ce rybu cekakea Tpara) AoBeayBajKu r BO
KopecnoHgeHuuja co eHhopMenHuTe ocTeapyBarba BO
BOAEYKUTE LUeHTPU BO ToraluHa Jyrocnasuja, Toraw ctaHysa
cocema jacHoO aeka osge ce paboTu 3a gena BO Kou e
nocTurHarta noTnosHa HEUKOHUYHOCT "
HepedepeHUMenHoCT Ha cnukaTta CBOjcTBeHa 3a

N3noxou

Anekcangap Jankynocku, bea wacnos, 1961, Macno Ha nnatHo
Aleksandar Jankuloski, Untitled, 1961, oil on canvas

eHgopmMenoT , 3a Aena Kou co cBojaTa BHaTpeLlHa eHepruja
W HAYUMHOT Ha CTPYKTypupaweTo Ha maTepujata ce
BOpojyBaar mefy Hajgobpute npumepu Ha eHhopMenoT BO
MakeaoHuja.

OBue cnmku uspaboTeHn BO AyxoT Ha eHdopmenoT 6ea
e/lHa KpaTKa enu3oja Bo TBOPELWTBOTO Ha JaHKynocku. Bo
HEeroBuTe HapedHW aena, o4 KoM MOXeBMe Aa BuAaUMe U
Aen Ha uanoxbarta, ce 3abenexysa eAHO NOCMUPEHO
CTPYKTYypUpame Ha matepujaTta, nocranka WTo noneka Ho
CUrypHO OBa TBOPELUTBO Ke ro 04BeAe BO MUPHUTE BOAU
Ha efHa “akagemusupaHa " anctpakuuja .

Bo kputuykata pednekcujata Ha TBOPELWTBOTO Ha
Hukonocku ncTo Taka e NPUCYTHO eA4HO NPas3Ho MecTo, HO
He Taka pagukKanHo U ApacTUYHO M3pas3eHO Kako BO
cny4ajoT Ha JaHKynocku Koj peducu cocema belwe
u3bpuiiaH of 3Ha4vajHuTe MaHudecTayum n enabopauyum Ha
MakegoHcKaTa YMeTHOCT BO weeceTTute. HUKONocku Koj
CBOWTE Haj3Ha4ajHu Agena rv nocturHa Bo nepuogoTt 1965-
1970. cenak 6ewe 3abenexaH W BKAy4YeH BO
npeseHTMpareTo Ha MakegoHcKata yMeTHOCT ( npumep
3a Toa e uanoxbara CoBpemeHa MakegoHCKa yMEeTHOCT
WwTo ce ogpxa 1969. Bo ronemuTe jyroCnoOBEHCKU LEHTPH ).
lMpasHnHaTa WTO ro ONKPyXyBa TBOPELWTBOTO Ha
HWKONOCKN e HeJOBONHOTO BHUMaHWe U UHTepec BO
UCTaKHyBameTO Ha HeroBaTa ynora u 3Haderse BO
npobnemMckara uenvHa Ha ancrpakuyuvjata Bo WeeceTTuTe
B0 MakegoHuija.

S



N3noxom|

Coma Abayunesa

TunoT Ha coTorpadumjaTa co Koj WTo ce 3aHumasa PobepT
nuropos (poaeH 1960 Bo Kpuea ManaHka, a xueee BO
WTtanwja) ynaTysa Ha npalarba peneBaHTHU Ha AeHellHaTa
3arposeHa eguHka. Of Tyka e NormyHo Aa ce o4ekysa Taa
Aa npeteHaguMpa Ha [OMEHOT HapedeH - 6aparbe Ha
concTeeHnoT uaeHtTuteT. CocTojbuTe Ha oBaa noTpara
"MUropoB rv CHYUMa OTBOPEHO W AeKNapaTUBHO, He 3eMajKu
rM BO 06SMp penpecuuTe WTO MOXaT Aa npouanesar o4
Heno4yutyBareTo Ha npucdateHnTe HOopMU. 3HauK
“3amukyBajku” npes oapeneHn mMoparnHvi KoAoBW, CBECHO
HaBneryea, rm gonupa v npeTcraByBa NPOCTOPUTE Ha
0A6MBHOTO, Ha rneagkuTe Ha abject-HoTo.

Toa BO OCHOBa He € HUTY HOBO, HUTY HEO3BOSIEHO.
HanpoTuB 4ecTo ce jaByBa Kako npeokynauuja Bo genara
Ha coBpemeHuTe crivkapu, potorpadu nnv Buaeo asTopu.
HenpujaTHOTO 32 rneparse, Kako cogpXxuHa, Mnuropos ro
nakysa Bo ybasa ambanaka, 3acHOBaHa Ha nor- ja3ukoT
1 Ha "“Tenara” Ha peknamHute 6unbopau (orpoMHu, ybaso
napaboteHu cibachrome doTorpadum, co BneyaTnnseu Gou
1 aTpakTUBHU No3un). Toa 3Ha4n eneH BMA Ha cumynauyuja
Ha 0BPaTHOTO, CIMYHO Ha CUMYNaKpyMUTe BO aKLUMOHUTE
wnu xopop (hunMoBK, Kora KpBTa ja A0XKMBYBame Kako
ypseHa 6oja, a youeHuTe Kako MapuoHeTH.

YyBCcTBO Ha amMbuBaneHTHOCT He ce jaByBa 6uaejku oHa of
WwTo 6u Tpebano ga ce 3rpo3vme ro chakame Kako wera
unu 3abasa, 0gHOCHO He NocTou Konebarse BO NpUMareTo

POBEPT I'JiurorPoB

MY3EJHATPAOQ CKONJE
MAPT1998

Ha “crnukara” kako arpakuyuja unm wroc. Og oBa Co3HaHue
npousnerysaart CUTe HaTaMOLWHW HEBOMjU MO oBUE
doTorpacum.

Bo KOHTEKCT Ha M3HECEeHOTO e nxenbara TenoTo (Haj4yecTo
aBTOPOBOTO) [la Ce 3eMe Kako MeauyMm 3a COOMnwTyBarbe
Ha concTeeHuTe Tpaymun. MeryToa, pasnu4Ho og anubu-
CUCTEMUTE Ha peaula peHoMupaHu aBTOpu BO CBETOT
(Pobept Menntopn, CuHau LepmaH, XXeHesunes Kague,
JaHa WTepbak u cn.), KOW TENEecHUOT KOHUEeNnT ro
pesBnavpaaT, peKOHCTpyupaaT WNM aHanuaupaar,
oTorpachmumte Ha [NUropoB ce pasroneHn opf
CyWTeCcTBEeHUTE CeMaHTUYKW npawara. HanpoTus,
ocTaHyBaaT Ha MapruHuTe Ha AnabokoTo npobvBarbe BO
npobnemoT, NOCTojaT Ha HMBO Ha noaa.

OHa WwTo HaBUCTUHA fJaBa HajMHOTY aprymeHTu ga ce
NMocoMHeBaMe BO OHTONOWKAaTa U BPeAHOCHA TEeXWHa Ha
OBWE [lena € HuBHaTa Hefo3BONeHo 6nucka Bpcka co
TBOpPewWwTBOTO Ha JaHa LUTtepbak, kaHagcka ymeTHUYKa o4
HeLKO NoTeKo.

Buaejku ctaHysa 360p 3a KOHKPETHM BPCKW U eKnaTaHTHU
npes3emMarba Ke Uutvpam HeKonky Onvcku penauvu mery
Aenarta Ha asajuyata aBTtopu. Tpeba ga ce cnopeau
doTorpadgujata Ha (nuropos KpuHonunH (1997), co
nepcgopmaHcoT Remote Control (1987) Ha WTepbak;
Hekare (1997) co Vanitas: Flesh Dress (1987), Bo kou ce
KOpPUCTM CYpOBOTO MECO Kako martepwujan, kaj (nuropos 3a




u3paboTka Ha cako No Koe nasaT upBMW, OAHOCHO 3a
uspaboTka Ha yctaH Kaj LTepbak. MNMposupHata mavua
Ha KOW ce HaneneHwW BfakHa e ucrtarta waeja, Ho
peanuaupaHa BO pa3nnMyHo speme. IgeHTu4eH e cryyajoT
u co EnektpuyrHmot qosek. KoHuenToT Ha JaHa LUtepbak
npobvsa Anaboko BO MNOTEKNOTO HA CUMOOMHUOT CTONO
CO KOj ce 3aHnMaBa rncuxoaHanuaara, 06paboTysajku Nu4HU
npo6nemMn BO KOHTEKCTOT Ha cnobogaTta Ha xeHarta u
HEJ3BUHWOT CTaTyC BO OMNWTECTBOTO. TakoB KOHUENT e
HeoAp>Xnue BO genarta Ha [Nuropos.

MNpeB3emarbeTo Ty uaen e HebnarogapHo, HO BO Cry4ajos
co nuropos, KatacTpodanHo No HEroBUOT YMETHUYKK
WHTErpuTeT KOH KOj CeKako ce cTpemu. HeroBoTo nomnesHo
HajaByBarbe Ha MakKefoHcKaTa cueHa, HemameTo
nHdopmayum 3a HeroeoTo obpasoBaHue, NPesuaoT BO
KaranoroT, /ieka HerosaTta u3noxoa e ogp>xaHa 8o My3ejoT
Ha coBpemeHarta yMeTHOCT (BO buorpadckuTe nogartoum),
OTCYCTBOTO B8O HeroBmoT Curriculum Ha peneBaHTHM
UHCTUTYUMM M n3noxbu Ha Kou TOj uanaran, camo
3a0KpyXXyBaaT efjHa peguua HEKOPEKTHOCTM!.

Toa # He 6u 6UNO TONKY CTpaWHO AOKONKY PobepT
nuropoB He Gelie NpeanoXeH 3a MOXEH Y4YeCHWK Ha
naHoto BueHane so BeHeunja 801999 roauHa.

N3nox6un

PoGept Nuropos, Yexarme, 1997, kapboH-neyarT Ha anyMmuHuym
Robert Gligorov, Waiting, 1997, c-print on alluminium

Jana Wrepbak, Pycran og meco, 1987, dotorpadmja of nepchopmamc
Jana Sterbak, Flesh Dress, 1987, photograph from performance




AGaynesa

XPUCTUHA UBAHOCKA
Kocrtym 3a gBajya

MKLI, Ckonje, jyHu 1998

icTuHa MiBasocka usneryea of
Knacata Ha npogecoj Pyb6eHc KopybuH, HejauHaTa
o MKL! n € YKa)KyBa Ha BpCcKa Co paqHo
uapaboTeHuTe Npoussoau Ha npodecopoT CumoH Lemoe:
W [BajuaTta ce safgpXysBaaT Ha TakKTWHUTE A00ecTu Ha
MarepujanoT W Ha XXEHCKOTO NovMmare Ha BpemMeTo Kako
NPOLEC Ha U3APXKANBOCT, AvcLMnnHa v TpnenueocT.Cenax
THE BO OCHOBA CE pasnuKyBaaTt Ha HUBO Ha obmucyBarbe
W jasauyHO apTUKynupare KoAupaHo of nosuyuja Ha
MosIOBUTE NPUPOAU Ha aBTOpPUTE.
KoHcTpyupajkun ro npoekToT co obneku 3a geajuya
MeaHocka ja manudecTupa xenbata 3a nomupysatrbe Ha
CnpoTUCTaBEHOCTUTE OF pasnuyeH Tun. Tyka 6u noTceTuna
Ha cepuute Ha obneka (Roupa-corpo-roupa, 1967) Ha
6pasunckara aktepka Lygia Clark (1920-1988) . 3a pasnuka
o Mekute 06neku (Co 0TBOPU 3@ MefyCceOHN CKpUeHW
[ONUPKU HA MAXOT W XeHaTa) Ha Knapk, MiBaHocka

Besz pasnuka WTo Xj

Comrba Abayuesa

MOHUKA MOTECKA
Axunosa nera

ranepuja CIX, Ckonje

JinkoeHuoOT jaduk Ha MoHuka MoTecka BO BUAEO
nepcopmaHcoT AxusioBa nera jacHo ja Harnacyea nonosata
npupoJa Ha aBTOpPOBWOT Cy6jeKT. EAHOCTaBHMOT, YMCT U
KOXEpPEHTEH AUCKYPC e BO (hyHKLMja Ha MEeKU HujaHcuparba
Ha ceHayanHocTa.

Bp3 rpaguTe Ha efiHa rona >eHa cegHara Ha cTonuua 3a
HULWAaH-E HEXXHO ra3ar crananara o npoekTupaHarta suaeo
cnuka. O6BUTKaHa Co TEMHUOT NMPOCTOP Ha uanoxbeHaTa
cana u ocseTsieHa 04 (POKycMpaHOTO CBETNO Ha
npoeuupaHnTe BMAEO CHOMOBM, Xusata urypa/moaen
Kako a cakana Aa ja 3anasv UHTUMHOCTa Ha CnyyyBameTo,
BU3YESIHO CBEAEHO Ha efleH ABVKEYKN KBagpaT. TuwuHaTa
W TEMHUHATAa cenak My OBO3MO)KyBaaT Ha nornegoT peanHo
Aa rv ongaTu HUjaHCUTe Ha CyKLecuBHUTE nomecTtyBatrba
Ha HULWAYKOTO TEeno, AOXKWBYBAjKU M0 BUCTUHCKMK, a He
nocpeaHo AKTOT LUTO Ce CUMHyBa M0 cKam Ha [jnwan nnm

npeaBvayBa egHa 3aeHnyKa nokpuBeKa 3a HoBeykuTe Tena
(rpy60 NNaTHO MNOTONEHO BO TyTKan), HaAMUHYBajKU v
nonosute paznuku. OCHOBHOTO AONUPHO MECTO Mefy aABeTe
ocTaHyea 06MUCIYBarETO Ha CUHTarmara: “TenoTo e Aom”
- MECTO LWTO hpaHUyCKOTO ABuXere “antropofagia” ro
hopmynupa Kako “ xusa CTPyKTypa Ha buonowkara u
uenynapHaTta apxutektypa’'. O6eavnHyBaeTo Noj eaeH
MOKPVB Ha MaLIKOTO 1 XXEHCKOTO Kaj ViBaHOCKa e aHanorHo
Ha NPUNUTOMYBaHETO Ha PasnuUKUTe W aHTaroHuamuTe 6e3
mopanusatopcku pecepenun. OcnobogeHocTa o4
TpaymuTe Of PeneproapoT Ha ncuxoaHanuTudapute
03HavyBa penakcupaHo rneaviuTe Ha cumMobonuykuTe
pejgoeu, 6e3 pasnuka KoKy ce Tue nogpepeHu Ha
nonoeute pasnuuuja. OBaa nosuyuja ce oTyfysa of
NPUHUMNKUTE Ha pasHornacujaTa v um ro ocnoboaysa naToT
Ha urpaTta 1 3a40BoncTBoTO. XKMBOTOT BO OBUE rHe3zja 3a
ABajua e 3aMUCNeH Kako XapMOHWUYHO COAejCTBO Ha
MCUXUYKKW, MUCNOBEH W Jby6OBEH nnaH, oApXyBaH BpP3
NPUHUMNUTE Ha “nNnaueHTHaTa ekoHomuja" -eAHakea
3aBUCHOCT 04 MI0A0BATA TEYHOCT Ha MajkaTa u (heTycoT.
KopenuTe Ha oBaa xenba moxe aa ce nobapaart BO
naneyHaTa KyntypHa Tpaguumja :MnatoHosaTta 0363,
rPYKUTE TEOroHUW, NoTCeTyBareTo Ha eJUHCTBEHOTO
MaLLIKO-)EHCKO CYLUTECTBO , KAMEHOT Ha MyapocTa - Pebuc
NN XepPMETUHKUOT aHAPOrvH. [IOKMHYBareTo Ha osue
CNPOTUBHOCTW LN KOH COBPLUEHMOT YOBEK, KOj cropesj
EsaHrenneto Ha Toma obesbepgysa Bnerysare BO
KpancTeoTo. BnesoT BO 0TajecTpaHoTo 3a XpucTuHa
MBaHocka Tpeba fa ce crny4u Ha 3emjaTta Bo obnekara -

nnatHarta Ha yTypuCcTUTE WTO TONKY MUHYLUO3HO '
fbenexaa etanute Ha ABWKEHETO.

MpeTcTaBata OTKPUBA TaKTUNHW CeH3auun mery ase
pasfnuyHyM peanHocTU: KOHKpeTHa ONuNAuBOCT Ha
EHCKWTE rpagu , Kako rpyHs Bp3 Koj ce noctasysa/
npoeKkTupa BTOPMOT CNoj - BAPTyenHara "BUCTMHA" Ha
Bugeo 3anucoT. [luxotomujata Mefy pasnuyHuTe
MaTepujanHoCTU OKOTO M NpuMa Kako COBPLIEHO
npetonysate BO €jHa eAWHCTBEHa Ccrnunka
KOH3WCTEHTHOCTa Ha TENOTO OMEKHyBa UCTO OHaka Kako
WITO U TBPAUTE CTanana of BUAe0 CHAMKaTa TEXHOMOLWKUOT
npouec ru CBen Ha Bo3AywecTu rneTku. MNpeTtonyeareTo
Ha CrnoeBvWTe MO NaT Ha MHBEpP3UW O3HadyBa HanywTare
Ha NoBpLUIMHATA W HaBneryearbe BO AnabvHa - oTBopame
Ha PEHTreHcKu Bu3ypu. BeywHoOCT co Toj gonup mefy
NacuBHOTO (KEHCKaTa CEeH3yanHocT Ha rpagute) u
aKTUBHOTO ( malwkaTa arpecMBHOCT Ha cTananara),
aBTOpKaTa M3BplMia artak Bp3 NO3HATUOT purnieH
KOHUENT Ha ®poja W UCTOMUCNEHUUUTE, YKUHYBajKN 1
(cBECHO UNK NOTCBECHO) pasnukuTe mefy HocuTenute Ha
aKTUBHWOT U NAcMBHUOT MPUHLWMN.

MoTeBcka Kako MOTUB ja 3ema axunosata neTa,
meTagopaTa Ha paHnMBoCTa v ja nogpeaysa Ha XXeHCKOTO
nucmo. CornacHo Te3uTe Ha ncuxoaHanuTu4aputTe U Ha
HajHOBUTE UCTPaXKyBa-a BO 0Baa 0bnacT Bo AMepuka, egHa
0/} HajOCEeTNIMBUTE TOHKU Kaj XXEHUTE e YYBCTBUTENHOCTa,
npeaaaeHocTa Ha TaraTta v menaHxonujata. Taa Bkny4yea
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AOM WTO Taa ja co3gasa 3a rnegaqyute. OTsopuTe- BNe30BU
Ce pasfinyHO KOoHUUNUpaHu u mogenupaxdu, co 6naro
HaBecTyBarbe Ha nonosute audepeHumjaymn. TokMy Ha
HMBO Ha obMUCIyBaHbe Ha AYNKUTE Taa He MOXKe Za ro 3anpe
CMOHTAHMOT HanNWB Ha >XEHCKUOT CeH3ubunurer.
BnerysareTo BO AnabouvHUTE U TAMHCTBEHOCTUTE Ha
OTBOPUTE TrO NOYUTYBA PUTAMOT Ha CEMaHTU4YKOTO
obmucnysare Ha npocTopoT. Toj eAHOBpPEMeHOo
(hyHKUMOHMPa Kako a) OTBOPEH NPOCTOP 3a Breryeare/
aKTUMBHOCTH, Kako 6) BeKe HaceneH NpPocTop Co HeBUANUBA
COAPXWHA W Kako B) TYKYLITO UCNPA3HET TOMNO/ NpoCTop,
WTO ro YyBa CMNOMEHOT -Tparata Ha Heyue MWHaTo
NPeTXoAHO NPUCYCTBO.

TekcT(ypaTta) Ha NNaTHOTO v Ha a posteriri JoaasaHuTe
WeBOBM, NPUPOAHOTO TKaere cneynuyHo 3a Hekou
AenoBun o TenoTo (Koca, BNakHa) ce ogHecyBaaTt Ha
NOMMOT BpemMe: NpouecoT Ha MakOTPNHOTO AONrO W
HOpMMpaHO rpagerbe Ha CTpyKkTypute. U He cakajku osae
HaeneryBame BO HaykaTa Ha Tkaerse mpexu (hyphology) -
Ha nomnagara cecTtpa Ha lNeHenona U Ha cuTe OHue
MUTOSOLLKK XXEHN KOM ja KOpUCTaT CBOjaTa cTpaTervja 3a
Aa ro cnacat Ogucej.

MekocTta Ha TBpAUTE ((opMU, TaKTUNHOTO,
opraHoeBmugHocTa Ha hopMuTe, 0COOEHOTO HyBCTBYBaHEe U
KOHUMNupar-e Ha NpPoCTOPHUTE U BPEMEHCKUTE KaTeropum,
cenak ce 03Ha4YeHOCTH of XeHcka nosuuuja. Obnekara 3a
ABajya, Konky n fobpoHaMepHO Aa caka ga rm yKuHe
aHTUHOMUUTE OCTaHyBa NOSIOBO KOAMPaHa.

HEBPOHW BO OCYM MaTu MorofiemMu perun Ha MO30KOT,
OTKONKY WTO e Toa cnyyaj Kaj maxute. Ha oBoOj
npuBuNUrMpaH TepeH asTopkarta My npucranysa of
no3uuuM Ha HarnaceH Hapuuaam, UCTO Taka 60raTo nonoso
KOHOTUpaH. MefyToa, TOKMy BO OBOj CErMeHT ce jaByBa
oTactanyBatbe 0f MO3HATUTE KOAOBM U noaenbu Ha
ncuxonaHanuTuyapckara wkona. ABTOpOBMOT AUCKYPC Ha
TENoTO U CNUKUTE He pednekTupa 3Hauu Ha Tara nopaau
HEKaKOB anpuopeH HeAoCTaToOK WU rybuTok Kaj »keHarta.
HanpoTue ce ykaxyBa Ha efHa HarnaceHa epoTuka
“ucnonHeTa co Xenba u juissance Koja ce nokaxyea BO
cojata nnyc AUMeH3awja, BO 3aA0BOSICTBOTO Aa ce 6uge
TOKMY TakOB U BO KOHTEKCTOT Ha npeTcraBaTa 3a
hannykarta Majka o npeg-eaunanyarta gasa (Koja He Tpae
camo A0 NepuoaoT Ha MosioBO 3peetbe Ha YOBEKOT KakoLWTo
TBpau ®poja, TYKy Koja NepMaHeHTHO OncTojyBa BO CUTE
BO3pacTu, Kako wrto mucnu Kpucrtesa). OBaa cBecT 3a
concTeeHara CynepuopHOCT - aAa ce buae 6e3 maHa- ce
noTBpAyBa He camMo BO OHa AnNabuHCKO YyBCTBYBaHe
lacune natale) Ha TenoTo u ApyroTo, TyKy u no nocebHoTo
4YBCTBYBaH€ Ha BOMYMEHOT: XXeHaTta 1 uMa TakoB BONTyMEH
KOj e criocobeH aa nHuympa v Aa cosgage Hos.

Bnaro cyrepupaHaTta Tara BO NnpoekToT Ha MoTecka He
reHepupa og TpaguuuoHanHaTta o6enexaHocT Ha XXeHckaTa
nosuyunja Kako uHepuopHa per se. Hanpotms, Taa e
pesynTtaT Ha efleH Nowupok ambueHTaneH KOHTEKCT.
Na3bnuuute Ha npkoc, Ha xxenbata u pagocTa Aa ce Xusee

Nanoxoum

XpuctuHa MisaHocka, KocTym 3a geajya, aetarn og wHctanaywja, 1998
Hristina lvanoska, Suit for Two, detail from installation. 1998

ja npunutomyBaaT TaraTa, co3gaBajku eydopuyHa
paHnueoCT, cnatka 6onka, NONyTOHOBM HA €4HOTO U

ApyroTo.

Monika Moteska, Achilles’ Heel, video-pe




MNanox6bu

Mapuka BoysapoBa

XAHETA BAHIEMN

FANEPUJA CIX

Bo mapt 1998 e orsopeHa CIX gallery Ha Copoc LleHTapoT
3a coBpemeHu ymetHocTu, Ckonje. lNoBog 3a Hej3uHOTO
thopmuparse e ogéenexysare Ha nyfcuparbata Bo Hawara
peueHTHa NMKOBHa NPoAyKLuvja, UCTOBPEMEHO U co3aaBarbe
Ha HOBM KBanuTeTu Kou Tpeba fa ce pesynratv Ha
OApeAeHUoT pagukanusam WTo 61 ro HameTHane u camute
ymeTHUUW. HejanHaTa ynora 6u ce ceBena u Ha NoKpuBareTo
Ha OHOj CerMeHT BO peanuaauujata Ha HUBHUTE KpeaTuBHU
EKCMEePUMEHTHU, 3a KOjWTO NOCTOEYKUTE ranepucku
NPOCTOPU HE Ce NOAroBeHu Aga ro npudpataTt BO COOBETHUOT
MU

Mapuka BoyBaposa

Bnagumup BopojeBuk

My3sej Ha rpag Ckonje, maj, 1998

Manox6ata Ha Bnagumup bopoesuk (1947), kako u Karanorot
npeTcTasByBaart efeH 0bug Ha HawaTa akTyenHa NMkKoBHa cueHa
Aa ce Hanpasu ogpegeHa AUCTUHKUMja Mefy acnekTuTe Ha
MOAEpPHUCTUYKATA eCTETUKA W KYNTypa Ha AOUHUTE WeeceTTu U
NoYeTOKOT Ha cefymMAeceTUTe CO OHWe NOCTMOAEPHUCTUHKK
TeHAeHUUV Ha ieBejeceTTUTe BO KOW Ce peBuavpaar npaluamara
OKOJy MOAEPHU3MOT KaKO MerakynTypa U Ha4uHOT Ha HejauHaTa
peuenuuja. OBaa KoHcTaTauuja Mmoxxeou uarnega Heobu4Ha uimm
HEKOHCEKBEHTHa OuAejku e npousneseHa oj KapakTepoT Ha
fAenara, npeg cé, Toa Ce KapuKaTypu KOw ro AoXXusyBsaaTt CBOJOT
REPLAY.

Ho, Hem3bpuwnveaTta aKTyenHoCT Ha OBUE KapukaTtypu, WTo ce
HacTaHaTu 1 WwTo Hea nybnukyeaHu (8O cAncaHwja, BECHULUM U BO
KaTanoaun) ocobeHo BO TEKOT Ha 1973-ta n 1974-Ta, Kako 1
HWBHUTE BPEAHOCTU LWTO Ce OAHEeCyBaaT He camo 3a Toa Bpeme
ce rnaBHUOT NOTTUK TUE fa ce ynotpebaT kako HyksanHa
aBTOPOBA NpeAnowKa BO "HOBUTE NMACTUYKM N KOMYHWKaLMCKK
noamMymm”’ KoM Kako NMOBTOPHO peanu3upaHu gena "He ce
KapukaTypw, TYKY HUBHM cumynakpymu”. Manoxobarta, nobyam og
efiHa CTpaHa cekasarba, a 0/, Apyra crpaHa ro HameTHa U UHaKBUoT
Ha4YuH U NPUCTan BO rNeAareTo U TONKYBarbeTO Ha T.H. HOBO
co3fjageHn Kpeauuum (M3sefeHu Ha nnoTep U BO OFPOMHMU

MpocTopoT 6ewe npoMmosupaH co usnoxbara Ha XKaHeTta
Banrenu. MiHaky BO TEKOT Ha oBaa roavHa 6ea ussefeHu
noBeKe MWHU MPOEKTU M nepdopmaHcu o0f KOu
nosabenexutennv 6ea: /lasupuHT 3 Ha icmeT PamunyeBuk,
OrcyctBo Ha AHTOHM MasHeBcku, AxuioBa neta Ha MoHuka
MoTtecka, P.S. (lpekpacHu cywrtecrtBa) Ha Wckpa
[OvmuTpoBa UTH.

MpBMOT KOHTAKT CO eKcrnoHaTtute Ha BaHrenu nmeHyBaHu
Kako 1.MMocTHaymnoHanm3am v kako 2.redy-made WORLD,
HO M OMWTUOT HACNOB Ha uanoxbara EX-FYROMusam unm
HenpecTaHarta )enba no Be4YHoCcTa, Kako ga ro uHuyupaar
MOMEHTOT Ha HaAMWHyBar-e Ha TECHUTE HauWoHanHu u
naejHu pamkn. Ho, npumMapHUoT 3akny4oK e AeKa BCYLHOCT
HOBOCOZaAeHUTe Aena ce noTnupaar Ha OHWe LWTOo Taa
co3ZaBalle HeKOsKYy roguHu HaHasag. Tue 6ea (hokycupaHm
Bp3 Npobriemu LWTO Haenerysaa u ru 3agakaa chepute Ha
HEAOMWHATHUOT aHraxxkupaH TpeHA Ha MmakefoHckarta
NUKOBHA CLUeHa , Npon3ne3eH HajBepojaTHO 0Of akTyenHarta
MOXXebu NpoBOKATUBHA TPaH3uuyuja Ha OnwTecTBoTo. 3a
pasnuka oj NpeTxoAHUTEe ocTBapyBatba BO KOW rocToele
efHa ybnaxeHa peTopuyHOCT, MeTathopUYHOCT UK nak
MPUCYCTBO Ha noeTckarta AvMeH3uja, osae BaHrenu Hu ce
NpUKaxka Kako aBTop KOjLITO e “OnToBapeH” CO KOHKpPeTHUTe
ONacHOCTM LWTO CEKOjAHEBHO IeMHeaT BO Hallara cpeguHa
W BO HenocpegHaTa okonuHa. O Tue NnpuyuHU Taa ceouTe
nMpoeKuuu rm 3acHuUBa Ha nornkara Ha KOHUenTyanHoTo u
[MCKYP3UBHOTO CO LUen Aa ce aobnvxu u 4o aneropujara,
WITO ce naeHTurkyBsa co HOBUTE MojaBu U WTO oArosapa
W KOpecnoHavpa co NOCTMOAEPHUCTUYKUOT KOHLenNT.
BuayenHara uHTepnperauyuja u camara npeseHrauvja ja

avmensun). MHTepeceH e hakToT WTO TUe He Ce peanuanpaHu
OVPEKTHO 04 OpUrMHanuTe, 04 NPUYUHMA LWUTO Hajronem Aen of HUB
ce ucyesHaTy, HO M Kako asTopcka onpegenba. OpuruHanure,
BCYLUHOCT NpeTcTasyBsaa Aen 0f OH1e AOCTUrHyBatba BO 0BOj XKaHp,
WTO HajgocnegHo rn pednekTupaa 3NaTHUTE MUIOBM Ha
Kapukartyparta Bo MakegoHuja.

Kako naypeat Ha 5. CBeTcka ranepvja Ha kapukatypu 8o Ckonje
(1973), Bo cnegHara 1974. Bo My3ejoT Ha coBpemeHarta yMeTHOCT,
Ckonje gobap gen of oBue kapukatypu 6ea npeseHTUpaHu Ha
HeroBaTa camocTojHa uanoxba. OTToral 3a HMB MOXewe fa ce
36opyBa caM0 32 KOHe4HW ocTBapyBarba. Ho, He uanese Taka.
Mocne ABennonoBuHa AELEeHUn TUe Kako a He packpcTysaart co
MWHATOTO, TYKY MOBUKYBAaT Ha BpaKkare W pecTaspauuja Ha
KOHUENTUTE 1 NOCTankvuTe, akTyesnHA U NPUMEHNVBU BO AaAGHNOT
M.

Maru4yHuoT peanuaam, fOMuWHaTeH BO NMKOBHWOT u3pas Ha
aBTOPOT M BO3AUrHyBa Ha Moce6HO apTUCTUHKO HUBO, KOBLITO U
cekoraiu He Mopa Aa e BO NpB njaH, bugejku camuoT xaHp, npe
cé, Tpeba ga rv 3a4pXu “npasunara Ha komvkara“. 3aroa, nak
Maru4HUOT peanusam U U3BOHPEAHMOT upTayku rpacusam bea
MHOry OMTHM 3a KOHEMHWOT BU3yeneH edeKT Ha HOoBUTEe
ocTBapyearba. [leHec ceé HameTHyBa v NpobneMoT Ha TeMara Ha
kapukaTtypuTte. MNMafa BO o4v AeKa Taa KoumHuugupa u co
npobnemMuTe Ha HaweTo coBpeMeHue. Toa npousnerysa of
HUBHWOT ja3u4eH CUCTEM , KOjWTO BO Hajroniema mepka e
npucnocobeH Ha doTorpad)cKMoT Meavym, 3a Aa ogrosapa
KOHUENWCKW Ha OHa WTo Oewe akTyenHo W peneBaHTHO 3a
yAapHUTE (HACNOBHWUTE UNWU CpeAHWTE) CTPaHUUM Ha ne4aTor.
WHTeHUujaTa Ha aBTOPOT € CO KOPUCTEHETO Haj4ecTo YOBEYKU
NUK (MY NOPETKO KOHKPETEeH npeamMeT) napanenHo ga anyavpa
Ha “onwiTaTa anveHauuja Ha ypbaHuavparaTta uHameuaya’, Ho u




N3nox6omn

BpLUK, Npej cé, npeky ynotpebaTa Ha hoTorpadckuoT Me-
Avym (BO 0BOj cny4aj HajgocnefHo rm oapasysa
CONCTBEHNTE MHTEpPaKTUBHU cBojcTBa). Kako meaunym
tpoTorpachujata cu ja npesema ynorata aa ja BOCnocTasm
AafeHarta, OHOCHO npuMapHaTa KOMyHuKauuja, uako u
AsBata coTorpadcku  oTUCOUU(ZUrMTANU3UPaHK
thoTorpachun) moxe fa ce NPOTONKYBaaT Kako aMOUEHT,
Kako sufHa vHcTanauvja. Tue uMmaa rofnemMm QUMeHsum,
ONTerHaTu n NpuneneHn Ha nnacTuyHa nosajuHa u ce
3aKa4yeHu unu noTnpeHn Ha 6enuTe .NOBPLIWHN Ha
ranepujara. lMocTanka, Npu Koja UCTOBpeMeHo ce aobuea
W cuTyaumjata Ha ambueHTanHa nocTaska, HO U AenymHa
TpaHcopmaymja Ha hoTorpachujata Bo npeagmer, Koj cera
€ BO (yHKUYuja Ha Bu3yenHaTta nepuenuyuja. Osue
KOHCTaTauuu ru ceefyBam Ha npeTnocTaBka, buaejku
CaMMOT KOHTEKCT Ha [AenoTo, MoTOYHO CcaMuoT
¢hoTorpachcku uspas Ha BaHrenu noseke ja ctasa BO
nosvuymuja Ha xpoHu4yap, OAHOCHO KOMEHTaTop Ha
NPecBpPTUTE BO OMIUTECTBEHUOT U NMONUTUYKUOT XXUBOT BO
MakepgoHuja. 3aToa HapaTUBHOCTa € BO NpB NnaH, 3a Aa
MpoHMWjaTa ce 0CTBapy Kako eAMHCTBEHO jasyHO pelueHne
Ha pokycupaHuot moTus. OBWe jasnyHuTe naeorpamy ru
pedrniekTupaart cumbonuTe Ha BpeMeTo: He e peTpo-naHk;
HATO.

MpumeHaTa Ha BaKBMOT E4HOCTABEH KOHLENT € BCYIHOCT
BO (pyHKUMja Ha pednekcuja Ha KOAOBMUTE WTO U
aHTuyunupaart akTyenHute “‘wgeanutetn’. [anu cnopeg
HaBeZeHOTo BaHrenu ro gocTturHa oBoj cteneH?

XKanera BaHrenu, Ready-made World, 1998, nnotepcka wasenba
Zaneta Vangeli, Ready-made World, 1998, plotter realization

4a noTceTu Ha “naeonowkuTe agunemun”, WTo
HeCcny4ajHo ce CBOJCTBEHU W Ha AeHelHUHaTa,
Ha HOBaTa OnwTecTBeHa Knuma. Yecto craHysa
36op 3a “nosHat" getarb of Yoseuyka churypa
unu nuk (Esa He Moxe Aa ro rpuaHe jabonkoTo
nopagu cnoexuTe 3abu, MunoHcka BeHepa nog
Yuja noBplMHa ce npobusa rpaga of Xewa,
nykHaTta 6ucta Ha Kapn Mapkc og Koja ce
nojasysa HeroBvMoT NOPTPET UTH.), NOToa 3a
aneropu4HoOCTa Ha KpyHaTa WTo ce Tonwu Ha
rnasata Ha "HeKoj" Kpan, 3a MackuTe LWTo
BETepOT r'v OTTPrHysa oA N1UEeTo Koe ' Hocw,
HO W 3a NpegMeTu KOWU Ce MpeTcTaBeHu
MPEMHOry peanHo 3a Aa ja Bplwar concreeHara
PyHKYnja - mnutas med NpuAapXysaH oA
4oBe4Ka paka.

HemuHoBHO e fa ce aechuHMpa U KapakTepoT
Ha OBUE YCIIOBHO Ka)kaHo noctepu. Mpunenexu
Ha suj TWe BeKe ja noceaysaart BheYarnvsara
AEeKopaTUBHOCT U “nHchopmaTUBHOCT”, ja cnepat
W NOCTMOAEepHUCTUYKAaTa Noruka Ha efgHo
YyMETHWYKO oOcCTBapyeare €O WTO ce
npucnocobeHn Ha HoBaTa reHepauuja
KOH3YMEHTU. 3Haynm eCTeTCKMOT MOMEHT €
3agpXaH Co npeHecyBaweTO Ha cTapuTe
cTaHgapAau, HO ce W3HygyBaaT M HOBM
AononHUTenHu objacHysarba.

Manoxbata cu ja nocturHa uenTta, a
WCTOBPEMEHO aBTOpOT ro oabenexa cBOETO
TPUECETroOAWLLIHO AejCTBYBaH:E.

Ka peannaaumja HanpaseHa cnopeg kapukartypa oa 1975
Boroevic, Replay IV, 1998, ploter realization after a caricature from 1975




N3noxo6u

3axapuHka BayeBa

AWJAHA TOMUK PALJEBCKA

MY3EJ HA [PAQ CKOMJE
OTBOPEHO MPA®UYKO CTYANO
MAJ 1998

3axapuHka bayeBa

CNABULIA JAHELUJIMEBA
AHA CTOJKOBUK

MNAOVHCKW KYJTTYPEH LIEHTAP- CKOINJE
HOEMBPW 1997

Mocnepnuse ase roauHu (1997,1998) Bo M3noxbeHuTe
npoctopy BO MakenoHuja ce cpeTHyBame cCO BuMANuUBa
KBanuTeTHa NpoAayKuuja Ha aBTOpU U Aena Kou npeky
rpachuykmMoT Mmeauym ce obuaysaat Aa rm uspasart cBouTe
NUKOBHM pasmuciyearsa. Ho, Toa WTo ja Nnpasu NMKoBHaTa
cueHa uHTepecHa e obuaoT Ha MnaauTe rpaduyapu ga ro
HaAMUHAT KNacu4yHMOT ABOAVMMEH3VWOHAaNeH TpeTMaH Ha
OBOj MEAMYM W Aa HaBnesaT BO cepaTta Ha KpeaTUBHUOT
eKCnepuMeHT BO KOj TpOAMMEH3MOHanHocTa W
WHTEPaKTUBHUOT npucTan ce AoMuHaHTHW. MNpumapHa e

Op npeaTta camocTojHa uanoxba Ha [ujaHa Tomuk
Papescka (1985) ao nocnegHarta (1998) ce corneagysa
Hej3aMHaTa OCHOBHa 3anoxba 3a ucTpaxysare BO
COMNCTBEHUOT NIMKOBEH U3pas co uen ga nocturHe
WHTEpaKTUBEH OAHOC CO rnegadyor.

CurypHO Bnajeejkum co cnukapckute u rpacduykurte
TEXHUKW, BO CBOjOT JIMKOBEH pakonuc xpabpo BHecysa
NMPOMEHW KoM Ce corneyBsaart BO HejauHaTa ngeja cute CBou
acoumjaymm n cumb0nM1 04 CONCTBEHOTO BU3YENHO Nnone Ha
oncepBauuja ga rm pacyneHu, Aa rm oTTprie of peanHuoT
NpoCTOp CO Uen ga rm cMecTtu BO cBojaTa fnyHa
umarMHaTUMBHa Cnuka T.e.BO CeKoraw HoBoco3jajeHaTa
BU3yenHa kpeauvja.

Buauute og MMHATOTO, HO U O cerawHocTa, ce NocTojaHo
npeaMeT Ha Hej3NHUTE UCTPaXKyBarba, HO CeKorall Bo HoBa
NUKOBHA CTPYKTYypa.

MpoekToT “UHTepakTuBeH anbym” peanusupaH BO
MpachmuukoTo cTtyano Ha MysejoT Ha rpag Ckonje, e
KBanuTaTUBEH NpMKa3 Ha crnojoT Ha goTorpackuoT u
rpachuykmMoT Meauym BO CO34aBaH€TO Ha HOBa AyXoBuUTa
BU3yesnHa Kpeauwja.

naejata n3paseHa BO UHTEPaKTMBEH NPOCTOP, HO CO MNOMH
pecnekT KOH 3aKOHUTOCTUTE Ha rpaduykara fMKoBHa
aucumnnuHa.

3aepHuukara nanoxba Ha mnagute rpacguyapku Cnasuya
JaHewnuesa n AHa CTojkoBUK BO MnaguHCKUOT KynTypeH
LieHTap e efleH No4eTOK Ha rope HaBeAeHUTe KoHcTaTaluuu.
Taa e HMBHa NpBa camoOCTOjHa Npe3eHTaunja Nno HUBHOTO
avnnomuparse Ha ®J1Y(1996 n 1997) Bo knacarta Ha npod.
3opaH Jakumoscku. NoTeHUumMparmeTo Ha roguHarta Ha
AunnomMupareTo U Knacarta Ha npod. JakMMoBCKU e
nopaav mMoeTo NpujaTHO U3HeHadyBarbe 0[] nokakaHarta
WHAMBUAYANHOCT Kaj oBUe ABe rpauyapkn Kow ywTe BO
NnpBOTO nNpeTcTaByBare ja wu3pasysaaT cBojaTa
cneyucudHa aBTOpCKa KpeaTuBHOCT ocnobogeHa of
CeKakBO BfivjaHWe Ha akageMcKUoT 0bpa3oBeH Nepuog.
JaHewnuneBa BO KNacuU4YHUTE TEXHWUKKW (gpBope3 u
KOMOUHUpaHa TexHuka) uapaboTysa OoTUCOUM BO ronema
AVMEH3Mja KON ANPEeKTHO acouupaart v ja npetcTasyBaat
BHaTpeLHOCTa Ha APBOTO, HO ja U3pasyBaaT U Hej3nHaTa
PeWeHOCT CO MUHUMANHU NUHEaPHN UHTepBeHLUU Ha
CTPYKTypaTa Ha ApBOTO Aa ja UCTaKHe cBojaTa KpeaTuBHa
aBTEHTUYHOCT. PUTyanHnoT KapakTep Ha Hej3anHOTO
YMETHWYKO AEeN0 ro cneaume Bo rpacuykara uHctanauyuja
co Hacnos “Tpno” WTo npeTcrasyBa Crnoj Ha Knacu4HuoT
rpachuykn ABOAUMEH3NOHANEH OTUCOK, A0OWEH Npeky
HaBedeHUTe TEXHUKUTE, CO naejata 3a TpoAUMeH3noHanHa
3HaKOBHa cuMyrnauuja NocTUrHaTa co nocrasByBarbe Ha




VUHTEepakTUBHUTE KOMaxxu u3BefieHn BO KoMbuHupaHa
TeXHWKa (NMHOPe3,CUTO U BUCOK Mne4yaTt) NoCTaBeHn Bp3
ctapute coTtorpacum og cemejHMoT anbym , OCBEH LUTO HU
OTKpUBaaT HOBO YMETHUYKO rnefare u TonkyBare Ha
MWUHATOTO, HOBM NMPOCTOPHU M BPEMEHCKM penauyuun , my
OBO3MOXXyBaarT Ha rnefaqoT co NOMEeCcTyBaHe Ha Konaxute
Mcam ga y4ecTtsyBa BO CO34aBarbeTO Ha HOBW cCUTyaLuu
T.e. fja ro No4YyBCTBYBa 3a[J0BOSICTBOTO BO OTKPUBAHETO
Ha cCOncTBeHaTa WHBEHTMBHOCT CO WTO Ce MOCTUrHyBa
KOHe4YHaTa Len Ha aBTopkKara 3a UHTepakTUBEeH O[HOC Ha
AenoTo co rneaaqor.

OBOj NPOEKT HW rO OTKpPUBA M3rpageHnoT nHAuBMAyaneH
NUKOBEH pakonuc Ha TOMUK KOj yCnewHo KOMyHuumMpa co
peyMnMeHToT, a WUCTOBpeMeHO noTBpAyBa pAeka
peanusayuwjata Ha yucrtaTta ugeja He.e cekorail 3aBucHa
oA ynotpebaTta Ha NUKOBHUTE TEXHWKW BO KnacuyHa
cMmucna.

rpachmkuTe BO BUCEYKa cOCToj6a BO NpOCTOPOT BO chopma
Ha Kpyr. Acouujaumjata Ha 3abopaBeHuoT pypaneH amobu-
eHT e peanuampaH co peayuvpaH nukoseH jaavk. Co oBaa
CcBOja NpBa camMoCTOjHa npeseHTauuja JaHewnuesa ja
HaBecTyBa . cBOjaTa TBOpeYka KpeaTUBHOCT WU
WHBEHTUBHOCT.

JInkoBHUOT jaauk Ha AHa CTOjKOBUK e cocema CnpoTUBEH
Ha JaHewnuesa, HO He NOManky WHAuBUAyaneH u jaceH.
MoBTOpyBaweTo Ha ogpedeHn Gopmu un durypu
(3akavanka, pegyuvpaHa Kykna, nonykpyr, nepgopupaHu
TOYKM, NTIMHUM Of KOHUM...) UCNpensieTeHn Bo LpHo-6enu u
TOHCKW OAHOCWU HM AaBaaT CnukKa Ha CrnoMeHuTe of
AEeTCTBOTO, 04 MUHATOTO, WTO Anaboko e MemopupaHo BO
mucnute Ha CTojkoBuK. Bo HejauHuTe rpacuyku NucToBu
ce CpeTHyBame CO Urpa Ha 3Hauw LWTO HaBecTyBaaT aBTop
KOj, Ce ywTe, Tpara BO OTKpUBaHETO Ha HOBM 3Ha4yera Ha
npeaMeTUTe U HUBHO MpeTcTaByBare BO Apyrn hopmu w
penayvu.

PeayuvpaHaTa, cyntunHa u gyxosuta urpa Ha gopmuTte
CMECTEeHW BO CTPOro opraHv3aupaHa Komnosuuuja Hu ro
NnoKaxxyBaaT HEj3VHUOT pPecnekT KOH crneyudukuTe Ha
rpauykmMoT Meguym, HO W HejauHaTa xenba pAa
eKcrnepuMeHTupa co KpajHa Len aa fojae A0 CBOjOT KOHeYeH
NUKOBEH U3pas.

N3anoxom

Awjana Tomuk, Unrepaxtusex anbym, 1998, KoMOGHHMpaHa TexHUKa
Dijana Tomic, Interactive Portfolio, 1998, mixed media

Cnaeuua Jarewnwesa, Wywma, 1997, kombuHupana TexHuka
Slavica Janeslieva, Wood, 1997, mixed media

Ana CrojkoBuk, Xorencku o6nay
Ana Stojkovic, Hotel Clouds, 1997

97, aksaTuuTa gopaboTeHa co WwabnoH v KoHey
qauatint finished off with pattern and string




LT Exhibitions

JlnmmaHa XpucroBa

EKCTEH3UWJAHA KAJAPOT - HOBA MAKEJOHCKA ®OTOIMPA®UJA

YMETHWUYKA TANTIEPUJA, BUTONA, MAJ-JYHN 1998

Warnea oa nocraekara Ha uanoxbara Excrensuja Ha kagapor ( Pobepr
Jaukynocku, Xanverta Banrenw, Anekcadaap Crandkoscku), 1998

View of the exhibition Extension of the Frame (Robert Jankuloski, Zaneta Vangeli,
Aleksandar Stankovski), 1998




MoTtpebaTa (noBeke HEMUHOBHOCTA) 07 BKNy4yBare Ha
thoTorpachujata kKako Meauym BO coBpeMeHuTe
NOCTMOAEPHUCTUYKIN UCKaXKyBara Ha Hajaobap HauvH ce
pednekTupa Ha nanoxbarta EkcTeHanja Ha kagapoT - Hosa
makefoHcka poTorpachuja, npeTcTaseHa Bo YMeTHUYKaTA
ranepuja o butona.

Wanox6ara ja coumHyBaaT gena paboTeHu of NUKOBHU U
APYr BUA YMETHULUM, Kaj KOU TEXHUYKUOT MOMEHT Ha
nepekymja BO M3BeAYyBaHETO HE € NPUMapeH, OAHOCHO e
3anocTaeeH BO OAHOC Ha wuaejata. JINKoBHUTE yMeTHUUM
OA MnagaTa v HajmMnagara reHepauuja ro npowwvpysaat
CBOJOT WHTEpEeC 04 CrIMKapCTBOTO KOH thoTorpachujaTa, co
WHTeHUwWja Aa ja AoKaXaT YHMBEP3aniHoCTa Ha YMETHUYKUOT
YUH, KOj (HE3aBMCHO Of MeUyMOT) € CBEAOK N COYHECHUK
Ha couujanHuTe, TeXHUYKO-TEXHOMOWKUTE NPOMEHN W Ha
6op6aTa 3a oApXXyBarbe Ha eKOMOLWKNOT BUNAHC BO CBETOT
Ha KpajoT Ha 20. Bek. YecTo co efjeH aHraxkvpaH CTae BO
OZHOC Ha ONKPY>KyBar-eTo, YMETHULMTE CE CNy)KaT Ha cuTe
MOXHU Ha4uHU MelycebHO Aa rv nomupaTt u BKpcTaT
pasnu4yHuTe MeauymMm U Aa ro npowupar noneTo Ha
U3pasysarbeTo (06jeKTH, aMbueHTH, uHcTanaumm).

HenosTopnuBnoT mur koj dhoTo-anaparoT ro cukcupa 8o
(byHKUMja Ha OCHOBHUTE WUAeu, NpeTcTasyBa NojaoBEeH cer-
MEHT BO MOHyMeHTanHuTe oTo-pelwenuja Ha Enusabeta
ABpamoBCKa, Koja Kako OCHOBHU MOTUBCKM €fleMeHTY r
KOpuCTW 3emjaTa, BogaTta, BO3AYXOT M oraHoT. Mopakute
Ha e/]HO CeKOjAHeBMe, UCMONHETO CO OCHOBHUTE @NEeMEHTH,
MHOTYy NecHO rn nosp3yBa(BTonysa) eAHu co(BO) ApPyrK BO
UCNPeKUHaTU XOPU3OHTaNHU UK BEPTUKANHN BU3YEHM
nonurba. KoHUEeNToT Ha HEej3NHOTO KOHEYHO pelleHue e
CO4MHETO O/ NOBEKe 06MUCNYBatba Ha 0APeAEeHNOT MOTHB.
CekojaHeBneTo Ha nosTopyBaykaTa aKTyernHocr,
eN1eMeHTUTe Kou npeTcraeysaaT rnaseH ¢oKyc Ha
UHTepecuparbe, ja NoTeHUUpaaT HejauHaTa OCHOBHA
npemuca -HoBaTta wMmeTadopuyHa A[YXOBHOCT Ha
CeKojaHeBueTo.

’KaHeTa BaHrenu e npucyTHa co TeMW 04 T.H. yMETHOCT CO
penayuja, OfHOCHO aKTYenHN aHraXxmpaHu COAPXUHN Kou
rM noctaeysa BO hopMma Ha uHcTanauuja (MakegoHcka
coyujanHa nnacTtuka) UNW BO KOHTEKCT Ha eaHa
yHUBep3anHa BO3BULIEHOCT Ha oabpaHaTa ugeja. HejavHara
cneyncbuyHa rojaoBHOCT M rOBOPOT Ha KOMyHUKaLmja ce
KPpajHO peayumpaHn u CTPOro MHTENEeKTYanHoO HaCoYEeHM.
Tome Ayuvescku npaew [oem yekop Hasayg, o4HOCHO
BPaKarbe KOH OHTOMIOWKWOT CTaTyC Ha NpMpoAaTa co Heo-
poMaHTM4apcka TpaHcKpunuuja u eTUYKO rnejare Ha
HOCTanrM4H1oT, 3abopaseH HerubHaT npocTop. Bo ceoeTo
TBOPEWTBO TOj co3haBa poMaHTUYHa MeTadopa Ha
6eckpajHOTO M BEYHO YYBCTBO Ha NOBP3yBarbe Ha
npupogara co umsunusauyujaTa.

Bo npocTopHuTe BUbpPauumu co upHo-6enm hoTo-Konaxu
PobepT JaHkynocku ja noTeHyupa MynTUNIMKaTUBHOCTA Ha
(POTO-4MHOT, AofeKa BO ApyruTe fena co3fasa croj nomery
thoTorpachmjata U eneKTPOHCKUTE Meauymu, mery
WHAMBMAYANHOTO U YHUMULMPAHOTO, Mefy uenuHaTa u
tbparmeHTOT. TPOAMMEH3MOHANHOCTa Ha choTorpadujaTa e
HarnaceHa co Bo3aywecrtaTa hoTo-uHCTanayuja.
AnekcaHaap CTaHKOBCKM v noBpayBa gsata mMeguyma
(dpoTorpacbujata u cnukapcTBoTO) BO cBojaTa
aHTponosiowka cTpaTernja Bo Koja Ao KpajHa Mepa
UpOHM3Mpa CO BMUCOKaTa U poMmaHTU4apcka yMeTHocT. 3a
Hero nogenbuTe Ha ronema v Mana yMeTHOCT He NocTojaT:
TOj TBOPY BO penauuja co HarnaceHa upoHuja, noTKpeneHa
CO HeCOMHeHa WHBEHTUBHOCT.

Cnae4o CokonoBcku KOpUCTU cTapu choTorpachmm Kon He
Ce nocTaBeHn BO hyHKUMja Ha HOCTaNTMYHO MOBUKYBaHHe
Ha MWHATOTO, TYKYy NoBeKe BO (hyHKUMja Ha AuHamukaTa u
GpaunHaTa Ha TeXHUYKO-TEXHOMOLIKUTE NPOMEHH (HacnpoTy
6psuHarta Ha NOKOMOTWBATA, TOj ja NOCTaByBa payHo-
poTupaykarta malwwHa 3a hotorpadpcka npeseHtaumja). 3a
Hero goTorpathumTe ce maTtepujan co Koj ro rpagu
KOHUEeNnTOT Ha MHCcTanauujaTa. )

Wrop Towwescku BO CBOjOT NpoekT Jocue 96 oTorpadcvjaTa
ja KOpPUCTU Kako AOKYMEHTapeH eneMeHT co uen aa ru
A0N0BU couunjanHuTe, NONUTUYKMTE, EKOHOMCKUTE U
EKOMMOLWKMUTE COCTOjOM Ha CUCTeMUTE BO TPaHauuumja, co uen
Aa ynatu Ha pamHOAYyLWHOCTa Ha YMETHUYKMNOT YMH KOH T.H.
TPaH3UTHa CEBKYMHOCT.




MUSEUMS AND GALLERYS

MUSEUM OF THE CITY

Mito Hadiji Vasilev-Jasmin, p.f.93
tel.(091)114-742/115-367

91000 Skopje

ART GALLERY
Krusevska 1a, p.f.278
tel.(091)133-102
tel.(091)233-904
91000 Skopje

MUSEUM OF MACEDONIA
Kurciska bb, p.f.74

tel.(091) 116-044
faks:091/116-439

91000 Skopje

CULTURAL-INFORMATIVE
CENTRE

Mosa Pijade bb, p.{.589
tel.(091)230-206/115-679
91000 Skopje

YOUT CULTURAL CENTRE
Kej Dimitar Viahov bb
tel.(091)233-401/115-225
91000 Skopje

MUSEUM OF CONTEMPORARY
ART

Samoilova bb

tel.(091)117734 (35)
faks;(389-91) 11 01 23

91000 Skopje

GALLERY OF DLUM
Kej “13 noemvri" bb
tel.(091) 211-533
91000 Skopje

GALLERY KO-RA

Dom na Kulturata Koco Racin
Veljko Viahovik bb
tel.(091)233-739

91000 Skopje

GALLERY OSTEN

Peron na Starata Zeleznicka stanica
tel.236-235

91000 Skopje

PRIVATE GALLERIES

KAFE GALLERY STOBI
Kej “13 Noemvri'bb, GTC
tel.(091)233-972

91000 Skopje

ART GALLERY “KAJ"
Ulof Palme 8
tel.(091)115-050
91000 Skopje

GALLERY ANIMA

Kej “13 Noemvri”,aneks IV/2,GTC
Tel.(091)233-149/233-147

91000 Skopje

GALLERY BEZISTEN
Pokriena carsija 39, Bezisten
tel.(091)117-150

91000 Skopje

GALLERY GLAM
Cedomir Minderovic 35
tel.(091) 213-491
91000 Skopje

GALLERY RA

Ivo Lola Ribar 94/2-4
tel.(091) 258-146
91000 Skopje

GALLERY OLIVER
Ankarska 31
tel.(091) 374-300
91000 Skopje

GALLERY SELEKT
Bul.Partizanski Odredi 31
TRG.Centar Bunjakovec
tel.(091) 110-319

91000 Skopje

GALLERY ABAKUS
DTC Mavrovka
Bul.Goce Delcev
tel.(091) 236-278
91000 Skopje

NACIONAL GALLERY HARFA
GTC Prizemje

tel.(091) 236-640

91000 Skopje

GALLERY MONET
Lokov 8

tel.(091) 364-853
91000 Skopje

GALLERY SAMUIL
TC Kapistec lok.23
Vasil Gorgov bb
tel.235-553

91000 Skopje

GALLERY PSIHO GAL
Marsal Tito 11(skrivnica)
tel.(091) 209-070

91000 Skopje

GALLERY DAMAR
Nikola Rusinski 3a, lok.12
TC Karpos Il
tel.dom.(091) 202-811
91000 Skopje

GALLERY EL GREKO

Dame Gruev (TC Paloma Bjanka)
tel.234-242

91000 Skopje

ANTIQUE AMINTA
Kej 13 Noemvri
91000 Skopje
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