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Mpearosop

3opaH [MeTpoBcku

Bo egHa npunuka, 3a BpemMe Ha MNOATrOTOBKUTE Ha
peTpocnekTuBHaTa usnoxba, JosaH LLymKkoBCcku of, efeH
aron BO HErOBOTO CEKOrall HEKako CKMaaHO MpeTpynaHo
CTyamo n3enede cmMBo 1 rpybo npemavkaH objekT, Hanuk
Ha ©eToHCKa nrova Bp3 KOja Ha cpeduHaTa e noctaBeHa
TpaHcnapeHTHa Npu3ama LWTO ja MpekplyBa Bu3yparta
nog Hea M KOja CO CEKOe Halle OBWXEH-e ONTUYKM ja
TpaHcdopmmpa cypoBaTa 6eToHCka (hakTypa BO HEKakBa
XuBa, dnymaHa matepuja. [enoTto WwTo ro garupalue
Bo 1998 rognHa u Koe LWTO HMKOoralwl nopaHo ro Hemarn
na3noxeHo, LLlymkoBcku pede geka ro Hacnosun ,Boaa,
sua’, Kako YMCTO BM3yenHa acouujaumja co HacnoBoOT Ha
nosHaTarta Teatapcka nueca Ha >KnBko YuHro.

Mocne Hekonky goTorawl HeycnewHu obuav Aa Hajoeme
HacrnoB 3a wuanoxbGaTa, BO TOj MOMEHT BeAHaw U
6Ge3 [OBOyMEHe ce corfacvMBme [eka OOHOCOT KOH
maTepujanute, popMuTe 1 TEMUTE KOU CE 0 3HaYeHEe 3a
pa3BojoT Ha HErOBOTO TBOPELLTBO Ce CYLUTUHCKM COApXKaHu
BO NanugapHaTa 1 aneropuyHa CTpykTypa Ha oBa Aerno u
HEeroBuoT HacCroB.

[enoTo ro 3emaBme 3a napagMrmaTtuyHo 1 nopaam Toa LWTo
€ XPOHOJOLLKN HacTaHaToO Ha MPEeCeKOT Ha ABa Nepuoaw,
OBe hasn Bo TBOpewTBOTO Ha LLymkoBscku. MNpBaTa, of
cpeaunHata Ha 1980-Te go BTopata nonosuHa Ha 1990-
Te rogvHu, hasa Bo koja NMo NOYETHOTO MPEUCNUTYBakbe
M nocTaByBake Ha OCHOBHUTE HACOKM MO KO Ke ce
O[BMBa HEroBoTO Aeno, cneau nepuod Ha OTBopahe
N NpoLMpyBake Ha BM3YENHUOT ja3uk MoHaTamy of
TpaguUMoHanH1Te MOLWHN Mefn Ha CIIMKapCKMOT MeANYM,
co3[aBjkn XMOPUOHU CIIMKapCKO-CKYNNTOPCKN 0BjekTw,
MyNTUMeOWjanHn nHcTanauum, c€ 4o crekTakynapHuTe
CUEHNYHM aMOVeHTU, efeH BuA ceondartHu NPOCTOPHU
CInVIKN.

BTtopata d¢asa, ja obenexyBa NOMEeCTyBake€TO Ha
uHTepecuTe Ha LLlymkoBCku o foTorall noseke dhopmarnHu
W MHTPOCMNEKTMBHMW NPUCTanNu, KOH COLMjariHO KPUTUYKN
recToBM U COovyBaha CO rmobanHuTe UnuM nokanHute



ONITECTBEHU W MOMUTUYKX NPOLECU, a KON CTaHyBaaT
cé nomuspasuTa TeHAeHUMja of KpajoT Ha AeBefeceTTuTe
roavHu Ao nocnegHUTe Aena ondateHn co oBaa n3noxoa.
Bo HapaTUBHMOT NOTTEKCT Ha OBWe [ena 1 ylwTe noseke
M NOAMPEKTHO BO npoaykuumjata nocne 2000-Te rogmHm
0o AeHec, LymkoBcku rv gonupa Hekage co Anaboka
MpOHWja, HeKaZe Co pasopeH capkasaM, KOHTpaaukumuTe
M UMHM3MOT Ha CBETOT BO rnobanHara, nocT-naeonoLlka
M MOCT-UCTOPUCKa epa LUTO ce co3fasa Mo nagoT Ha
XernesHaTa 3aBeca, U 0COBEHO AWCTONUCKUTE Tpaymu
Ha BeYHO TpaH3uumckata cocTojba Ha MakegOHCKOTO
OMLITECTBO.

BoaeykmMoT npuHUMN, KOHUENTYanHMoT HYKreyc of Koj
noaraar U KOHCEKYTMBHO Ce Ha[oBp3yBaaT NPOEKTUTE Ha
LLlymkoBCKU € BO MOCTOjaHO MHBEHTMBHOTO BKIyYyBah-€ Ha
pasnu4yHn Matepujanv n NPeaMeTn, Ko 3aHaeTCKn BELLTO
N OPUIMHArHo v Npoayumpa Unu rm Haora Bo okonuHara:
cTonapcku otnagoun n dparmeHTn og meben, onacHu
WHOYCTPUCKX CMOMM 1 MOSIMMEPU CO Kou n3paboTyBa kananm
3a Nere Ha HEroBUTE KapaKTEPUCTUYHN TPAHCMapeHTHU
nnoyectn unum cepuyHn NUKTypanHu objekTu, nopg
YyujalwTo cjajHa rnasypa ussmpaaTr eHUrMaTU4Hn maTepum
1 CMMGOMMYHKN NPegMeTU NPEB3eMEHMN Of, Hajpa3HOBUAHA
napadgepHanuja BO HEroBOTo fIMYHO UNN CEKOjAHEBHO
ONKpYyXyBawe, oTorpadun n nceyoumn og cnmcaHuja,
penjedHn oTUcoLM BP3 TUNOrpad CKu MiioYm, apXMTEKTOHCKU
MakeTu, 6ETOHMPaHN NPEAMETU U CIIMKM, UMM KOHEYHO KaKo
LUTO € KOPUCTEHETO CO eNEeMEHTUTE Ha BoAaTa, 3BYKOT U
CBETNMHaTa BO MUAgjaTa 3a LiernioCHO NepLenTMBHO U TENECHO
OOXVBYBatkbe BO HEroBUTE MMMPECUMBHU aMOueHTanHu
uHcTanaumn. ,Matepujanute®, Benu LLymkoBCKM BO
HalMOT pasroBop no noeofd uanoxbara, ,He Gune camo
CYNnCTaHuUM 3a Modenupame, TMe ro KOHTeKCTyanuampane
n obrnvkyBane AenoTo M BO COApPXWHCKa cMmucrna bune
nvKoBeH Bokabynap, eceHuuja, MeTadopa, KoHcTaTauuja,
nopaka mnm emoumm®.

Co Taa TpaHcdhopmaumja, TOj NOCTOjaH npouec Ha
aHamopdo3a Ha maTepwujanHata marma, koja ctaHysa
reHepaTop Ha opMK, NPETCTaBU U COAPXKMHU, OAENoTo
Ha LLlymKkoBCKM e Jen of gornrata mogepHa uctopuja Ha
pU3OMaTCKOTO LUMPEHE Ha NPUMEHa Ha matepujanuTte
BO pacrnoH Of KOHCTPYKTUBM3MOT 0 eHOpMenoT 1 4o
non-apToT, YN LWTO ofpa3u OncTojyBaaT BO HErOBUTE
Jena Bo KOHTUHYWUTET of, paHuUTe 00jeKkTV A0 nocrnegHute
BGETOHCKM MKOHW, Crnefejku eqHa NHMja Ha Ae-KOHCTpYyKLmMja
Ha cnukaTta (1980-Te), HejanHaTta ekcnaHanja (1990-Te)
N OTBOPEHOTO MNpallake CO HeraTMBHaTa ecTeTuka Ha
coBpeMeHuTe penpeseHTaTneHu mogenu (og 2000-te oo
peLleHTHaTa npakTuka).

PeTpocnekTuBHMOT nperneq ja cnegu esonyTuMBHaTa
TpaekTopuja No Koja KOHCEKBEHTHO Ce ABWXWU OenoTo
Ha JoBaH LLlymMKOBCKM, YMETHUK YMja LUTO peymcu Yetmpu
JeleHncka yMeTHUYKa npakTuka npeTctaByBa efeH of
Haj3Ha4YajHUTe YMETHUYKM KOHTUHYUTETU BO YMETHOCTA
Bo Makepnonuja. Co orneq Ha edpeMepHUOT KapakTep Ha
[en of, HEroBoTO TBOPELLTBO, M3noxbeHaTta npeseHTauuja
e ocmucreHa of camuot LLlyMKOBCKM, Kako efeH BuA
MOHTaxa, opurMHanHa nHctanawuja Ha noseke, NpUBULHO
XeTeporeHn 1 KOMMNIEKCHU TeMaTCKM LIeNUHKU, HO NOBP3aHu
NCTOBPEMEHO MO UHXEPEHTHATa fornka Ha MmerycebHute
penawmm Ha OpMUTE NN COAPXKUHUTE BO [ieNna Of, pasnmyHu
nepuogun. Miuctanauwjata, kako xmbpugHa 1 onpocTtopeHa
yMeTHMYKa popma € efleH of Haj3HavajHUTe npuaoHecu
Ha TBOpeLUTBOTO Ha LLlyMKOBCKM BO MOHOBaTa MakeoHcKa
yMeTHoCT. Toa ocobeHo ce ogHecyBa Ha MOHYMEHTANHUTE
ambueHTanHu npoektn “Hag nospumHata® (1997), “HokHun
Bu3un® (2000) n ,P = 1:2/ P= 1:200“ (2004), koun co orneq
Ha Toa LUTe ce HeMnoBTOPSIMBM HAcTaHW, Ha uanoxbara
ce npeTcTaBeHW OenyMHO CO Buaeo u dortorpadcka
JOKyMeHTaumja, HO M Kako HUBHA pe-MHBEHLMja BO OBOj
NOMHAKOB KOHTEKCT CO KOPUCTEeHe Ha npeaMeTHuUTe
enemMeHTU o opurMHanHuTe uHctanauuu. Katanorort, og
Opyra cTpaHa, HMU3 neT NogeneHn TEMaTCKu U NePUOLNYHN
LenMHu, XpOHOMOLLKK ja criedn esoryuujata Ha 4enoTo
Ha LymkoBckn, BKy4yBajkv nputoa u neT npunosu co
06jaBeHN TEKCTOBM 3a COOABETHUTE NEPUOAM U Aena.

OBaa peTpocnekTuBa He Ke bellie MoxHa 6e3 uenocHarta
BKINy4YyeHoCT Ha JoBaH LLlymkoBcku 1 oTTyka 6u cakan
NCKpeHO Aa My ce 3abanarogapam 3a HeroBarta NoCBETEHOCT,
CTPMNUBOCT ¥ pa3buparbe BO peanv3aumjata Ha NpoeKToT,
Kako v 3a NOAroTBEHOCTa HWU3 HaLIMTe pa3roBopu, 06jaBeHm
BO OBaa nybnukauuja, 4a Hv1 rv Nnpubnmxu nosagmHarta u
pa3BojoT Ha MAeuTe BO CO3OaBaH-€TO Ha HeroBuTe gena.
Vm ja nspasyBam cBojata GnarogapHocT n Ha Brnagummp
JaHueBCcK/ 3a HEroBMOT ecej BO TOMKYBakETO Ha AenoTo
Ha LlymkoBcku, kako n Ha HebGojwa Bunuk, BaneHTnHo
OvumutpoBcku, Jlaszo [lMnaeeBcku, Bapbapa bapu,
JinmaHa Hepenkoscka n BukTtopuja Baces [Qumecka
3a objaByBaweTo Ha HUBHUTE TeckToBU. [locebHa
©narogapHoCT M 3a konervjanHuoT Tum Ha MysejoT Ha
COBpeMeHaTta yMEeTHOCT 3a nogjpLukara n nomoLuta BO
peanu3auujata Ha na3noxbara.



WpoejaTta 3a cnukaTa Kako Kpaj U no4eTok:
(AHTM)peTpocCneKTUBEH Nnornea KOH Aenara
Ha JoBaH LLlymKoBCKu

Bnagumup JaH4deBcku

,KpajoT € Ha MOYETOKOT, HO cenak NPoAorKyBaL®
Cewmjyen bekeT ,KpajoT Ha urparta“

,BepojaTHO cBOUTE NMOCNEOHM CMVKN BeKe M Hanpasue, a
npBuTE MOXEOU He"
Jynvje Knudpep

CoBpeMeHaTa kyntypa Ha oBoj XXI Bek, of, KOj ja CUTHUME
TpeTaTa feLeHuja, yLTe o caM1oT NOYETOK e ogbenexaHa
co megutaumnte 3a KpajoT Ha CBETOT, a UCTO Taka e BO
3HaKOT Ha HOBUTE TEXHOMNOIMMN U MPEXHOTO UCKYCTBO Ha
BM3yenHoto. Ho, n nokpaj cneunduyHnte anrntanHu
CUCTEMN N HOCa4n Ha MHGopMaunja, PEHOMEHOT Ha
cnvkaTta, pasfnUYyHUTE HaYuHM Ha CIIMKOTBOPEH-E W
MOTMBWTE LUTO CTOjaT 324 TOa OCTaHyBaarT roriema eHurma.
Bo epaTa Ha ,,crMKOBHMOT" 1 ,,6MOKMGEPHETNYKM NPECBPT,
Kora YOBEKOT 0 HeMa eKCKITy3VBUTETOT Ha co3JaBare
CINUKK, HME C€ yLITEe CMEe ONYMHETU oA HUB, 6e3 ornepn Ha
HMBHaTa reHesa.

Mpepn kpajoT Ha cBojoT »*uBOT BO 1991 roauHa, Bunem
driycep BO HEKONKY HaBpaTu, Ha NpedaBana v KoHbepeHumn
ja M3noxumn ceBojaTa xmnoTte3a [eka HacTanyBa HOBa
epa BO KynTypaTa Ha crnukaTta Koja pagukarnHo Brvjae
BO HalleTo pas3bupare Ha cBeToT. Mlako nomuHaa 25
roavHu, 1 Nokpaj oapeneHyn obuam, Kako LWTO yLTe Torawl
3aKnyyun u camuoT, notTpebHa HM € HoBa chunosoduja
Ha nocTucTopujaTta, komnatTubunHa co ,unosodunjata Ha
cnukaTa BO MoriHa MoK".

YKuseeme Bo MHOry 4yaHoO Bpeme. MHOrymyHa yyBCTBYBaaT
AeKa CoBpeMeHMOoT CBET ce Gnukun 4O HekakBa ,KpajHa
TOYKa“, HA KOHEYHO WCcupryBake UIM COOYyBare CO
KoHeyHocTa. Ho, Toa 3Hauu aeka e HemsbexHo Aa ce MUcnn
CUCTEMCKI NOVHAKBa MAHUHA, HACNPOTY TEeHAEHUMjaTa koja
ro HameTHyBa ybeayBaHeTO feka Hema kaje Aa ce usnese
HaZBOp UK Aa ce oTUAe NPeKy ekcTpaxupadkaTa noruka
Ha KanuTanuamoT. [ypv 1 nonutukutTe Bo 06pasoBaHNETo
ce cBeayBaaT Ha HacodyBak-€ KOH MasapHaTta foruka, a
3HaeHETO € €AMHCTBEHO BanuaHO ako M OrfcrnyXxyBa
noTpeduTe Ha ,crnobodHnoT nasap”. Kage e mectoto Ha
YMETHOCTa U YMETHUKOT BO €4HA TakBa M3MeHeTa peanHocT?



W nokpaj orpomHaTta nHTenekTyanHa eHepruja BrioxeHa
BO OpojHn obunam fga ce aHanusmpa n gecrabunusmpa
HeonmbepanHata maTpuLa, HeKoraw ce YMHW eka Taa
cenak ocTtaHyBa peyuncu HenpoMmeHeTa. BepojaTHo 3aToa
LUTO MOCTOjaHaTa NpPOMeHa, NapagoKcarnHo, € Hej3MHOTO
yXKacHyBa4yKo CTaTyC KBO.

*%

Bo coBpemeHaTa MakedoHCKa BU3yenHa YMETHOCT BO
npeuTe ABe geueHun of 21 Bek, Ha pasfnuyHM HauYuHU
N CO pasfnu4YeH npucrtan ce TpeTupaHn N aHanusmpaHu
ronem 6poj o ropeHaBeneHuTe Temu. Merfy ymetTHuuute
KOV BO OBOj Nepmno TBOPEUKN aHraXxmpaHo ce Brpaguja co
HUBHMOT cneundguyeH 1 npeno3HaTnMB NpucTan e cekako
JoBaH LLlymkoBcku. [loMMHaHTHa TeMa BO TBOPELLTBOTO Ha
LLlymMmKkoBCKM € eHTponujaTta, eheKkTuTe BP3 Nepununmpat-eTo
Ha pearnHocTa, Kako U B3aeMHaTa penaluja co BpeMETO
Koe NoMKHYBa — HallaTa TpaHcdopmMaLmja H13 TOj MPOLLEC,
Kako cybjekTu 1 06jeKTu, Kako KOMMIEKCEH CMoj Ha CBECT
1 manyko Terno.

Oenata Ha LymkoBcku of pasnuyHu dasm moxat fa
ce BUAaT Ha pasfiMyHu rpynHU nU3noxou, HO HeroemuTe
CaMOCTOjHN MpeTcTaByBawa ce nopeTtku. [locneaHoTo
HeroBo CaMOCTOjHO NpeTcTaByBawe e Bo 2017 roanHa BO
PoBums, a npetxoaHo Bo 2015.

M koHeuHo, Bo 2020 roguHa, Bo My3ejoT Ha coBpemeHaTa
yMeTHOCT Oelle OTBOpeHa HeroBaTa CaMOCTOjHa
nanoxo6a ,Boga | Sua“. Toa, cekako, He Belle camo yLiTe
efHa obuyHa peTpocneKkTMBa Ha aBTOP KOj 3a0KpyKyBa
TpumnongeueHucko TBopelwTBo. Ce nokaxkyBa Aeka 3a
cepvo3HnTe aBTopu, 6e3 pasnuka Ha Bo3pacTta, cekoe
noobGeMHO nNpeTcTaByBake, €4HOCTAaBHO HaBpaKkawe BO
CTPOro NiMHeapHa XpOHOSOLKN AedVHUPaHa Hapauwja, co
NpeLnsHN PEKOHCTPYKLUM Ha MUHATOTO, HE € NocakyBaHa
onuuja. HanpoTtmB, Toa WTO HM GeLle Npe3eHTUpaHo, BO OBOj
cnyy4aj, 6elue egHO KpeaTUBHO KPUTUYKO NPENCNTYBaHe
CO MHOTY peKkOHTeKCTyanusauum n TpaHchopmauum Ha
HeKOMW of KINyYHWUTEe Aena Ha aBTopoT.

3a HeroBOTO TBOPELLTBO M PasnnyHu NPOEKTU HU3 FOOMHUTE,
nvlyBane pevy1cu cute peneBaHTHM aBTOpPU o 3emjaTa.
A pocera 3a HeroBaTa M3nox0a Beke ce HanuwaHu aBa
0CBpTAa, a Mo NOBOJ OTBOPaHETO HAaNPaBEHU CE U HEKOSIKY
WHTEepBjya, U efeH OONT U MHOTy 3HayaeH pasroBop Ha
LymkoBckn co kypatopoT 3opaH [leTposcku. Toa e
HELUTO LWTO BO MOCRefHUTe roamHyu HaBUCTUHA PETKO ce
Cry4yBa, 1 NokaxyBa eHO 0XpabpyBayko OTKMOHYyBaHe
0[] BOOOMYaEeHMNOT MOJIK Ha KpuTukKaTa n meagnymmuTe. Taka
1 OBOj TEKCT € CaMO e[leH Marn MpuIor KOH JoceraluHara
oubnuorpadmja Ha LLlymkoBcku.

KOHTeKCTyanHa aHanusa: BO TeKOT U HaaBoOp o4 Hero

YwTe Ha camMnoT NOYETOK, MHOTY pasfnnyHu npailama
ce HameTHyBaaT. [lanu npeky obMAOT 3a criefere Ha
HeKkakBa reHearnoruja Ha pa3BojHMOT NaT Ha TBOPELUTBOTO
Ha LLlymkoBCKuM koe e pasHoBMaHO, 61 MoXerne aa oTkpueme
HELUTO MoBeke 3a pa3BojoT Ha MakefoHCKaTa yMETHUYKA
CuEeHa BKITyYUTENTHO cuTe ApamMaTuyHXM MPOMEHMU KOU
HacTaHyBaaT 1 Janv npeTnocTaBeHaTa nogenba Ha dasw,
HacokM M TeHAEeHUUN kou cbopmariHo ce pasnukyeaaT
MOXe [ia HM MOMOrHe BO AMWjaneKkTUyKkoTo pasbupare u
MerycebHO pa3oTKpMBake Ha ONwTeCTBEHATa CTBAPHOCT
1 Ha genarta Ha LLlymkoBcku kou ce peanvanpanmu Bo oBaa
peanHocT, TyKa u cera.

Yue Bpeme? CoBpeMeHOCTa 1 JIMYHOTO YYBCTBO 3a
BpemMeTo

NcTo Taka, egeH MHOTy BaXeH acnekT KOj Moxe
Ja ce aHanuaupa npeky KOHTUHYUTETOT U MOXKHMU
OUCKOHTUHYUTETU, MPOMEHM U CBpTyBawa BO eAHa
yMeTHMYKa MpakTuKka, € acnekToT Ha BpemeTo. OBae
Moxeme Oa 36opyBame 3a MoeanHeYHOTO BpeMe Ha
cosgaBake, 3aBplUyBake U U3NoXyBake Ha AenaTa,
HacnpoTX OMLUITECTBEHOTO BpeMe, 3a UCTOPUCKUOT TEK U
KOHKPETHMOT COLMOMNONMUTUYKN MOMEHT, Ho, UCTo Taka u
BPEMETO Kako AOJIro Tpaeke, Kako efeH obenexysay u
KaTanusaTop Ha uaejaTta 3a NoCTXyMaHU3MOT, 3a YoBeYKaTa
KpaTKOTpajHOCT, orpaHM4eHocT U (6e3)3HayajHOCT BO
NOLUMPOKNOT YHUBEP3YM.

Bo ogpeneHa cmucna H1Me CMe COOHEHM M CO yMeTHMYKaTa
HEeMoCyLUHOCT U BrpafeHo HEMOYMNTYBake Ha TEKOBUTE,
onbenexaHn co CKOKOBUTE, CO NPeckoLuTe BO BPEMETO,
ocobeHo BO genaTta HacnoBeHu ,AHTUUMNALUK®, HO K
3a BpeMEeTO NMOMUHATO O TMEe aHTUuunauumn, oo cekoe
HMBHO NMOBTOPHO MojaByBaH-€ 40 AEHEC, Na OYPU U HEKOU
HWBHW MOHM, KAKO aHTMUMNaumja Ha aHTuumnauyuute. 3a
HepeanuanpaHnTe HacTaHy BO MPOEKTUPAHOTO, 3aLPTaHOTO
BpeMe, HO U 3a XXMBOTOT KOj MMa eHO OrpaHuyyBah-e BO
HensbexxHaTa YoBeyKka CMPT (HEKOM of MpPOTaroHUCTUTE
BO MeryBpeMe noymHaa, Hosuua-HoHe nounHa Bo 2007,
Topop NeHaapos novnHa Bo HoemBpu 2021, Bo roguHaTa
Kora GeLue ,aHTuumnupaH“ cammutoT Ha MiHTepnion 202117).
M 3a cute oHMe paboTu, ko Moxebun moxene oa bupat
npoekTupaHn, npeaBuaeHn, NpeTnocTtaBeHW, HO BO
BPEMETO Ha CO34aBaH-ETO M U3NOXYBaH-ETO Ha OBME Aena,
e[HOCTaBHO He MoXxene fga 6uaaT akTMBUPaHW, AeHec
Joaraat BO LleHTpanHnoT doKyc.



YmeTHUYKa cTpaTervja u metogororuja

Co efHa nofeTanHa aHanmsa u KOHUEeHTpupaH okyc Ha
TpuunongeueHcknoT onyc Ha LLlymkoBcku, Moxe ga ce
yBUOW ieka HeroBaTa MeTOAOoorunja, ce 3acHoBa Ha efjeH
cneunduyeH NPUHLMM KOj Ce OQHEeCyBa Ha MPOEKTUBHOCTA:
TOj 3ano4yHyBa efHO Aerlo, caMo NoA YCIoB Aa Moxe
Aa ro cornega u NpoekTupa HEeroBoTO MPOOOTKEHME.
OpHocHo, aenoTo Tpeba Aa coapXu JOBOSEH NOTEHLMjan
3a npolwnpyBate, pasBoj unu Hagrpanba Ha 6asarta unu
n3bpaHara Tema.

Kako wTto 3abenexysa u KypatopoT 3opaH lNeTpoBckuy,
BO HEroBOTO NOCNeAHO WHTEPBjy CO aBTOPOT, OMycOT
Ha LllymkoBCKkM nornegHat peTpoCcnekTMBHO BO dhasu,
3akny4yyBa feka TOj NpUMHLUKUN MOXe ,jacHO Ada ce crneau
HW3 eBonyLMjaTa Ha maTepujanuTe, opmuTe, MeanymmuTe,
ngente n cogpxkmHute” wro LWymkoBcku rn ekcnnoatupa
BO TEKOT Ha peuncu 40 rogmMHN KOHTMHYMpaHa YMETHUYKa
aKTUBHOCT.

3a HacnoBuTe Ha gernarTa, Kako UHULMjaneH Bnes u
Hacoka - HacnoeBorT ,,Boaa | Sua“

Hacnosute Ha yMeTHUYKUTE Oena ce AenvkaTHa paboTa
Koja YyecTonaTtu UM 3afaBa MHOTY ABOjOM HA YMETHULUTE,
a Toa e Taka Guaejku cnukaTta u TEKCTOT ce BO efHa YyaHa,
NCTOBPEMEHO KOMMIeMeHTapHa 1 KOH(IMKTHa BpcKa.

MHTepecHO € n MHOry CMMNTOMATUYHO € LUTO HacnoBoT
Ha nsnoxobaTa e N3BneYeH o eaHO HEU3NOXYBAHO A€ero
.Boaa, Sug®, 1998/1999, koe npeTcTaByBa €AHOCTABEH COj
Ha ABaTa Kry4Hu eneMeHTU Kou ja ogpedyBaaTt MOXeou un
npecBpTHaTa TO4Ka BO TBOPELUTBOTO Ha LLlymkoBCku: Toa ce
e[leH TpaHcnapeHTeH NaHen o NonMakpun 1 HENposMpHa
©eToHCcKa nnoya. M kako WTo Jo3HaBame Of MHTEPBjyTO
Ha MeTpoBCKM CO aBTOPOT, 3a eeH 0BjeKT Koj ro BUAen BO
HEeroBoTO CTyamo, koe LLlymMKOBCKM ro HacrnoBun crnopes
nuecara Ha YKusko YnHro ,Sugot, Bogata“ on 1976 roguHa
1 6uno ogny4veHo aeka Toa Tpeba ga Guae HacnoBoOT U Ha
peTpocnekTuaTa.

OBa OupeKTHO cnpoTMBCTaByBahe, OCNoboaeHO of
AVPEKTHM acoumjaunm, 0TBOpa NPOCTop 3a MeauTauumja Bo
MPOLLUMPEHOTO Mof1e Ha CnvKaTa 1 NpeTcTaByBakbe BO OQHOC
Ha TpaHCnapeHTHoCTa 1 3aTCKPMEHOTO, Kako meTadopa
3a BusyenHaTta yMETHOCT Kako rpaHuydHa nosuuuja u Ha
npencnuTyBaweTo Ha pyHKUMjaTa U cMycnaTa Ha crimkaTa.

BeyLuHOCT, ymeTHOCTa MoXe Aa ce cpaT U Kako norne
KOe He ce ofHecyBa caMO Ha ONTUYKUTE (PeHOMEHMU
WM Ha peTUHANHOTO Koe e AennacupaHo ywTe of
AvlaHoBaTa norpaHa keanudukauvja 3a TorawiHarta
coBpemMeHa MaHupusalumja Ha NpeTcTaByBaHeTo, TYKY
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3a KOMYHUUMpawe Ha MeHTanHa crnuvka, 3a npouecute
Ha npeHecyBahe, CO3JaBake WU aKkTUBMpahe Ha
HeKoja MeHTarnHa crnvka npeky maTtepwujanHaTta 6asa unu
MeOMYMOT, Kako HOCay Ha MHKapHMpaweTo. [NoMmareTo Ha
300poT ,cnuka“, Manky NOoTELLKO MOXe Aa Ce pasjacHu BO
MaKeLOHCKMOT ja3uk buaejkm 36opot ,cnuka“ ce ogHecysa
1 Ha rpacdhmykaTa matepumjanHa Crvka, a U Ha crikaTa Kako
MeHTarnHa crvka, npeTcrasa, uaeja.

Op noyeTok, Ao npecBpToT : 1987

LLymkoBckm gnnnomupa Bo 1986 rogmHa BO knacarta Ha
lMeTap MaseB, 3a MHOry Habp3o, ywTe criefHaTa roguHa,
efeH pacuMHaHTEH M panuAeH UHULMjaneH ycnex co
Jenarta BO HEOEKCMPECUOHUCTUYKMOT CTUIT U OYXOT Ha
nocTMoAepHUCTUYKaTa eydopuja 3a nnypanncTunyka
LMTaTHOCT, HEOYEKYBAHO Aa Ce MpeTBOpPM BO CTUIICKA
CMPOTMBHOCT Ha TOrawl AOMUHAHTHUOT GpaH.

Toa cBpTyBak€, Ha HEKOj HA4YMH € U3pas3 Ha OTrNop, MoXe Aa
ce TOJKyBa, 1 Kako peakLuja KOH eJleH peyncu AeLeHNCKN
CTUSICKM 3aCTOj, e4eH MaHMpu3aM KOj Ha MakedoHcKaTa
NVKOBHa cueHa bun npucyTeH oA cpeamHaTta Ha 1970-Te.
[edUHTMBHO HeLTO Moparno Aa ce Cry4u.

Ha bueHaneTto Ha Mnaaw jyrocrnoBeHCK/ yMeTHULM BO Pueka,
HaMeCTO KaKoO MpPeTXo4HO CO HEOEKCMPECUOHUCTUYKNTE
mMacna Ha nnaTtHo, LLlyMKOBCKU N3N0Xun TpuaeMeH31oHarnHu
acembrniaxxHn 00jekTun, kou npeTcTaByBaaT €4eH BUA CMoj
nomery CKynnTOPCKM 1 CIIMKaPCKX enemMeHTu, egHa dopma
Ha ,MUKTO-CKYNNTypanHu objekTu” Kako LITO M HapekyBa
[MeTpoBcku.

OBwue fena maat CBoja BUASIMBA U HECKPUEHA NPeTXoaHMLa
BO €[eH Momarky ekcrnnoatvpaH Aen o ucropuckaTta
aBaHrapga, BU3yenHo/nojaBHO noumpaHn Hekage nomery
acembnaxurte Ha Leutepc, ,[lpoyHoBuTe® Ha Jlncuukm
1 KOHTpa-penjedute Ha TatnuH. Bo HerosaTta getanHa
aHanusa Ha genata Toa ro enabopupa Hebojwa Bunuk.

Taa 1987 rogvHa e MHTepecHa Kako nNpecBpTHa No MHOry
HewTa, a [leHoT Ha MnagocTa ro ogbenexa ckaHa4ano3HUOT
nnakat Ha rpynata VMPBWH, koj npeky egHa po6Gpo
OCMMCIIEHa KpUTUYKA MHTEpBEHLMja Kako NpeaBeCHUK
Ha YMETHUYKUTE MPaKTUKN KaKO ,TaKTUYKM Meguymun®, Ha
HEKOj Hau4MH ' U3MNO0XN BHATPELLUHUTE KOHMINKTK 1 ro
HajaBn 6aBHOTO ogyMupare Ha CTapuoT cuctem. A He
Oaw 6e3HayajHO e Toa WTO reHepauujaTa Ha LLymkoBckn
ja 3ano4HyBa cBoOjaTa kapvepa BO egHa AOMMHauMja Ha
B3anagHuoT CBET, ce NomnsBecHa nobega BO NAEOMNOLIKNOT
KOHQOIMKT, BO HAAMOKTa Ha KanuTanuamMoT M nasapHarta
eKkoHoMmuja. Mako BakBaTa pagukanHa TpaHccopmauumja,
3eMjuTe o TOoralHWOT coumjanucTnykm BrokK kako ga ja



nocakyBaa, cernak He 6ea NoAroTeeHu, a yLTe noMarky
HVWBHMTE COOABETHW, pacLenkaHn NoeauHn YMETHUYKK
CLEHN.

Mako TOj nepuond, Koj e oO3HavyeH kako obug 3a
obBHOBa, OXMByBake Ha CMAMKaApCTBOTO, € 3HayaeH
Kako MOTTMKHYBa4kuM 3a HeroBaTa adupmauunja wu
noHaTaMoLHMOT pa3Boj, LLlymkoBcku oTTorawl LenocHo
ja HanywTa TpaguuMoHanHa cnukapcka dopma cdarteHa
Kako ABOOUMEH3MOHarHa crivka.

Mako moxe ga ce npeTnocTaBu Aeka Toj naT Moxen ga
My JOHece yrnegHa u KomdgopHa cuTyaumja, HO HamMecTo
[ia ocTaHe BO Hekoja NpeaBuaSIMBOCT Ha NPOCEYHOCTa,
LLlymkoBCKM ce oany4mn 3a pusndeH noTer 1 pewumnn ga ja
HanyLwTy curypHaTta 30Ha.

NHTepecHOo 1 MHOry MHOWKATUBHO € Toa LTO Ha Heropata
peTpOCneKTMBHA M3MoX0a He ce BKINyYeHu gena o Toj
npeTtxoaeH nepuod. Ce unHu geka LLlymkoBckM ogHOCOT
KOH COMCTBEHOTO TBOPELUTBO O rpagau Bp3 MpUHLMN,
HELITO HanuK Ha MeTadopuyHaTa NpeTcTaBa 3a ckanara
Ha BuTreHwTajH, ce kadyBaLl, u Tepall Harope. byksanHo u
durypaTtumeHo, ,CTon Hag Toa LITO ro Hanpasun®, a He 3ag.

MpecBpTOT € Npean3BMKaH O CorneayBaHeTo U CTaBoT,
LUTO O OBaa MepcrekTMBa ce nokaxarno McrnpaBHO, Aeka
TOj 061 3a Bpakare Ha CMKapCTBOTO € CaMO aTPaKTMBEH
aKTyeneH TpeHA M Aeka BO CyLUTMHa BOAM KOH HEKOj BMA,
KpeaTuBEH KopcoKak.

3aToa ce pelunn 4a ja NpodoiHku noTparaTta no novHakem
cTpaTeriu v noTemesHo pasfivyHM KOHLIEMTY KOU ce NoBeke
coobpaseHn co HOBOTO Bpeme Ha noBeke HMBOA.

TeHgeHumWjaTa ga ce HagMuHe cdakaweTo Ha crmkaTa
W Oa ce HaBnese BO €AHO ,MNPOLUMPEHO none® co
ynotpeba Ha Hecnukapcku maTepujanu npeky Kowu
NCTOBPEMEHO Ce HaMVHYBaaT 1 ABOAUMEH3NOHANHOCTa 1
npeTcTaByBaHe€TO, a U eAHOCTaBHATa EKCTPEeMHa peaumej
cTpateruja.

Bo Toa Bpeme, Ha NOYETOKOT Ha OCyMAECETTUTE rOUHU
Ha MakegoHCKaTa NMKOBHa CLeHa ce nojaByBaaT U
aBTopu kako Murop CrtedaHoB u lNeTpe Hukonockn,
Kaj Kon e nomuspaseHa Taa eTHorpadcka Bp3aHOCT 3a
nogHebjeTo, TpaHcopmaLmja Ha TpaguUMoHanHaTa eTHoO-
nKkoHorpadwmja 1 NPUPOLHNOT aMOMNEHT.

HacnpoTu Toa, acembnaxHute cTpykTypu Ha LLlymkoBckuy,
Kako koMOUHaLmja o roToBM efieMeHTN o ctap meben u
0opaboTeHn 1 MeTanHu eneMeHTn, Co 60eHN NHTEPBEHLUN,
CO KOV BOCMOCTaByBa penauum co ypbaHoTo cekojaHeBMe,
nornegHaTo HM3 NpM3mMa Ha MYHUMAaNUCTUYKN cdakara.
BakBaTa nosuunja 3a LLlymKoBCKM oTBOpMIa MOLUMPOK
npocTop 3a TpaHcdopMauwja, Npeky urpa co popmaroT, Co

npocTopHaTa gucnosuumja, a BO 00jekTUTe MCTOBPEMEHO
€ npucyTHa efHa ABOjHa Hamepa WNU OyarnHocT 3a
opfanedyBawe o4 TpaAuLMOHANHOTO cdakakwe Ha
cnukaTa u Hej3nHaTa npeTcTaByBadvka (PyHKUMja, HO ©
OTBOpaH-Ee Ha NPOCTOp 3a HEj3NHO NpeodmMmuncryBame, HO
cera npeky UcTakHyBake Ha Hej3avHaTa MaTepujanHocT,
Ha (pakTypaTa, Ha KOHCTpYKUMjaTa - NPeNCnUTyBaHeTO Ha
cnukata, BO CMUCIa Ha Hej3nHa OCTBapPEHOCT, HEj3NHUTE
edekt n nognaboka cmucra.

TpaH3uuumja: Hanpen KOH HEMO3HATOTO

Bo TekoT Ha 1990-TuTe roguHn MakedoHcKaTa NMKOBHA
CueHa Bnerysa BO efieH NoANHaMUYEH Nepuoa CO MHOry
NPOMEHM, Kora ce BKIydyBaaT noronem 6poj ymeTHuum. A
NoKpaj crioXkeHaTta onwTecTBeHa cuTyalmja U nonmTudka
HEeN3BECHOCT, HOBOCO34aAEHNOT aMOMEHT ce NoKaxKyBa
Kako MHcnmMpaTuBeH n ce 3abenexyBa OTBOPEHOCT KOH
NOCEPNO3HN MPOMEHM U MOroJyIEM CTEMEH Ha XpabpocT
BO ynoTpebaTa Ha HOBU hopMu, MaTepujani n meanymu,
Kako BMAEO M UHCTanauuja, BO HecTaHaap4HW npoctopu,
CO LUTO Ce OTBOpUIia MOXHOCTA 3a Kpenpawe 1 Ha HOBU
coapXnHU. A CTaHyBa jacHO Jeka (hU3MNYKUTEe CBOjCTBa
Ha maTepujanuTe, cammoT NpoLec Ha paboTa U HMBHAaTa
npeobpasba BO YMETHUYKM LENUHN € BaXKHa 3a aBTOPOT.

YwTe og cammoT NOYETOK Ha AdeleHunjaTa BO Koja U
3emMjaTa BrieryBa BO HOBa peariHOCT CO MpoLecoT Ha
ocamocTojyBaweTo, LymkoBCKM npaBu ywTe egHo
CBpTyBawe Kora 3anovHyBa fa co3gjaBa fena oj
WHOYCTPUCKM MaTepujanu, Kako enoKCMOHW 1 NONNECTEPCKU
cmonn. Mlako n npeTxogHO Mman MCKYCTBO CO OBWE
maTtepujanu, HuBHaTa ynotpeba BO yMETHUYKM KOHTEKCT €
HeLTO HOBO, U NPeTCTaByBa CEPUO3EH NPeau3BUK, KOj Ke
CTaHe Herosa npeokynauuja BO TEKOT Ha Lienarta geueHuja.
Bo nHTepBjyTO co NeTpoBcky, LLlymkoBCKM jacHO nocoyyBa
Aeka bun ceeceH 3a edekTuTe M nNpegpacyguTe okomny
CUHTETUYKUTE MaTtepujany n buaejkv nagHUoT MHOYCTPUCKU
cjaj He 6un edeKToT WTO caka Aa ro NoCTUrHe, 1 3atoa
CO pasnuMyHKM NnocTanku ro pegyuupa Ha MMHUMYM 3a Aa
ce orpaHn4m/6roknpa TakBMoT BrneyaTok. LLlymkoBcku ce
obuaysa ,4a M Ucupnm MOXHOCTUTE Ha NPeTonyBaHEeTO
Ha NoefVHEYHUTE ja3vyHU CTPYKTYPU Ha YMETHUYKUTE
AVCUMNNNHM BO eHa 3aefHUYKa peTopuyka gmHaMmumka. "

LIpHaTa nro4a, Kako HysnTa To4ka

Bo 1991 roguHa, Herosata thacumHauuja og dovnmor ,,2001:
Opunceja Bo BceneHnarta“ Ha CteHnu KjyOpuk noTTukHyBa
naeja ga cosgaje Aeno cnopen MKOHUYKUOT LPH MOHOINT,
o[, KynTHaTa cLeHa Bo (humMorT.
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Ho, HamecTo npBMYyHaTa 3amucna fa co3gaje upHa
CjajHa nno4a, ce nojaBuna HeovekyBaHa MOXHOCT 3a
NCKOPUCTYBakE Ha TPaHCMapeHTHOCTa 3a BMETHYyBakbe
Ha pasnu4HN enemMeHTH, KoM ro NpoLLUnpyBaaT NPOCTOPOT
3a YMETHUYKN MHTEPBEHLMM, @ CO Toa U CO3aaBae HOBYU
MOKOMMSEKCHM penauunn nomery aptedaktute, 0OTBOpare
KOH OKOJTHMOT MPOCTOP W urpata co CTpora KoHTporna
Ha cBeTnMHaTa, CO Toa HaAoMOMNHYBajkM ro NPeLnsHo
AedDUHMPAHMOT MUCTUYEH aMOVNEHT.

Co 3aTeMHyBaHeTO Ha MPOCTOPOT M HACOYEHOTO CBETIIO
ce cosfaBa efHa ClLieHa BO Koja ce MOoHULLYBa NpoCTopoT,
Kako HededpUHMPaH KOCMUYKM aMBUEHT BO KOj elIeMEeHTUTE
MWUCTUYHO nebaar, WTo NOBTOPHO He Bpaka Ha noyeTHaTa
uHcnmpauuja of Kjybpuk, Ho cera og camuoT NpeaMeT KOH
HerosaTa penauyja

HenoTo ,upHa nnoya“, ogbenexysa egeH cMMOONNYKK
NpecBpT, TpaHcopMaLumja Ha NPBUYHUOT ,Heycnex”, WTo
OTBOpa HOBa MNepcrnekTuBa BO HErOBOTO TBOPELUTBO, KOH
TPOANMEH3NOHANHOTO ,,BO 046MeCOKOT Ha TEMHOTO". U TokMy
Taa urpa co BpeMeTOo, MeLLIaheTO Ha MMHATOTO U MAHUHATA,
JanevHara npoekumja, € egHa KOMMOHEHTa Koja ke buae
KITy4Ha M BO MOHATaMOLLUHOTO TBOPELUTBO, BO HEFOBUTE
HaBpakaha, HO U NOKOHKPETHO BO ,AHTMLMNAUMNTE.

U3poHyBaH-€ Hag noBpLUMHATA

Bo nHcranauuvjata Hag noepLunHaTta noctaBeHa Bo MysejoT
Ha ['pag Ckonje Bo 1997 rogmHa, KoMnnekcHa ambueHTanHa
WHCTanauuja nocTaBeHa Bo LIESTOCHO 3aTEMHET MPOCTOp, BO
KOj nogHaTa NoBpLUMHA € MomnsfiaBeHa co BoAa BO Koja ce
noctaseHn 18 cepuyHn enokCMaHn nnoyn — ePekToT e
HaJoMNoMHET 0 CNeLmgUYHO KOHLMNMPaAHOTO OCBETIYBaH-E,
CO34aBajKkn CyreCcTuBHa NnocranokanunTuyHa cueHa.

ABTOPOT cBeao4Mn Aeka n3bopoT Ha npeameTy 1 ocobeHo
Ha ¢poTorpadumte He e cnyyaeH. A [eTpoBCKU npeky
npawlake cyrepypa fAeka HacnooT “Hag nosplimHaTa®
“Ma MPOHMYHO 3HayeHse CO Orfef Ha TEMHUHaTa BO Koja
€ BOBIieYeH nocetutenoTt. Hekage Ha mMapruHmuTe Ha
dacuMHaHTHUOT aMOMEHT, KOj kako LenvHa ob3ema, ce
HaoraaT efBaj 3abenexnMeBnte 3apobeHnTe ancTpakTHU
Unn HapaTtnBHM NpPEeTCTaBn BO NrioynTe.

OcBeH feka cTaHyBa 300p 3a HaBUCTMHA FIMYHWN CErMEHTM
o[ ToralHuTe ,,C1BK 30HN" Ha aBTOPOT, A0 AEHEC OCTaHyBa
MUCTEpUja, HA HEKO] HAYUH YYBCTBOTO Ha TErobHOCT, ro
ofpasyBa OMNWTECTBEHNOT KOHTEKCT Y NONMUTUYKUTE HACTaHMW.

Bo 2002 roguHa LLlymkoBcky ja cosgaBa 1 nctomeHarta cepuja
0p, LLECT N10YM KaZe BO HACIMOBOT o BMNUMLLYBA U AATUPaH-ETO,
ouuUrnedHo ce ogHecyBa Ha TerobHWUTE LUECT Meceuu of
BOEHWOT KOH(rUKT Bo MakenoHuja Bo 2001 roguHa.
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Ho, Toa e 1 BO nuHuWjaTa nnu yTBpAeHaTa ymeTHMYKa
cTpaTerunja nnu metogosnoruja Ha LLlymkoBckK, npoekTuTe
Aa ja criegaT norukata Ha noTeHumjan 3a HagoBp3yBake.
Ho, nokpaj cnvyHocTuTe OBME ABe MHCTanauuuM BO
n3BecHa cmucria ce HagoBp3yBaaT, HO UCTOBPEMEHO
M ja geduHuMpaaT TovkaTa BO KOja KOHUENTyanHo ce
pasnukyBaaT OAHOCHO BOAaT KOH hopMynuvpane Ha
nopasnu4yHa Hacoka/nar.

Kako n gpyrv aBTopm BO Toj nepuoa, LLlyMKOBCKM MHAMPEKTHO
MCKa>KyBa OTMOp KOH eKkcnioarauujaTa, a co Toa v onacHocTta
oA B6aHanusauvjata Ha TeMU AWPEKTHO MOBP3aHU CO
KOHKPETHM TpaH3ULMCKK CTpadarba Ha 4ecTabunmanpaHmoT
BankaH, BoeHuTe KOH(NKTM 1 eKOHOMCKaTa HeCTabUMHOCT
W ngeornoLikata 4e30pUeHTUPaHoCT.

WHcTtanaunnte ,HokHa Buaumja“ (Night Vision), nako
aonvpaaTt HEKOM acrnekT Ha UAEOSNOWKNA U MOMUTUYKN
AeTepMUHUPaHN TeMu, TMe ce NpeHeceHu BO MOomfeTo
Ha MeTadopUYHOTO M MNOETUYHOTO, TpeTupajkm ja
HernocpegHaTa OnwTecTBEHa CTBApHOCT, BO CMMCNa Ha
npeHecyBaH-e Ha OMLUTO YyBCTBO Ha eraucTeHuUujaneH cTpas
N HEW3BECHOCT 3a UOHWHATa MPUCYTHU BO MeauymckaTa
cdepa njaBHMoT anckypc. OBaa ambueHTanHa nHctanauuja
KOja ro moctaByBa NoceTUTENoT-rneaady Bo TeMHMUa, BO
ABOjHaTa ynora cuTyauuja Ha ,JI0BeL” 1 NMIeH, cyrepupa u
NPeTNOCTaBeHO NOCTOEHE Ha APYIrMOT, CKPUEH CYBjeKT KOj
Hé oncepBupa u cnegun. MHcTanaumjaTa ce coctom og aBa
NoBp3aHW CErMEHTU: NPBUOT IO COMMHYBaaT €NOKCUAHUTE
TpaHcnapeHTHM nonycdepy SUAHO UK NOAHO NOCTaBEHM,
Kako eneMeHTU LUTO Ha CMMBOMMYEH HaYMH akLueHTMpaaT
e[fiHa cocTojba Ha n3paseH cTpaBs 1 yxac.

WpoHusmpajkn co cumbonot Ha OnuMnuckuTe Urpu,
TOj ' AoBefyBa BO Mpallake He caMo ChfoTeHocTa
Ha NeTTe KOHTUHEHTU, TyKy ocobeHo rmaBHaTa naporna
Koja My ce npunuwysa Ha lNjep ae KybepTeH, ,neka e
Ba)HO [a Ce y4ecTBYBa, a He aa ce nobean”. Ha oBOj
Ha4yMH TOj M3BeayBa efeH npouec Ha CUMBONUYHO
LO4EMUTONOIM3Npake Ha ONMMMMANCKMOT MUTY. YwTe of
1970-TuTe rognHM Npeky nckycTeaTa Ha 6pojHU CNopTUCTM,
ce nokaxysa [eka ,onuMnuckMoT ayx“ e efHa ronema
MaHunynauuja, u geka gpxasuTe U HapoauTe BO CBETOT
HamecTo fa ce 36nwmxkyBaaT, ce C& noganeky eoHu of
OPYTY, a HEMpMjaTHMOT 3BYK KOj acoumpa Ha OoTexHaTo
Ovlerwe 1 acoumpaaTt Ha anapaTu 3a peaHumauuja,
WTO ywTe MNOAMPEKTHO YyKaXxyBa Ha eKCcTpeMHaTa
eKcnroaTaumja Ha YOBEKOBOTO Te0 BO NpodyecnoHanHmMoT
cnopT. He cnyyajHo, BO CNopTOT chaTeH Kako cypoBa
rnagnjaTopcka KOMMNEeTUTMBHOCT, HEKou aBTopu ja
npenosHaBaaT CywTuMHaTa Ha dawucTmykata mnaeja,
Kako mckpuctanuavpaHa npetcrtaBa unuv ,CTucHaTaTa
TynaHuua“ Ha KanuTanuaMoT BO Kpu3a.



Op ToraLu o AeHec, BO YCMOBMW Ha Mefymcka KakodoHuja,
CO MpoWunpyBake Ha KOHPIMKTUTE U YKUHYBaH-€TO Ha
MOXHOCTa [a ce 3acTaHe Ha CTaburHO TNo, YyBCTBOTO
Ha [0e30pMEeHTUPAHOCT camMo YLITe nogpamaTUyHO ce
WHTeH3nBMpa, He cny4ajHo ce Benu geka xuBeeme BO
Bpeme Ha ,NoCT-BUCTMHA" U ,anTepHaTuBHM doakTn®.

FpagoT: NOBTOPHO Bpakawe

Bo 2004 LymkoBCckn ja peanusmpa efHa of
Hajnpeno3HaTNMBMTE NPOCTOPHU MHCTanaumm, HacnoBeHa
R=1:2/R=1:200, orpomMeH Mofes Ha AeTanHo pa3paboTeH
MeTPOMNoONnC Ha MNoAOoT Of 3aCTakNEeHWOT ranepucku
npocTtop Bo MCY-Ckonje. Kako WTo cyrepupa v HacrnoBor,
WHCTanauujata npeTcraByBa npecek Ha ABa pa3mMepa: Ha
rMaBHMOT NPOTAroHUCT U TOj HA MakeTaTa U rpagorT.

ako aBTOPOT U rMaBHMOT NPOTArOHUCT CE POAEHU CKOMjaHu,
a v Buaeo npunoroT None keep walking Bo nHctanauujata
R=1:2/R=1:200 Buanueo pedepupa Ha Ckonje, KOHLEeNToT
Ha uenaTta uHcTanaumja u ypbaHUCTUYKOTO pELLEHME,
He OMPEKTHO MpeCrMKyBake, TYKy OTBOpawe KOH edHa
umarvHapHa MeTponona, co ctapo ypbaHo jagpo, MogepHo.

OB0j NPOEKT, nako Kako rrnaBHa MHCIMpauumja u NOTTUK, ro
nma HoHe, NpoekToT € MHOry NoBeke Of camMo OOUYEH 1
NOBPLUEH MEANCKN MHCLIEHNPaH XyMaH recT, Kako 3HakK Ha
BHVYMaHWe KOH nmue co xeHauken. U cekako, npoekToT
HeMa egMHeYHa noceeTa: He ce pabotu camo 3a HoHe, Tyky
HWBHOTO APYLUTBO, ApYyrapute 04 OCHOBHO yYMnuLiTe, Kou
Ce BNULLAHM BO 3a€HUYKMOT HapaTuB, LONTOrOAMLLIHOTO
apyrapyBare 1 MaanoTo, Kako meTtadopa 3a rpagot. A
Kako WwTo 3abenexyBa HenenkoBcka BO HEj3UHMOT TEKCT,
NPOEKTOT HyAW U HajManky ABe NepcnekTuBu - norneg
0[03ropa v efHa NepcneKkTuBa Ha COH.

N3noxbaTta ,MamecteHn pasmepun“ og 2007 rogunHa e
oppanevyBawe of usnoxbarta o MCY n Bo megnymcka
N CoOpXXMHCKa CMUCNa, 3aMUCIEHa Kako DOTO-KOMNaXHa
WMHCTanauyuja n ce ogHecyBa Ha NMPencnUTyBaHkeTO Ha
NpoAyKUucKUTE Npobrnemu, Ha NPOMEHUTE KOW HacTaHane
BO meryBpeme. OTTyka 1 HacnoBoT ,U3MECTEHU pasmepu”
Ovaejkn BO oTnevaTouMTe peanHocTa e 3rofieMeHa unm
HamarneHa, a OTCyCTByBa W [MaBHUOT penep — Ha oBue
doTorpacun ro Hema HM HoOHe, YOBEKOT Mo Ynja mepa
oun cosgageH namucnenunot rpag. OBaa MHcTanauumja
KOHCTpyMpa efeH NpocTop BO KOj ce npeucnuTyBa
,MONMTUKATa Ha NMMKOBHAaTa AMCUMNNnHA® Kage ,M03HaTOTO
ce pacTonyBa, a HOBOTO € HEeMpeno3HaTiMBo®.

pagoT, Kako TemMa BO TBOPELWTBOTO Ha LUymkoBcku
€ NPUCYTHO MnoBeKke of ABe AeLeHuun, Kako efeH Bug
KpMTMKa Haco4eHa KOH pa3BOjoT Ha rpagoT, MHOTy npeg

nanaHeykarta nHeasuja co npoektoTt ,Ckonje 2014, Kako
MOTMB TOj Ce eKcrnioaTnpa Kako Meranononunc unm narybeH
xabuTaTt BO ypbaHUCTUYKO-apXUTEKTOHCKA, OMLUTECTBEHA,
HO 1 KynTypOrioLLKa cMucna.

Bo 2016 rognHa Ha usnoxbtata CkynnTypanHo BO NapkoT
Ha MCY-Ckonje, LLymkoBCKM ro npoaosrKyBa npoekToT
CO rpagoT, Bep3uja WTo ja HacnoBm R=1:2/R=1:200,
TMOCJIEAHO, BO Ko M KOPUCTN HeynoTpebeHnTe BETOHCKN
MaKeTW, kKako 06una KOHEYHO Ja ce 3aTBOpMU.

Mo noBeke of egHa AeleHnja 6ETOHCKUTE eNeMEHTH LITO
LLlymkockm noyHan ga rm n3paboTyBa 3a MHCTanauujata
Bo MCY, a octaHane HeynoTpebeHu, Toj r'm HKoprnopupa
Bo R=1:2/R=1:200 NOCJIEAHO wHcTanauunjata Koja
acoumpa Ha pasypHarT, 1 ONnyCTOLLEH rpaj, a BO AaAeHWOT
KOHTEKCT HeusberxxHa e 1 penauujaTa co Torall akTyenHmoT
npoekt ,Ckonje 2014, kako jaceH nspas Ha HEroBoTO
He3a[0BOICTBO.

3a pasnuvka og NpeTxodHo, OBOj NaT Toa e efHa TeMHa
BM3Mja, @ CO Ornej Ha Toa LITO O peanusauunjata Ha
HeroBuoT NpoekT Bo MCY ce criyuuja ronemm npomMeHu
nocebHo co ckaHOano3HWoT npoekT ,Ckonje 2014, kako
CMoj Ha edHa Wn3odpeHnYHa Bu3mMja 3a MAEHTUTETOT U
KPUMWHANHOTO Y3ypnupare Ha jaBH1OT NPOCTOp.

AHTULMNauun, unu metadopa 3a yMeTHUYKaTa
NPOEeKTUBHOCT

MpuHUMNOT Ha HaJoBp3yBawe € eBUOEHTEH U BO
cepujata ,AHTMLMNALMN®, KON KOHLEMLNCKN 1 dhopMariHO
npouvaneryeaar of MHcTanauujata 3a Howe.

[NpBaTa uennHa HacnoBseHa , Tpy aHTUUMNaLMK® e KamepHa
WHCTanauuja of Tpy CerMeHTU NPeTCTaBEHN BO NMPOEKTHMOT
npoctop ,[pec Ty eraut® Bo aBryct 2006 rogmHa. OTBOpeHO
KPUTUYKN KOH NaXXHMOT ONTMMMK3aM, KanutanmcTuykaTta
OEeCTpYyKTMBHA KOMMETUTUBHOCT, MNonmMTuykaTta
MaHunynauuja u MeguyMcKMoT CeH3auuoHanusam, v
n3nuTeHuTe dpasm n rockynm 3a UHTErpMpakeTo BO
rnoGanHnNoT COBPEMEH CBET, 3@ YMUCNEHATa roneMmmHa
N 3a HepearHnTe Oo4YeKyBara, 3a Toa LUTO ,caMo LUTO He
oowrno®, WTo He yeka ,3ag aronoT‘. CybnumupaHo BO
cMmbornmyHaTa cnvka, Ha 06jeKTn NpPeKy Kou e HanpaBeHa
edHa mMegucka kamnawa Ha TpU UHTEepPHaLUWUOHanHU
MaHudecTauum Bo Ckonje, NpoeKkTMpaHu BO BpeEMeEHCcKa
auctaHua (2016, 2021, 2052), MNybnukaTa € cooyeHa co
npegu3BuK ga rm npudaTt Kako peanHo BO3MOXHU Uin
KaKo NaXkHa nepcrnekTuea.

Bo TBOpewTBO Ha LUymkoBCKkM MOXe Aa ce npenosHae
efHa [AUCTaHUMpPAHOCT, Aypu pasovyapaHoOCT BO
TpaHC(OPMaTVBHMOT NOTEHLMjan Ha yMeTHOCTa, Kako efleH

13



BMA HamBm3aM. M cekako, BaKBUOT CTaB e NPUAPYXKEH 1 CO
CaMOKPUTUYHOCT, Buaejkn aBTOpPOT ro npaeu Toa 6e3 aa ce
nssema cebecun. Cekako, TakBuOT cTaB He e 6e3 ocHoBa.
MckycTBaTa co ModepHaTa enoxa Hé ycrioByBaaT Aa
Ouaeme NpeTnasnmem U COMHUYaBKM, a 0TTaMy Npousnerysa
MOXebW 1 eleH o4 HajaHaYajHUTe NpUAOHECH BO pa3BojoT
Ha MoepHaTa KpuTuyka Mucna.

Ho, TokMy Taa yMOpPEHOCT of HepeneBaHTHOCTa ocTaBa
npocTop, Npouen 3a M3Haorake Ha HOBW cTpaTterny 3a
npeobmMucryBake Ha LerioTo norie BO koe yrorata Ha
yMeTHoCTa 61 Mmoxkena (MoBTOPHO) Aa CTaHE OMLTECTBEHO
perneBaHTHa. YMETHOCTa, BO MogepHaTa ernoxa, MHory
PeTKo, UNN pPeyYnucKn HUKorawl Hemamna MoK BUCTUHCKM U
AVPEKTHO ja ce HaMEeTHE 1 ja BHECE ONLUTECTBEHU NMPOMEHM
Unu Aa Bnuvjae Ha NoAurHyBake Ha KONeKTUBHA CBECT.

Huve cme ywwiTe Bo ucTaTa napagurma, a kako NocTojaHo Aa
O4YeKyBaMe HeLUTO fja ce CMeHu caMo of cebe. Ho, Bo koja
Hacoka? Vima MHOry nokasaTtenu criope Kou Hue NonUTUYKK
1N EKOHOMCKM, OfMMe KOH MUnu ce Bpakame BO epaTa Ha
npegMogepHocTa, kora (NpegyMeTHUYKOTO) NTMKOBHOTO
TBOPELUTBO BUIO BUCTUHCKN PENEBAHTHO KaKO CYLUTUHCKM
Aen od MetaHapaTuBOT Ha MoKTa. Ho, ganu ro cakame
TOa BO Taa copma? Cekako Aeka npumepute of XX Bek
CO peTporpagHUTE U aHaxpoHW TOTanUTapHu opMu Kako
COLMjanUCTUYKMOT peanm3am Unm HaumcTuikaTa yMeTHOCT,
KaKo MAEOrOLKN KogupaHu hopmMu, U LWN30PeHNYHUTE
n3bnuum Ha ngeHTuTeTckn dppyctpaumm kako CK 2014, He
ce onuyja.

 BoonwTo He € 3a Yyaere KoHCTaTauujaTa Aeka AeHec
yMEeTHOCTa € MapriHanuanpaHa, co MUHUMAarnHo BrvjaHue
BO onwTecTBeHaTa CTBapHOCT, a yMeTHUUnUTe, CO HUBHUOT
HeaedUHMPaH U HECUTYPEH CTaTyC Kako napaamrmaTiuyHu,
peuncy cekorall, ce Ha paboT Ha ersucTeHumjaTa.

KoH aBojHa Heraumja: UKOHUYKM CIUKU BOH yrnoTpe6a

Mo cepujaTa ,AHTrumMnaumn®, LLlymkoBckn pabotu Ha egHa
rpyna Ha gena, ,06eToHCKM crnvkn®, nnu ,Heraummn®, npoexT
KOj € pesynTar Ha KpUTUYKM OncepBaLiMm Ha ONLITECTBEHUTE
COCTOjOu1, KoM Ce OTCMMKaHW MPeKy CropToT, yMETHOCTa U
penurnjata. [pecot Ha OMUNEHNOT knyd Ha LLlymkoBcku,
,PaboTHMYKKN" ro 6eToHMpa BO ,Jlpec LITO HUKOj He o HocK®,
WIN NPa3HOTO, pacTerHaTo CAMKapcKo NnaTtHo 6eETOHMPaHO
BO ,[1naTHO LWITO HKKO]j HE ro crivka®“.

Moarajkn og Toa Aeka KynTypaTa 1 CNopToT Ce ,HajBaXKHUTE
cnopeaHu paboTn” BO ONWITECTBEHUOT XXMBOT UINK ,HAj800pK
ambacagopu“ Ha egHa 3emja, OBMEe AeNla U HUBHUTE
E€KCMNLMTHM HacNoBU, UCTOBPEMEHO CE€ U UPOHUYEH
KOMEHTap Ha Tue ogamHa ucnpasHeTun dopasm.
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Bugeo nHcranauvjata ,MkoHa Ha Koja HUKOj He ce monn®
oA 2015 rogunHa, € Oeno cocTaBeHo Of ABa ereMeHTH,
o6jekT n Bugeo. lNpotecTaHTckMoT nactop Hwukona
"aneBcku, y4ecTByBa BO CO34aBaETO HA AENoTo, Kako
NpOTaroHMCT BO BUAEOTO Kafe AaBa CBOj KPUTUYKM OCBPT
KOH KOHKPeTHOTO Aeno Ha LymkoBcku, HO u enabopaumja
Ha aprymeHTaumja okony ,Btoparta 3anosen”, oTBopajku
ro Kry4yHoTO npallakwe ganu npasHata 6eToHcKka cnuka
€ MKOHa UMW He, KaKo CYLUTUHCKO 3a npeTcTaByBah-eTo,
3a NPUCYCTBOTO N OTCYCTBOTO, 3a BUTMETO U HeBUTMETO.

[wvnema Koja e akTyenHa u feHec BO CMUCNA Ha nonuTukara
Ha BUAJIMBOTO, 32 BUPTYEMHOTO M PearHoTo, Kako KOHNMKT
Ha npupogaTa u TexHomnoruvjaTta.

3a ayparta, NyHKTYMOT X1 UKOHUYHOCTa

M noBTOpHO 3a 0enoTo Koe e MHCnMpaumja 3a HacrnoBoT
Ha nanoxbaTa. Nako ce paboTn 3a 3aBpLUeHO Oeno,
LLlymkoBCKM He ro nanoxysan, buaejkn Ha Hekoj HaumH He ce
BKIOMyBar BO HEFOBMOT NPOEKTEH MPUHLUMM Ha LUTO-0mro-
npea-u-wro-omu-goLwno-nocne, Bo penaumja co gpyrute
aena. Ho, kako wTo 3akny4vyBa u camuoT aBTop: ,4enoTo e
HeKakoB MEerHUK, CBP3HWK, Cybnmmupa gobap gen og moute
NMKOBHM MPaKTMKK 3a Toa LUTO 3HA4M apTuKynauumja co
TpaHCMnapeHTHW, MUKBUOHWM MaTepun 1 MOBPLLMHU CO BOAA,
a o apyra cTpaHa ro HajaByBa OHa LITO Ke [ojae noAaouHa
CO MOHONUTHUTE eNleMeHTUN BO ,6€TOHCKaTa npoaykumja“.

JacHo e geka LLlymkoBCKk/ nocseTyBarn roneMo BHMMaHue
Ha pasnuyHMTEe MaTepujanu wTo M ynoTpebysan,
Ovaejkn Tve He Bune camo OCHOBEH rpagbeH enemeHT
BO npeobpasyBaykmnoT npoLec, TyKy TWe cekoraw ce
KOHTEKCTyanmampaHu Kako OCHOBa Ha HeroBuTe Aena,
WCTOBPEMEHO KaKo Hocauu Ha obnvumte n M3Bop Ha
COApXMHaTa.

Bo TBOpeLwwTBOTO Ha LLlymMKOoBCKM MOXaT da ce nouupaar
HEKONKy 3HayajHW KOpnycwu Ha gerna, HO 3a HMBHOTO
pa3buparke NogedHaKBO BaXKHW CE N OHUE HEKOMKY
cneundunyHM gena Kou ce HaoraaT Ha MapruHuTe Ha
HeroBMOT OMycC, a NpeTCcTaByBaaT HEKOj BUA MEerHULM UMK
NPECBPTHM TOYKUN KOW LLITO MMaaAT KIy4HO TpaHcopMaTUBHO
3Ha4vere. HeroBoTo TBOPELITBO MOXE Aa ce nogenu Bo
HeKorKy hasu, nako 3apagu NPUHUMNOT Ha KOHCEKBEHTHOCT
M nNpasun NpeMnHuTEe JocTa cneumduyHn 1 He cekoralu
pa3gBOEHM CO jaceH pes: HeoekcrnpecuoHusam (1986-
1987), nukTo-ckynntypanHu objektn (1987-1990), upHa
nnoya (1991) n xaburar (1993), ambreHTanHn nHcTanauum
CO CUHTETUYKM MaTepuvjanuy 1 Bpakare Ha cnvkata. Tokmy
TyKa, NpPeKy Toa HMBHO aypaTU4yHO (CamMO)U3aABOjyBaH-€
TVe Ce WCKIyYeHU 1 He mpunaraar, a UCTOBPEMEHO ce
CYLITVHCKM Aen o AedvHMpaweTo Ha LenuHaTa. Taka,



nsnoxbara ,Boga | ,Sna® rv obegnHyBa rnaBHUTE HAaCOKM
Ha oHa wTo LllymkoBCcKk/ ce obuayBa ga ro npeHece u ro
cybnvmMmupa v o3HadyBa HEroB1OT TBOPEYKM nar.

HenaTta Ha LLymKoBCKM nornegHaTty BO LienmHa, oTBopaaTt
NpoCTOp 3a MeauTaLumja BO NPOLUMPEHOTO NOSE Ha CriukaTa
N npeTcTaByBake BO OOHOC Ha gnaboku npobrnemu
Ha PeHOMEHOT Ha BMU3yerHOCTa, TPaHCNapeHTHOCTa U
3aTCKPUEHOTO, 32 KOHTUHYUTETUTE N OUCKOHTUHYUTETUTE
— Tve ce npodunmpaaT BO €4HO CneunduryHO nore Kako
mMeTadopa 3a camaTa BusyernHa yMeTHOCT Kako rpaHuyHa
nosuuunja, U Ha NpencnuTyBaweTo Ha dyHKUMjaTa n
cMucnara Ha cnvkaTta Bo eiHa epa 3acuTeHa CO TexHMYKaTa
BM3YEITHOCT M Hej3auHaTa JOMUHaLMja.
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Ob6jektn co cmona (AstonopTpet), 1993/1994
nonuectep, dotorpadmja, apeo, 39,5x32,5x7(x3)
Objects with Resin (Self-Portrait), 1993/1994
polyester, wood, photography 39,5x32,5x7(x3)



Pasrosop co LLlymkoBCKM,
CTPUKTHO 3a LLlymkoBCcku

3opaH lNeTpoBcku

3opaH lNMeTpoBcku: Kora ctaHyBa 360p 3a TBojaTa paboTHa
METOAONOorMja, YecTo UCTaKHyBall AeKa Cce ApXULW A0
efleH NpuHUMN crnopes Koj yCcrioBoT 3a Aa ce 3adaTtuwl
CO CO3[aBaHETO Ha €4HO Jero, NpeTxogHo Tpeba fa
MMmall npertcrtasa uvnn Oa npeaosunavil gann BO HEro
MOCTOM HUKYIEL, LUTO Ke TV OTBOPU NaT 3a HEKOE HapegHo
[eno, OQHOCHO 3a HELUTO LUTO MOXe Aa NPOAOIHKM Aa ce
pa3BMBa BO HEKOj MPOLUMPEH KOHLIENT nnun Tema. [mepgejku
ro TBOjOT OMyC Of AEHELLHA NepcrneKkTMBa 1M NaToT Mo Koj
ce ABwxea (pa3nTe HU3 KO NOMUHYBaLLE, OBOj MPUHLMN
MOXe cOoCeMa jaCHO ga ce crneau HM3 eBonyuujata Ha
mMaTepwujanuTe, popMnTe U naenTe WTO M passmsBall BO
oBMe pevncu YyetTupumecet roguHn og TBOETO TBOPELLUTBO.
Ho, 61 cakan ga ro ogBpTUME KINOMNYETO M a ce BpaTume
cocema Hasaj Ha caMMnoT NOYETOoK, NOToYHO Ha 1987., egHa
WM3BOHPEAHO AMHAaMMU4yHa roguHa 3a Ttebe, kora Habp3o
no AUNIoOMUPaKETO ja MMalle TBojaTa npBa CaMoCTOjHa
nsnoxba Bo anepujata Ha [loMOT Ha Mriagw, y4ecTByBaLle
Ha ronemara jyrocrioBeHcka nsnoxota JY [JokymeHTa BO
CapaeBo, notoa Ha npBoTo bueHane Ha mnagu ja obu
efHa o HarpaguTe Ha My3ejoT Ha coBpeMeHaTta yMEeTHOCT
n Nonemara Harpaga Ha JY Naneta Ha mnagu Bo Bpbac u
KOHEYEHO nmalLe 3abenexuTeneH HacTan Ha NPEeCTKHOTO
jyrocnoseHcko bueHane Ha mnagn ymeTHuUM BO Pureka.
OHa LITO € MHTEPECHO 3a Taa roAMHa € AeKa Ppevmcu Ha cuTe
OBWE U3NOX0KM ce NPeTCTaBm CO Macna Ha nNnaTHo, Grmckm
00 HEO-EKCNMpPeCUOHU3MOT 1 ApYyrnTe NoCTMOAEPHUCTUYKN
HaBpaKaka ¥ uMTaTu Ha paHUTe aBaHrapgHvu OBUXKeHa,
WwTo Gelwe KapakTepMCTUYHO 3a oGHOBAaTa Ha crnukaTa
unn T.H. “Hoea cnuka“. Ho, Bo Pueka 1M3noxm cocema
pasnuyHKn gena, TpugeMeH3noHanHm objekTn, acemonaxm
KO BKMy4yBaaT CKYITMTOPCKU U CIIMKAPCKX eNieMeHTU COo
KOW noHaTaMmy Ke nNpogorkull Aa ja passBuBall cBojaTa
yMeTHM4ka npakca. OTToraw, Ha crnukata BO Taa
TpaguumoHanHa oopMa HUKOrall He ce HaBpaTu U gypu
CMeTalle [JeKa Ha oBaa peTpocrnekTnBHa nsnoxba tne
nena He Tpeba ga 6ugat gen og Hea. Me nHTepecupa,
LITO NpuaoHece Aa gojae ao 1oj npecept? LWUTo e Toa wto
npeauserka Bo ABOAMMEH3NOHANHaTa Cnuka Ha nraTHo
noBeKe Aa He ja rmegall cBojaTta nepcnekTnea?
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HenpwucyTtHocT (aetars), 1986, macno Ha nnaTHo,
140x100, 36upka Ha MCY, Ckonje

Nonpresence (detail), 1986, oil on canvas,
140x140, Collection of the MoCA, Skopje

Op cepwjata Manu o6jektn, 1986

APBO, Macrio 1 Necok

Work from the series of Small Objects, 1986
wood, oil and sand
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JoBaH LllymkoBcku: Co 3a40BOICTBO ce cekaBaM Ha Toa
BpEMe MOfHO CO eHTy3unjasam 1 mraga eHepruja. HoceH
o OpaHOT Ha MOCTMOAEPHM3MOT K eydopujaTa OKorny
o6HOoBaTa Ha CrMKapCTBOTO, CIIMKUTE LUTO M1 U3NOXUB Taa
roAivHa rv NoYHaB yLUTe Ha CTYAMUTE U HEe MOXaM a pedam
Jeka He CyM 3aJ0BOSEH 0 TOa LUTO o CrIKaB U jeKka cakam
Aa ro 3abopasam. Tue cnvkn Me oxpabpuja BO Toa Aeka
BUCTUHCKM CO3aBaM pereBaHTHa npoaykumnja u BegHal
Me adhupMupaa Kako Mnag ymeTHuK. M kaj Hac n Hacekaae
CEeKOjaHEBHO HUKHYBaa MHOLUTBO pa3fnnyHu HEO-CTUIOBU BO
NOCMOOEPHUCTUYKMOT “AyX Ha BpeMeTo" 1 ce YMHelle Aeka
ranepuunte 6ea rmagHu 3a ronemMu nraTHa Co aTpPakTUBHU
CINUKaPCKN MaHUpMU.

Ho peanHo 3a nogonroTpajHO WUCTpa)XxyBake W
npakTUKyBake BO TOj M3pa3 He HaolfaB UCKPEHW OArOBOPU
MU MCXOOWLUTA, HATY BO MOWUTE CMWKWU, HUTY BO MHOrYy
ApyrM cnuyHu npogykumm. Moxebu HeonpaBgaHo, HO
CMeTaB [eKa BO CETO Toa Bpakare Ha CrMKapCTBOTO Ha
ronema Bparta co T.H. “HoBa cnuka“, TpaHcaBaHrapgarta
WITM HEOEKCMPECMOHM3MOT, NMOBEKE MMaLLe MOMEHTarHa
aTPaKTUBHOCT, OTKOSKY HELUTO LUTO MOXe MOAONroTpajHo
4a oncraHe.

A op gpyra cTpaHa, Ha cueHaTta Bo Toa BpeMe umalle u
HEKOJIIKY rofieMmn yMETHULM, KOW Ce YMHELLIe ieKa ja AoBeaoa
crnvKkapckarta Tpagvumja 4o Hekou KpajHu KoHcekseHuu. Ce
cekaBaMm Kora MnpB naT ce COOMMB CO Cnnkute Ha lepxapg
Puxtep Bo HaunoHnanHata ranepuja Bo bepnvH Bo 1986
rognHa. Mojata umnpecuja co Tue Cnvkun oTuae 4otamy LUTo
NOMWCINB ieka ABOAUMEH3NOHAIHOTO CIIMKAPCTBOTO KOE ro
3Haeme e J0jOeHO OO Kpaj, AeKka € HEBO3MOXHO Aa oTuae
noHaTtamy of OBME MOKHW CMMKapCKX Aena U KOHLENTW.
Mmawe v gpyrn cnnyHm MOKHU npumepn (MMApecuBHUOT
AHcenm Kudbep, Ha npumep) ko M1 NoMorHaa a ce coo4am
CO CBOjaTa AoTOorallHa npakTvka n ga ce obnagam aa ce npobam
BO 6apar-eTO U hopMMPaH-ETO HA MOMHAKOB MaT, cTpaTervja
3a HEKOM APy NINKOBHM peLLeHU]a, MOUHBEHTUBHM, Pa3finyHm
Mo CTPYKTypa 1 Hacoka. 3aknyyvB AeKa 3a KOHUMNMpahe
Ha nouHakeBa ,HoBa cnuka“ Tpeba ga ce ogpaneyam
of, AOTOorawHoTo cdakawe Ha crnvkaTa, HacnuKaHoTo U
mMogenvpaHoTo. Bo pelueHuvjata wto cnegea ce obmuaos
Aa cosgafam suaeH objekT Co HeCcnmkapcku martepuvjany,
KOW HeMa Ada ce orpaHuyaT Ha ABOAWMEH3MOHAIHUTe
npertctaByBayku popmu. Toa 6ea eAHOCTaBHU MOHTaXM Ha
roToBY 1 JOPabOTEHN APBEHM, METAIHN ENIEMEHTU, NapymHsa
ctap meben co 60eHu nHTepBeHLMn. CBECHO O UCKIy4MB
€THO MOEHTUMNKYBaHETO CO T.H. pypanHu matepujanu, no
wTo Belue ycrnewHo Npeno3HaeHo HaLeTo NPUCYCTBO Ha
jyrocnoBseHckaTa cLeHa Ha NoYeToKOT Ha ocymaeceTTuTe
roguHn. CakaB co gen o maTtepujanmte Co KOW MoYHaB
Aa pabotam ga BocnoctaBam penawmm Co CEKOjAHEBHOTO



1 Npeno3HaTnMeo ypbaHo xunBeewe 1M Toa Aa ro noBpsam
CO MWHUMAIUCTUYKN NN eHPOPMESTHO CTPYKTYpUpaHu
No3ULINK.

Bo Toj MOMEHT [0jO0B 1 4O CO3HAHWETO AeKa NMMKOBHUTE
pelleHnja WTO He nocegyBaaT MNpPOAOSIKeHa mMucna,
WM ce CO orpaHMvyeHa MOXHOCT 3a TpaHcdopmaumja,
npeobnvkyBake Unm NorMvyeH npeog BoO HOBM hopmMun 1
COAPXMHM HEMA [a M TPeTupam Unn ke octaHaTt camo Ha
xapTuvja. Mucnam geka BegHall nocre nNpBUTE HEKOIKY
MOHTaXW Ha 0BjeKTUTe MU Ce OTBOpMja LieNo MHOLLTBO MAEN
Kade 1 kako noHatamy ga npogomkam. lNoHatamy Oelue
3a[10BOJICTBO [a ' pasBuBaM HU3 noronemm oopmati, co
rnomariky unm noBeke nsneryBarwe BO TPUANMEH3NOHAHOCT,
aHraxxmpahe Ha NPOCTOPOT BO NOMHAKBW NPaBLUW, aKTUBHU
MOBreKyBaka 1 U3neryBama oA suaoT, a NoeavHn aa umaat
CamMoCTOjHa nogHa Unu NOAHO-sSUAHa PYHKLMOHANMHOCT
n aptukynauuvja. Ho Bo cute objektn Tpebawe ga ce
4YyBCTBYBa HamepaTa 3a oggarnevyBahe U UCTOBPEMEHO
3a NOBTOPHa noTpara no cnukaTa, 3a HejauHaTa NpUCyTHOCT
N MaTtepujasniHocCT.

3M: lNoTparata n NpeucnuTyBaweTO Ha crnukarta BO
MoLIMpOKa CMUCIIA, BCYLLHOCT Ke Ce MPOBJIEKYBa Kako eaHa
0[, rMaBHUTE HULLKN BO TBOETO TBOPELUTBO CE [0 AEHeC.
MpucyTHOCTa Ha crnvkaTta Bo 06jeKTUTE LUTO I pa3BuBaLLe
BO pasnmyHun oopMasiHm U NPOCTOPHU, MUKTO-CKYNNTypanHu
ogHocK Gelle NoTnonHo ocnobogeHa og NPeTCTaByBakETO
W cBefeHa Ha HejanHaTta maTepujanHocT, Ha dhakTypara,
TEKTOHMKaTa U KOHCTPYKLUMjaTa, OCHOBHMUTE MPUHLMNK Ha
PYCKNOT KOHCTPYKTVBU3aM Ha KOj pecheprpaa TBOMTE paHu,
nomanu objektn. Ho, Ha NOYETOKOT Ha aeBegeceTTuTe
roAvHu 3anoyHa ga ynorpedysall MHOYCTPUCKU MaTepujany,
€MNOKCUAHMW 1 MONNECTEPCKU CMOMU, KON CTaHaa OCHOBHUOT
Hocad, 3aMeHa 3a oyHKuMjaTa Ha CrMKapCKOTO MAaTHO U
CO KOW OTBOPW COCeMa HOB NpUCTan KOH criukaTa, npucran
LWITO ro ogdbenexa TBOETO Aeno Taa aeuennja. Co orneg
Ha BKMy4yBaH-€TO N Ha ApYrX eneMeHTapHN MaTepujanm
BO criefHuTe dhasu o TBOETO TBOPELLTBO, KOJKY CE BaXKHU
3a Tebe PU3NYKMTE CBOjCTBA HA MaTepujan1Te 1 H1MBHaTa
TpaHcdopmaLmja BO yMETHUYKM cpeacTBa? Ha npumep,
cTaknecrara TpaHCnapeTHOCT U pedrieKkCUBHOCTA Ha
CUHTETUYKUTE enoKCUaM 1 CMONn ro BHecoa 6GapoKHOTO
,chiaro-scuro®, TeH3ujaTta mery cBeTnvHaTa U TEMHUHaTa
Kako HOCEYKM KOHLeNT BO 00jeKTUTe LUTO I BKITydyBalle
BO amMbUeHTanHWTe nHcTanauum.

JL: Mu ce ymHM oeka aMBUEHTOT 1 C& LUTO Ce CnyYyBalle BO
NVKOBHATa ¥ BO U3naravkara npogykuuja Bo AesefeceTTure
rognHun Bele gocta noaMHammyHo. Bo notpara 6esme no
nomarnky ynorpebeHn ymeTHu4kn bopmMu, matepujanm,
MeanymMu na u coapXuHu. Mucnesme ako BO Aenara

BOBeJeLl YMETHWYKM HeBOoOBMYaeH, HOB MaTepujan unm
MeZuyM, HeroBuTe creumdmki 1 noTpebu Ke npovsesat
novHakea cpopma MM nNpocTop, Na u ke oTBopaT nart 3a
BHECYBaH-€ Ha [pyra coapxuHa.

Co cuHTEeTMYKMTE MaTepwujanu, Kako normecrtepckara
CMOfa Ce CpeTHaB yLUITE Kako MOMYe npu n3paboTtka Ha
Kajak 1 KaHy nroBuna Bo TorawwHuoT kny6 Mowa lMujage
unu geHelleH inuHaeH, a Bo kKacHUTE OCYMAECETTU FOAUHM
n3paboTyBaB MMUTaLMja HA KAMEHM MI0YN CO enokcug,
nonuecTep unv nonumepu, ogHocHo akpun. Kora ce obngos
cuTe OBME MCKYCTBa Aa v ynotpebam BO MMKOBHO AENO0
3HaeB JeKa CyM Ha NM3raB YMETHUYKU UM €CTETCKN TEPEH,
ovaejkn n apyrute NPOAYKLMM LUTO ' MMaB BUOEHO Kaj Hac
1 NOLLMPOKO, CTpadaa nomarky unmv noseke of Toj BneyaTtok
JeKa CMHTETUKaTa Npean3BrKyBa e4HO HENpUjaTHO YyBCTBO,
OAHOCHO JeKka apTuKynauujata co HeNMKOBHa MaTtepuja
eMnTyBa Tyra, UHOycTpucka usnoHomuja, nageH n eBTUH
Cjaj, LUTO BO TOj MOMEHT HE CakaB HaMepHO Aa ro NoCTUrHam.
3aToa BO NOYETOKOT MHOIY BHUMATENHO CE OrpaHnymB Ha
napumjanHn MHTEPBEHLUN U NMOBPLLMHCKM 0briorn, eaeH
BV, IMasmpaHu envaepmMuy Bp3 Beke NoaroTBeHnTe objekTu,
PEeLOBHO TPETMPAHM CO KBapLIEH NECOK UK 3emja 3a a ce
HeyTpanuanpa CypoBUOT MAACTUYEH Cjaj Ha CUHTETUYKNOT
martepujan. Ho pesyntaTtoT 6elle NpeMHOry OUCKpeTeH
Unn He Brvjaelle AOBOMHO Ha AernoTo, Npemarky 3a ga
OTBOPW MPOCTOP 3a HEKOj BUA NpeobnukyBare Ha BeKke
0bnukyBaHoTO. Torall NoYHaB Aa pa3muciyBaM ganu TOKMy
TOj ,kitch industrial look* moxam ga ro uckopucram kako
eceHUMja 3a co3gaBake Ha cocemMa MOMHAaKOB NMKOBEH
Npomn3BoL HN3 MPOLIEC Ha Npe3acuTyBake CO OPraHCKu
MorHuNa 1 NMeke Ha Kananute BO NoBeKe CIIOEBMU.

®acumHupaH og ,Oauceja 2001 Ha Kjybpuk cm 3ammcrysas
Aeka Ke ogneam LpH MOHOMUT, CAIMYEH Ha TOj BO OUIIMOT.
3amucnarta My nponagHa oTkako npsuTe pesyntatu 6ea
LipHa CjajHa MUHMManucTmyKa nroya co AuMeH3nmn 60x60x2
CM. O ernokcuMaHa cmona v LpH KBapLeH NecoK, MHOry
Hanvk Ha CUTHO3PHECT rpaHuT. Ho, co npognabodyBare
Ha TpaHCcnapeHTHMOT poHTaneH Aen Bo aebenuHaTa Ha
nnoyara ce OTBOpY OPOHT 3a annuumupare, 3a BMETHYBaHe
Ha pasnu4yHM enemMeHTn BO nro4vaTa, Ko moxea ga bugat
CO ancTpakTHU, eHPOPMENHN CTPYKTYpU, UMK NakK co
BTOMYBaH-€TO Ha (poTorpadunm, nevaTeHy nnycrTpauuv nnm
0B1YHM NON-KyNTyparnHu npegmeTn a gobujat HapatueeH
Tek. TpaHcnapeHTHNOT NPOCTOp Ce YMHeLle NorodeH 3a
NYKOBHA MaHunynavuja co oBMe Matepujanu n enemMeHTH,
HO nnoyaTta Tpeballe fa co3ngasa v unysuja Ha noronema
Anabo4vmHa BO NNaHOBUTE OTKOSKY LUTO € peanHo usnyku
aedurHupaHa. lMpoLec Bo Koj ke ce HacnojaT IMKOBHM 3anuncu
Unu npegMmeTHU KoMnunauuu, KoM oggaBaaT BrneyaTok
Jeka ce 3aMp3HaTu, ekpaHu3npaHu, 3apobeHn na gypu u
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KOH3epBMpaHu kako apTedakTv. BonymeHoT Ha nnoyata Mu
OTBOpM NaT Aa pa3BMBaM penawuum co UMNNeMeHTUpaHnTe
mMaTepujaniHu U CRMKOBHU PparmMeHTU, Kou noHaTtamy
nornyHo nobapysaa noBeke CBETNMHA 3a IMefayoT Aa ro
OCTBapW KOHTAKTOT CO HMBHAaTa CcoapXkuHa, HO 1 3a Aa ja
npoanaboyam v Aa ja npolumpam nummuTpaHaTa guMmeHsuja
Ha nnoyaTa Bo OKONHMOT npocTop. Co hokycmpaHo CBETNO
ycreas [ia ja peluaBam oBaa notpeba Ha nrovata; HejsuHaTa
cTaknecTa rnoBpLUMHa ' npekpllysalle, pednektupatle
Unu ofGrnecHyBalle CMKOBHUTE CeH3auMK, KoM Ha HEKOj
HauyMH ce NpoekTupaa Bo npocTopoT. Ce pasbupa aeka
BO 3aTEMHET NPOCTOP OBaa CBETIOCHa MHTepakuuja belle
rnoBucoka, NoBMAInBa U NOMUCTUYHA. 3aTeMHYBaHETO Ha
NMPOCTOPOT MK GeLLIe HY>KHO U 3@ MOHULLITYBaHE Ha HEroBUTE
PUINYKN MaprMHU UIK 3a NPOEKTUpake Ha BU3YENHO
TeMeH 1 HegedUHMpPaH NONUIOH BO KOj MM MHCTanupas
eneMeHTUTe N HUBHUTE CBETIIOCHM eMucun. MNMoBeke Kako
efeH Bua 6esrpaBuTaLmcKa cLeHa BO Koja nrovmTe Hema
Aa ce Bp3yBaaT 3a SMAOT UMW NOAOT, TYKY Ke ToHaT unu
neb6gar. [JononHuTtenHo, ogbnecouute Tpebalwe ga ro
HapyLuaT, o6ojaT, MUCTUMUMPaaT, UK KaKo LUTO BESULL
na ro 6apokumanpaaTt NPoCTOpPOT.
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Hap nospwwuHata, 1997, uHctanauuvja, My3sej Ha
rpag Ckonje; Boga, enoKCcMaHW nnoyn (cekoja @
39x3cm), ocBeTnyBakse, 3BYK

Above the Surface, 1997, installation, Museum of
the City of Skopje; epoxy plates (each @ 39x3cm),
water, lighting, sound

Ha cnpotuBHata cTpaHa: [noya og uHcTanauuvjata
Hap nospwwuHata, 1997 enokcug, dotorpaduja,
cekoja nnoyva & 39x3cm

Opposite: Plate from the installation Above the
Surface, 1997 epoxy, photography, each plate &
39x3cm

3M: Taa 6apokHa ,6e3rpaBuTaumcka cueHa“, Hajaobpo
MOXelle [a ce [oxumBee BO WHCTanauwmjata Haod
rnospuwuHama To ja noctasu Bo 1997 roguHa Bo My3sejoT
Ha pag Ckonje - edeH o TBOUTE HajKOMMMAEKCHU U TEXHUYKN
HajambuumosHu notdatn. NoceTuTenoT Gelle BoBeAEH BO
e[eH NOTMNONIHO CTEMHET NPOCTOP, BUCTUHCKN OUCTOMUCKN
aMOWeHT; nog NomnnaBeH Co Croj TEMHa BOAEHA NOBPLUMHA,
pacdpnaHn TpkanesHy CTaknecT enokCcUaHn Nno4vn og
KOV Hacekaze ce LmpaT CBET/IOCHM oabrnecoum 1 3ByK Ha
Kanewe Ha Bo4a; HEKOW Of, NIOYUTE UCTIONHETHU CO 3eMmja,
HeKon co HeobuyeH 13bop Ha NpeameTn n doTorpadcdum
CO 3arago4vHu 1 6u ce pekno Co CyreCTMBHO aHKCMO3HU
npetctaBn. EgHa og doTtorpacdumte BO nnounte e og
3aTBOP CO pamMnu WITO BoAaT OO Kenuu, a LITO MOXe Aa
acoumpa Ha pamnaTta no Koja ce ABuxKea NnoceTutennte Ha
WHCTanauyujata, Kov Ha HEKOj Ha4YnH CTaHaa Aen of Lenara
cnuka. Janu Toj, OO0 Hekage BO3HEMUPYBAYKM M30Op Ha
npeameTuTe N ocobeHo Ha doTorpadmnTe e cryyaeH u
Aanun HacnoBoT “Hag nosplunHaTa“ nma MPOHUYHO 3HaYeHE
CO OrneA Ha nog3emHaTa My3ejcka ranepuvja u TeMHMHaTa
BO KOja ro BHeCe noceTuTenoT?



J.LL. BopaH, focera mankymMuHa me npatlane 3a 3apobeHuTe
ancTpaKkTHWU UMK HapaTUBHW NPETCTaBm Bo nrodnTe. Moxebu
nopaau Toa LUTO 3a NyreTo LWTo ja BUAoa MHCTanauujata,
BU3YENHO MnoBeKke AOMWHMpALLe [O0XUBYBahETO Ha
ronemara crivka Ha TeMHMOT, cLeHorpadgcku aMBbueHT,
co Boaarta, oabnecouute Ha enUMNCOBUOHU CUMYETU U
CaMOTO CUMHYBaH-€ BO CPEAMLUTETO Ha MHCTanauujata
npeky uMmnposusmpaHa nnatgopma. lNnoynte He Gea
naeanHo AocrtanHu 3a nogobpo, AeTtanHo nepuenupare
nopaav AUCTaHUMUTE MeFy NnoceTuTenuTe 1 npeaMeTnTe
UMW CNUKNTEe WTo Gea BrpageHn BO HUB, CIIMKU KOW
KopecroHampaa co Toj TeMeH aMGueHT. Toa ce Cnuku Ha
NnMBaYM Kou ce OBMXaT BO CMPOTUBHA HACOKa, YeLlnu co
OTKMHATK NpamMeHun Koca, NeHTU o Nunu 3a meTtan, poTo
KOmNaXx Co BEpTUro Ha ocaMeH Y0BeK, NMOPTPET Ha YoBeK
BO CKPLLEHO Oorfiefiano, U3yMpeHu XXUBOTHM U pacTeHuja,
ancTpakTHW CTPYKTYPW, MIOLIHN Y NPEAMETHU akyMynaumm
Kako napagurma 3a rybere BO NpOCTOp, TOHEHE UMK
0e30pUEeHTUPaHOCT.

Ho v Toraww, a u cera He cym MHOTY pacrnosioXeH a rosopam
3a HUBHMOT n3bop, 6ea MHOry NUYHM 1 HajBepojaTHO ce

napymka of MOUTE TOrallHW CUBW 30HU. 3aTCKPUEHWN BO
TEMHU NECOUM U 3EMjeHM NONHWUMNA, CUTE TUE MOHTUPAHU
doTorpachum U CUTHM NpeamMeTyn BO MIoYUTE ce BO
NCcUXoroLlKka cMuUcna NOTCBECHU CITMKU Ha HeKou Mowu
cnabocTu, ppycTpaunm, He3aLoBOSCTBO CO COMNCTBEHaTa
apTukynaumja BO MojaTa cpeguHa, HegoCcTaToK Ha
camopoBepba BO Toa LUTO ro NpaBaM, YyBCTBO Ha HEMOK.
[MnouaTa co ,3aTBOpCKaTa pamna“, HaBUCTUHA € HEKOj BU
NPOEKTHa CKMLa Ha npeTcTaBaTa 3a apxuTekTypaTta Ha
MHCTanauujarta, nako 6eLle HanpaBeHa npe Aa ro ogbepam
1 JOroBopam MpocTopoT Bo My3ejoT. CurypHo, gnaboko
MEMOPUCKN CyM ja BKITy4UIT BO KOHEYHOTO peLleHne 3a
KOMyHMKaLMjaTa Ha MHcTanauuvjarta, 3a Toa CUMHYBaHe
no MMNpoBu3NpaHara nnatgopma, YyBCTBOTO Ha Brara u
nroYnTe Co HenpujaTHU, TEroOHM NpeTCTaBu Hag TeMHaTa
BOAa, Hag NoBpLUMHATA.

3M: Ho, manu ocBeH pnabokata WHTpocnekuuja,
aHKCMO3HOCTa 3a Koja 3bopyBall He e ogpa3 M Ha
NONMMUTUYKMOT CNEKTap BO AeBEAECTTUTE rOAMHU, KaKo LUTO
Oelle cypoBOTO pacnarawe Ha JyrocrnaBuja cCo eTHUYKUTE
KOHIIMKTU 1M BpTEHETO MO HajoriHata cnvpana Ha
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OeckoHeyHaTa TpaH3uumja? [anu Beke camarta NnpocTopHa
KOHCTpYKLMja, Koja MOXe Aa ce cmeTa 1 3a MeTadhopuvHO
CUMHYBah-€ BO TeMHa “newutepa“ He e HajaBa 3a TBOjOT
3rofieMeH UHTepec 3a coumjanHuMoT KoHTekcT. OBa ro
npawysam, bugejkm nogouHa BpcKkata co MONUTUYKUTE
HacTaHu ke CTaHe coceMa eBUAEHTHA, Kako Ha npumep
BO MCTOMMeHaTa cepuja of wect nnoyu of 2002 roguHa,
KaZlelTo HaAcrnoBOT U U3rpaBMpaHnTe gaTtymum BO Cekoja
nroya, o4MrnegHo ce ogHecyBaaT Ha TerobHuTe LwecT
Meceuun o BOEHUOT KOHMNuKT Bo MakenoHuja so 2001
rogmHa. TakoB e npumMepoT 1 co uHctanauujata Night Vi-
sion, koja Belle hopmarnHo cnvyHa co Had nospwuHama,
a BO KOja MOWrpyBajku ce co MpoHMYHaTa cumbonuka
Ha u3guWwaHuTe ONMUMMNUCKU unpgeanu rm “cnukawl’
pasovapyBah-eTO 0f MAeanua3moT Ha rnobanusaumjata u
LIMHU3MOT Ha CBETOT BO KOj BfieroBMe Taa JeleHuja.

JLW: MNpogykumjata Ha NPoOEeKTU LWTO npouanerysaart efeH
of Apyr BO NOeVHM BPEMEHCKM MEPUOAM € MeTodaTa LITo
ja NpakTUKyBaB U Ce yLUTe ja Karnkynupam Kora novyHyBam
Aa paboTtam Ha npoekT. [MegaHa o AeHeLLEeH acnekT, Taa
MeTo4a CUIypHO OrpaHu4yBa, AeryBa aHaxpoHO, MOXebu
1 TBOPEYKM HeonpaBLaHO CO orfneq Ha AMHaMU4YHOTO U
KOMMIEKCHO BPEME BO KOE XMBEEME.

HO, BO KOHTEKCT Ha TBOUTe BuayBala M KOHCTaTauuu
BO MnpallaH-eTo, jac 6u ce obuaen obpatHo, Aa HOTUpaM
TOYKM, Kafe LITO OBME ABe MHCTanauum KoHuenTyarnHo ce
pasnukyBaat unv kage ce npedopMynupaar v npeMuHysaat
BO Apyra, novHakea uaeja. Kako LWTo pekoB nNpeTxogHo,
Had nospwuHama e moja MHTUMHA, TEMHa CKasHa.
CueHorpadwmjata Ha ,chiaro-scuro“ o6oeH amBMEHT kako
LUTO ro onuila npea mMmarnky, Bu3yesriHo ro 3aMucriyBaB Kako
NPOCTOP Ha NPUAYLLEH CMOKOj N Ha HEKaKBO NUCHEKYBaH-E,
Kako 3ByYHa TULLMHA, aKo MOXe Taka [a ce Kaxe.

OcBeH 103, MOpa Aa npu3Haam geka Bo TOj nepuoa, nMaB
N HEKAaKOB CIMOHTAH OTNOp U HaMepHO T M36€FHyBaB
ONPEKTHUTE peakunn n ou peKon ynpocteHn nnycrtpauummn
Ha bankaHckuTe CTpagaka, AyXxoBHaTa n MaTelejanHa
CI/IpOMaUJTI/Ija, pypanHata nateTuka n MI/ISGPI/Ija, oKanHute
BOEHU KOH(bJ'II/IKTI/I. TakBu HacnukaHu NPUKa3Hn 1 gpamum
00 HUBO Ha OaHanHoOCT, MMalle MU Ce YMHU npemMHory, BO
CUTE YMETHOCTU N MEONYMN.

Op Apyra cTpaHa, To4HO e aeka nHctanaummte Night Vision
ondhakaaT HeKoW npallaksa LWTO KOHOTMPaaT WMAEONOLLKN
W NONMUTUYKN OETEPMUHMPAHN TEMU, HO Cenak TpeTupaHu
BO €4eH MHOry MOLIMPOK KOHTEKCT Of HernocpegHuTe
cnyyyBana. OcHoBHaTa vaeja 6elue co HMB Aa ja npeHecam
WM ga ja oTCcnuKam ncmxo3aTta Ha napaHoja, koja He
3achbakalle cé MOCUMHO KOH KpajoT Ha geBenecerTute
roguHun. MNMocToelue eqHO YyBCTBO HA NEPMaHEHTEH CTpaB,
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n3mMameHocT, 3abnyaa, 4e3nny3noHNPaHOCT Y HEU3BECHOCT
3a TOa LUTO Ce CryyyBa M KakBa MAHMHA He OYeKyBa, oypu
[0 ornceaHaToCT CO anokanunTuyHa uaHvHa. Cé noeeke
fewe npucyTHa mmucnarta geka “Hekoj“ He oncepsupa,
,HEKOJ* pakoBOAM CO HaLLUMTE XMBOTU U CyAbMHa, co3nasa
PUHIMPAHN KOHMIUKTN, WUCTOPUCKU HEBUCTUHU U
KOHCNMpaLmm 3a Noaenou 1 HOBU SUAOBMW... M YLUTE LUTO He.

3aToa 1 HeKOmKyTe BEP3UN Ha MHCTanauumte HokHa eusuja
Oea ambueHTH, WITO ce Basnpaa Ha egHa xMbpuaHa crnvka
LITO MOXeE [a ce BUAM ako Ce rrneaa H13 HOKeH BU3Mp, T.e.
HW3 anaTkaTta HapedeHa Night Vision, koja w0 ce kopucTtu
Haj4ecTo BO BOEHOTO M MOMULMCKO BOOPYXYBake U CO
nomMoLL Ha MHGPa LpBEHM 3paLy OBO3MOXYBa Aa ce rmneaa
BO TeMHuuUa. Toa gaBa HarmaceHo CUHTETMYKa, HeOHCKa
- “radioactive green“ - Bo3HeMumpyBayka atmocdepa; Ha
TOj HA4YMH cakaB Ja cyrepMpam HEKOoj HemnosHaT cybjekT
CO MOK ja He oncepBupa 1 crnean 6e3 ga moxeme aa ru
peructpupame Unm npenos3HaemMe Tve LTO He oncepBupaar.
EnokcmaHvTe TpaHcnapeHTHU nonycdepw wro 6ea suaHo
UIN NOJHO nocTaBeHn, 6ea CMMOONMYHM ENEMEHTU LITO
ja noTeHuMpaa cnvkaTa 3a Taa napaHou4yHa cocTtojba 3a
Koja 3bopyBaB. Bo HMB BGea BMeTHaTU npegMeTn Kako
TeneOHCKM MUKPOMOOH, UCIYXeHU 3ananku u batepuu,
LLIaXOBCKWN (hUrypwu, HATnuc co 36opoT ,.exo” kako ogbnecok
Of, MMHATOTO LUTO € MPOAOIMKEHO U BO UOHWHA U ApYTU
€[HOCTaBHW, HO 3@ MeHe MnoBeKe3HayHu npeaMeTH,
MeTadopu 3a UCLPMNEHN U NOTPOLLUEHN €OUHKA W TPYynu
nyre BO coumjanHarta TpaH3uumja 1 BOEHUTE KOHMINKTK.

BTopnoT cermeHT BO MHCTanauwmjata, Koj ce cocToLle
o4 neT Benocunencky ryMmy LWWTO KPaTko ce nofiHaTt co
BO34yX W BeAHall M3fuvLlyBaart, UCnyLTajkv HenpujaTeH
UpUTaHTEH 3BYK, 6ea MpoHnYHa napanena co cumbonukaTa
Ha CNroTeHOCTa Ha neTTe KOHTMHEHTM 3a BpemMe Ha
OnumnuckuTe urpy nog KybepteHoBaTta napona aeka e
Ba)KHO [a Ce y4eCTBYyBa, a He Aa ce nobeau. A Kako LTo
rmegave, opxasuTe, KOHTUHEHTUTE, CBETOT Ce Ce noganeky
o4 TOj ONMMMMUCKM OyX U C& MOoBeKke NuyaT Kako Aa ce Ha
anapaTtu 3a peaHumauuja. 3a Xan TakeBuMTe COCTOjOM Ha
HepgoBepba M KOH(pPOHTaLMja He camo LITO TpaaT BO
KOHTUHYUTET OO OEeHec, TYKy CTaHyBaaT Ce€ MOTeLLKH,
3acTpallyBayky 1 yLiTe nogpaMaTuyHu.

3M: Bo 2004 ja HanpaBu BTOpaTa, MOXe [a ce Kaxe
crnekTakynapHa npocTopHa MHCTanauuja, Bo koja NOBTOPHO
ynoTpebun apBeHn oTnagoun; Toa belle macuBHa MakeTa
UM MOAEN Ha BUCTUHCKM MEeTPOrMofinc pacrocnaH Ha
400Mm2 Ha nofoT Ha efHa o ronemuTe canu Bo MyaejoT Ha
COBpeMeHaTa yMETHOCT. AKO He Ce Nnaxkam, NMPoeKToT beLue
Hapauka og MCY no noBog jybunejHuTe 4eTupu aeLeHnm og
HeroBoTo hopMupamrse. NpoeKToT r'n TeMaTuanpalle, Kako



HokHa Bu3vja (Onumnucku kpyrosu), 2020/21;
w3rnen oA WHcTanmauujata Ha  umsnoxbarta
Bopa|Sua, 2020/21, Mysej Ha coBpemeHaTa
ymeTHocT Ckonje; 06jeKT co bakap, ApBeHa pamka,
6aTepucka namna, BUAEO, BO3AYLLEH KOMMNPECop,
rymMmun of, Benocunes, 3Byk

Opposite: Night Vision (Olympic Circles), 2020/21;
View from the installation at the exhibition Wa-
ter|Wall, Museum of Contemporary Art Skopje;
object with copper, wooden frame, battery lamp,
video projector, air compressor, bike tyres, sound
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[ope: HoHe BO HeroBuoT rpag: R=1:2|R =
1 : 200, nHcTtanaunja Bo My3ej Ha coBpemeHaTa
ymeTHocT Ckonje 2004; dotorpadumja CtaHnmmp
Hepenkocku

Above: None in his city: R=1:2| R=1: 200,
installation at the Museum of Contemporary Art
Skopje; photo credit: Stanimir Nedelkoski

Ha cnpotusHaTta cTpaHa, rope: Ckuua 3a ypbaHvoT
nnaH Ha nospwwuHa og 400M2 3a uHcTanauwjata
R=1:2 / R=1:200, My3ej Ha coBpemMeHaTa
ymeTHocT Ckonje, 2004

Opposite page, above: Sketch for the urban lay-
out spread on 400 sq.m. for the installation R=1:2
/ R=1:200 at the third gallery of the Museum of
Contemporary Art Skopje, 2004

CpeguHa: Mogen co GeToHCKM enemeHTV 3a
R=1:2/R=1:200

Middle: Model with concrete elements for R=1:2
/ R=1:200

Jome: R =1 :2 | R =1 : 200, 2003/2004;
MHcTanauuja Bo My3ej Ha coBpeMeHaTa yMeTHOCT
Ckonje 2004

Below: R=1:2| R =1:200, 2003/2004; instal-
lation at the Museum of Contemporary Art Skopje,
2004

24

LITO NoKaxysa u HacnosoT R=1:2 / R=1:200, pasmepute
Ha efeH ronem rpag crnpema ManuoT No pacT U OU3NYKK
xeHaukenupaH HoHe, npujaTenot oA TBOETO Maarno,
NnocTaByBajku M napanenHo, of eaHa cTpaHa, XyMaHuTe
BPEeAHOCTU Ha UHAUBMAYyaTa HacnpoTN MHAMMEPEHTHOCTA
Ha ypbaHMOT M OMWITECTBEH NPOCTOP, M Of Apyra cTpaHa
penauumuTe Mery nokanHoto u rmobanHoTo. Ho, npen ga
Te npallam 3a ctopujata co HoHe, Me nHTepecupa Kako ro
ucnnaHvpa ypbaHUCTUYKOTO peLleHne 3a Taa 3amucrieHa
MeTporora u KOnky Bo Hea Gelue npucyTHo Ckorje.

JUW: Llenoto moe noBekerogmLHO TBOPELUTBO Ha HEKOj
HaunH e Bo gonup co Ckonje. MiMam CUMHO pa3BUEHO
YyBCTBO Ha emnaTtuja 3a MojoT rpag. Bugeo npunorot
None keep walking Bo nHctanauujata R=1:2 / R=1:200 e
HajMHory noep3aH co Ckonje, buaejkmn Toa 6elle Heroea
xenba, a cLueHap1oTo 3aefHo ro paspaboTueme. Ho, BO
MAEJHOTO AeUHUpaH-e Ha Lienata uHcTanauumja, cMeTas
Aeka He e HeonxogHo Ckonje ga 6uae Ha Buno Koj HaumH
OyKBanHoO NpuKaXxkaHo.

YpOaHUCTUYKMOT NfiaH M MakeTata 3a MMarmHapHuorT,
rnobaneH rpag, COCTaBeH € Of Tpu Aena: noctap eBpOrcku
rpag Co KracuyHa nosiykpyxHa unu 3pakacta ypbaHa
NnpocTopHa opraHu3auuja; noHatamy, TUNMYHO MOZEPHO
KOHUMNMpaH rpag co pelwletkacta ypbaHa opraHusauuja,
CO BMCOKM KOprnopauuckn n 6aHkapcku conntepu; U Ha
nepudgepunjata MHOYCTPUCKA 30HA CO OpraHM3npaHu
KOMYHMKaLM.

MpoekumjaTa UNM pelleHneTo 3a opraHuM3npake Ha
WHCTanauwnjata, npousnese og dopmara Ha camuoT
npoCcTop BO MocriegHata cana Ha npusemjeto Bo MCY,
nonynapHo HapeyeHa “kaj 6azeHoT". [poCcTopoT UMa BUCOKa
ranepwvja no ctpaHuTe, BO OCHOBA € KBafpaTeH, BO CpeamHa
AoMuHMpa apxukyb og 6eToH u ctakno. OBue enemeHTu
Oea foBOMHa OCHOBA, jacHO Aa ja Buaam gedvHuTMBHaTa
npoekuwja 1 NoToa NecHo Aa ' opraHn3mpam Bo NPOCTOpOT
CTOTMLMTE NOATOTBEHN APBEHW ENIEMEHTU UMM MAKETU Ha
apXUTEKTOHCKUTE 34aHuja 3a Toj MMarnHapeH rpag. Ce
pa3bupa pacnopenoT Ha rpagbuTe ro nocTaByBaB CMOPEL
efeH nposusopeH MY, kako LWTO 0aM Kaj Hac BO NOCNELHO
BpeMe MHOry nonyrnapHaTa kpateHka 3a [eHepaneH
ypbaHMUCTMYKK NnaH (cmea).

30M: Bo npuagpyxHOTO BUAEO, HoHe e ueHTpanHara dpurypa
OKOIy KOja rpaBuTMpaaTt JIMKOBUTE N BCYLLUHOCT TBOETO
noKanHo couuvjanHo munje. NpagoT My € NOCBETEH, UMK
Kako LITO BenuLl Ha egHO MeCTO BO BMOEOTO, rpagoT e
TBOjOT Nogapok 3a HoHe. Kakea Gelue, BCYLUHOCT, yriorata
Ha HoHe BO NpOoeKTOT 1 3Ha4YeH-eTO Ha TBOETO Maaro, Koe
uMa cneumdmryHa noeTuka 1u BO Aenara WwTo cregysaart
nogouHa?



JLW: HoBunua KoctoBcku - HoHe € MBOTEH “npoekT* cam
3a cebe... HYoBek 0of koj CMTe HMEe OKOIy Hero HayumBme no
HeLUTO, HajBeke Kako ga ro npudaTtrme X1BOTOT, OHAKOB
KakoB LTO e. HoHe BeLle BUCTUHCKM MWK, XMMepcoLmjarneH,
CaMOKPUTUYEH, LYXOBUT, NpaBedeH HO U CapKacTUYEH,
NMOpOYeEH, 1 NnecHo n3dyenue. CpeanHaTa OKOMy HEro ro
Mmalle BUCTUHCKM npudaTteHo, HO U HeroeBaTa npupoaa
ro 36orat aMGUEHTOT BO KOja pacTeLle 1 butucysalle.

HeroBa gonroroguiiHa >xenba 6elle ga ro Bkiy4yam BO
HEKOj MOj NMKOBEH NMPOeKT. Bo Toa HeroBo HacTojyBake
Hygewe vuageun, Ho Belle 1 KOHKpPEeTEH BO Toa LUTO He 1o
caka, OQHOCHO [eKa Toa LUTO Ke ro HarnpaBUMe HUKaKo
[a He HamnvKyBa Ha OHWE TEeNEeBU3UCKM XYMaHUTapHMU,
aHraxkvpaHu, couujanHy n YecTo NaTteTUyYHW NPUNo3un 3a
XEHAVKENpaH Unm nuua co nocebHn notpedu. Ncto Taka
3HaeB Jeka HeMa a ce 3a40BOfM camo CO HechbopmarneH,
caTupu4eH, CEeKOjOHEBEH BUOEO MPUIION, KakoB LUTO €
BMPOYEM BMAEOTO BO KOE Ce MojaByBa CaMUOT Kako Aen of
WHCTanauujata, TyKy fieka cv 3ammncryBaLle MOKOMMIeKCeH
1 MOrofieM YMETHMYKM NPOEKT. 3aToa BO ceTa Taa ronema
ypbaHa cxema, cakaB ynorata Ha HoHe, Toj ronem-man
YOBEK Ada ja noTeHuMpam M ga ja usgurHam Hapg efeH
ypbaH LIMH, KOj NOCTojaHO pacTte u ce wupwn. MNpen cebe
ja MMaB HeroBara Henokonebnea YoBeyka Npupoaa, koja
He npu3HaBa Gapuepn 1 Koja b1 ocBouIia CEKakoB rpajg
Unu cpegvHa u 3atoa uenta mu belue ga ro noctaBam
BO LEHTapPOT UM HAcnpoOTU MOKHUTE MHCTUTYLMOHAIHN U
NPVBaTHM CUNN LUTO FO BOAAT CO34aBEHETO Ha ryCTUTE U
HenpernegHn ypbaHn MeTpononmcu.

[opeka ro nogrotByBaBMe MPOEKTOT, NOCTOjaHO Gelue
NPUCYTHO M 30YLIHO He MNoAp’)KyBalle 1 HaleTo Maaricko
OPYLUTBO, KOe 3a MMe Ha BUCTUHATa Ce OfpKyBa yLiTe of
roanHnTe Ha OCHOBHOTO y4yunuuiTe. OJZI| OBaa BpeMeHCKa
OncTaHua, mmcnam geka LenuoT KOoHUenT He belle
noceeTeH camo Ha HoHe. Cute HMe OKorny Hero, cakaBme
Ja ce oTcrvkame unuv Brpaguvme BO TOj HapatvB M Aa
ja ogbenexume Taa Hawa 3aegHuua, AONTOroAMLWHOTO
noynTyBake, Maalnckmte penauynun, CammoT rpag.

HoHe He HanyLw T HEKOJIKY roanHM nocrie npoayumpaHeTo
M NpeTctaByBaH€TO Ha BMOAEOTO U I/IHCTaJ'laLI,MjaTa, HO Ha
noseke Haluu co6MpaH=a 3a CNOMEH M MOYUT KOH Hero, cé
yuwTe ro emmtyBame OBOj KpaTokK (bVIJ'IM M Co cMmnaTtum cn
CrnnoMmHyBamMe 3a OBOj JINKOBEH HaCTaH, HO U 3a BpPeMETOo
cnoageneHo co Hero.

30M: TpoeKTOoT Co rpagoT ro n3Bede 1 BO HEKOIKY NomMarnu
00jeKkTHN BapujaHTK, 3aMeHyBajKkun ' PBEHUTE MAKETU CO
DOETOHCKM enemMeHTH, 3a KOHEYHO Aa ro 3atesopuil Bo 2016
roguHa Ha nanoxobata CkynnTypanHo Bo napkoT Ha MCY, Bo
e[Ha KpajHO MeCMMUCTMYHa Bep3uja WTO ja Hacnosn R=1:2
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R=1:2 / R=1:200. [llocnegHo, 2016, cajT-
cneumdunHa  wHCTanauuja  Ha  m3noxbarta
CkynnTypanHo BO napkoT Ha Mysejor Ha
coBpemeHata ymeTHocT Ckonje; 6eTOH, LpH
MUIMEHT.

R=1:2 / R=1:200. Final, 2016, site-specific in-
stallation at the exhibition Sculptural in the park
around the Museum of Contemporary Art Skopje;
Concrete, black pigment.
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/R=1:200, NNOCJIEAHO. Toa e 6eToHCKa ,MaKkeTa" LUTO ro
npeTcTaByBa rpagoT CO CKOMcKaTta KOTNWHa, NperniveH co
LpH accanT 1 NocTtaBeH Ha caMunoT pab Ha BpAoTo Kako
ornegano Ha Ckonje, HO ICTOBPEMEHO [0jAeH 1 oo paboT
Ha npoBanujaTta npeg Aa ce cpyLum Bo Hea. Bo mefyBpeme,
BO TWe eCeTnHa roanHu Of MOYETOKOT Ha TBOjOT MPOEKT BO
peariHocTa ce Cryym KOHTPOBEP3HUOT NpoekT ,,Ckonje2014*,
apPXUTEKTOHCKOTO LlyHamMu LUTO Mmallie 3a Lien U HaBUCTUHa
ycnea pa ro npeobnevye mogepHuctnykoto Ckonje BO
KMYepCKN rpaHano3HO, UMMNepUjariHo aHTUYKO PyBO CO
naxHu ctnponopHu dacagu. Konky 6elue npucytHo ,,Ckonje
2014" Bo nocTaByBaH-€TO Ha TBOETO Aeno?

JUW: lNpBOoGUTHO NpoekToT co rpagotr Bo MCY wnmaB
Hamepa fa ro ussegam co GETOHCKM eNeMeHTH, HaMecTo
co ApBeHuTe. Ho, kora noyHaB ga paboTaM Ha NTIMEHETO Ha
OEeTOHCKUTE MaKeTU, o KoM Hekon B6ea 1 JocTa CNoXeHH,
a Tpeballe ga rv nma okony mnjaga, catue geka Hu co
BpeEMe, H/ CO hMHaHCMKN HeEMaLLe a ycneam Aa ja nocturHam
Taa uen. Toa Gewwe nperornema ambnuunja 3a peanHuTe
MOXXHOCTM Ha NpoekToT. BepyBam fgeka Ha CeKoj YMETHUK
npakcaTa My nokaxkana geka Mopa a umMa noBeke peLleHuja
3a Hekoj Npobrem, na Taka BETOHCKUTE eNeMeHTU Toralw
MOpaB [a MM 3amMeHam CO OpPBEHUTE ENEMEHTU N MaKETU.
Ho, ceegHo, My ocTaHa egHa aunema, ganm co 6eToHckuTe
00jekTn nHcTanaumjata ke 6elle NOKOHCEKBEHTHA Ha Toa
LUTO rO 3aMMCIMB 1 Janu ke OTBOpeLLE NOMHAKOB KOHTEKCT.
3a cpeka, BETOHCKUTE eNeMEHTM LUTO MOYHaB Aa ' npaBam
n wto 6ea Beke 3abopaBeHn 1 3aTypeHn Hekade BO MOjOT
OBOp, AOOMB nMpunuka ga rm nHkoprnopupam Bo R=1:2/
R=1:200 NOCJIEAHO v Taa gunema 3aBpLum nocre noeeke
of OeceT roguHu.

Mpawysaw ganu ,Ckonje2014“ e npucyTHO BO NapkoBckaTa
BapujaHTa Ha oBa geno? [lla, nHcTanauuvjata e cnuka
Ha W3ropeH, pasypHart, UCYLLEH, HarpaeH, OnyCTyCOLUEeH
rpag v BO penauuja co Taa HoBa npetctaBa 3a Ckonje
LWITO ce nojaBu BO TOj Nepuod, MOEeTO CrpOTUBCTaBEHO
BMAOyBah€ € Hen3bexHo fa ce nepuenvpa v nHTepnpetupa
KOHTeKkcTyarnHo. PaboTeH HacnoBs Ha MHCTanauujata bewwe
,LIpH rpag“ n e ugpas Ha Toa He3a40BOICTBO.

Ckonje JONMM roAMHM BUCTMHCKM HasagdyBa, ce OaBu, He
camo Bo M 4ecTuYKK, NOTOHA BO TPAH3WULIMCKUOT Taror,
KYNTYPOJIOLWKO NONIMTUKAHCTBO, BO ypGaHu, couujanHu,
MUrpaLIMCKUN, ETHUYKU, MPOBUHLIMCKN 3aMKU, @ CETO Toa He
Mopalle 1 He cMeelle TOMNKy ApacTUYHO [a ce crlyyyBa.
Mwucnam geka og ocyMaeceTTUTe roguHu HaBamy, rpagoT
He ycrnea ga pacTe BO HWUTY e[lHa MOBOJIHAa Hacoka 1 e
BUCTMHCKA XPTBa Ha OTCYCTBOTO Ha BU3MOHepCKa MonnTrKa,
pacTprHaT BO MOMWUTUYKK, couujanHu U MaTtepujanHu
aneTuTn n nHTepecu. Paseojot Ha Ckonje 3a MeHe 3aBpLLu

BOo cegympaecetrtute roauHu co MHT/MOB, lMowrTara,
*KenesHnukata ctaHunua Ha KeH3o TaHre, CTyaeHCKMOT
OoM v pafcknoT apxmB nnu Wwkonoto lMectanoum, a noyHa
ha BeHee co ,Bappap meben®, ,TudaHn” n yite MHory
61 nmano ga ce Habpojyea. Nocne ceTo Toa, HAaBUCTUHA
HemMaMm naeja Kkako v of kage 61 MOXeno fa ce NPOJOITKM.

Cenak, Tyka MOpa ga cnoMHam Jieka Temara ,MojoT rpaa’,
Me MpoBoOLMpaLLe 1 CO Hea Ce 3aHMaBaB MHOTY NMOPaHo Of
akTyenHara ,2014". Ckonje ro TpeT1Mpae 1 BO Apyru gena
Kako meranononuc unv n3rybeH xaburtaT BO rparaHcka,
ypBaHUCTNYKO-apXUTEKTOHCKA, couMjanHa, yMeTHMYKa
n gpyra cmucna. Kputukata Ha Toa Kako ce pa3BuBalle
,MOjOT rpag’“ ja MmaHudecTnpar Bo pasHu popmu 1 aena,
noBseKke oA ABaeceT roAnHW.

30M: Taa npoBuHLMCKa MeranomaHuja LWTo ro npon3seae
,Ckonje2014“, Ha HeKoj HauYnH ,BM3NOHEPCKX” ja NpeaBuae
BO AHmMuyunayuume, apXMTEKTOHCKUTE MaKeTK 1 BUaea 3a
TPU PUKTUBHM roNieMy CBETCKM MaHudecTaLlmum wto bu ce
cny4dnne Bo Ckonje BO naHuHaTta, ogHocHo Bo 2016, 2021
n 2052 roguHa. MNpeute Tpu aHmuyunayuu rm Hanpaeu BO
2005 roguHa, 1 ce pasbupa oa “naHnMHaTa“ o AeHeC HULLITO
He BuaHa; ocTaHa uUcTa Kako M TorallHaTa U cerawiHarta
HenpomeHnuBa peanHocT. [lapogunyHata Yemepma
aHmuyunayuja, koja e og 2008 roguHa, ce cnyyyBa BO
aKkTyernHoTo, AeHeLHO BpeMe 1 36opyBa 3a NOYeToKOoT
Ha Make[oOHCKaTa BCeneHcka nporpama co nsrpagba Ha
BCENeHcka CcTaHuua Ha MecevmHata. Bo ogroBop Ha T0j
NOMUTUYKM U UAEOSNOLKM TeaTtap Ha ancypAoT, TBouUTe
Jena BO TOj Nepuof BO e4HO MHTEpPBjy M AeduHmnpalle
Kako ,napadpasa Ha peanHocTta“, WTo 61 MOXeno Aa
ce NpOTOSiKyBa M Kako atanucTmyka aHtuyunaguja Ha
efHa 3aKOoTBEeHa HEeMEHIIMBOCT M HEMOK 3a Buro Kaksu
ONLTECTBEHM NPOMEHW. [lanun HeraTMBHUTE aHTMLMNaunm
Ou moxene ga ru cpatume 1 Kako oTdpname Ha Bepbara,
Makap 1 yTonucka BO MOKTa Ha YMETHOCTa fa ja pa3byau
Kaj nyreto notpebara 3a NnpomeHa Ha Taa cTaTuyHa CBeCT?

JW: AHmuyunayuume KOHUENUUCKM W opmarnHo
npowusneroa of rpagoT, o4 uHctanauyujata so MCY Bo
2004 r. OcHoBHMOT MOTUB Belle fa ja gonpe nonuTuykaTa
MaHunynauuja, ogBrneKkyBaHeTO Ha BHUMaHUETO o pearn-
HUTe npobrnemu, Kako LITO € Ha NpuMep NnoBpeMeHaTa
opraHusaumja Ha HeKoj MefyHapoJeH HacTaH, co3faBajku
nnysuja 3a NpMnNagHocCT BO Pa3BUEHNOT, COBPEMEHNOT CBET
1 Toa boxeM ja cTaBa MakefoHWja BO pefoT Ha 3HavajHuTe
TOYKM Ha rnobanHaTa kapTa, Na cé A0 OHWEe KOMMUYHU
drnockynu kako ,kpctonat mery Victokot n 3anagot unm
»,MakenoHuja, nanokoT Ha cBeToT . [1poeKToT cu nourpyea u
CO MOCTOjaHO NaxHaTa cocTojba Ha McyYeKyBahse Ha Hekoja
nogobpa naHuHa.
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[pec wTto HuKOj He ro Hocu (petars), 2010;
OeToHMpaH [pec, MeTanHa pamka, HeOoHcKa
ceeTtunka, 130x100x10, doTtorpadumja, 29x21
Jersey That Nobody Wears (detail), 2010; jersey
in concrete, metal frame, neon light, 130x100x10,
photography, 29x21
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Ha nocnegHunoT gen o npawaweTto, ©6u pekon geka
MoXebu egMHCTBEHaTa NpeocTaHaTa CoBpeMeHa ,ytonuja“
e nomucrata geka ymMeTHUUUTe WU HUBHUTE Aena,
naen, ykaxyeawa Ou moxene ga ouvaart perneBaHTHU
YMHUTENM 3a NOSOCOUHCTBEHM COCTOjOM BO COBpPEMEHUTE
onwTecTBa. 3a Xan yMeTHOCTa, PeTKOo Kora ja umana taa
MOK BUCTUHCKM [1a Ce€ HaMeTHe 1 Aa BHECYBa ONLUTECTBEHU
NPOMEHU UNK fa Bnujae Ha rpajer-e NoBUCOKa KONEKTUBHA
ceecT. Ce pasbupa, M umame HeraTMBHUTE NPUMEPU CO
COLMjanMCTUYKNOT peanusam 1Unm HaumcTu4kaTa yMeTHOCT,
HO 3HaeMme [leka Toa ce MAEONOLLIKM ANpUrnpaHmn oyHKLUK
Ha yMeTHoCTa.

3a geHeLHnTe CoCTojOu CUrypHO NecHo Ke ce cornacume
[AeKa YMETHOCTa, OCBEH BO efjHa MOBpPLUHA 1 dhopmarHa
cMumcna, TeLKO ro Haora CBOETO MECTO BO OMNLUTECTBEHMNOT
XXMBOT. Peuncy noTnomHo e uctTucHata Ha OnwTecTBEHNUTE
MapruHu 1 ofBaj ycrneBa Aa ce M3bopu 3a OMCTaHoK,
ocobeHo nocrnegHaBa gekaa.

30M: Janu oBaa gnaboka ckenca e oHa LWTO cakalle fga ro
npeHeceLl BO ,0€TOHCKUTE CrMKW®, nocrnegHnTe gena no
AHmuuunayuume?

JW: Ipynata ,6eToHckn cnukn® unn Hezauyuume, He
cakaB [a ce ogHecyBaaT KOHKPETHO CaMO Ha yMeTHocTa
N YMETHUYKMTE cOCTOjOoun. MoTnBUTE MM Bea pasnuyHu,
HO BO LienuHa ce pe3yntar Ha KpUMTUYKK oncepBauumm Ha
coumjanHuTe npouecu. [Na Taka, opecoT Ha MOjOT OMUIIEH
kny6 PaboTHMYKM WwTo ro 6eToHMpaB Bo [pec wmo HUKOj
He 20 HOCU, I NPa3HOoTO, pacTerHaTo CrIMKapcKo NnaTtHo
©eToHMpaHo BO [1namHO WMo HUKOj He 20 cruka, T
3emaB Kako CUHOHMMM 3a CMOPTOT M JIMKOBHATa YMETHOCT
3a KOW Ce BENU Jeka ce ,HajBaXHUTE cropegHn pabotu®
BO €[IHO coLmjarnHo xuBeene. Bo cywtnHa taa dpasa,
TOa Knvwe e [0 Kpaj UCNPa3HETO Of CBOETO 3HAYEHE U
BMCTUHCKATa yrora Ha Tue BaXKHW YOBEYKMN aKTUBHOCTMU,
noBeke Kako [ja Hemaart pearieH Jonup co yHaaMeHTUTe
Ha coumjanHaTa cdpepa. LLTo ce cny4vyBa co conuaapHocTa,
CO MpuNagHocTa U 3ae4HULLITBOTO, MAEHTUDUKYBAHETO,
naeann3npakeTo, BanopmnsnpakeTo Ha BpeaHocTuTe,
pagocTa o4 co3gaBakeTo UnM emnartujata co Tyrute
ycrnecn? CeTo Toa, OCBEH MonmMTUYKaTa XvMnokpuauja unm
nNpoduMTOT Kako Aa € 3amp3HaTo, 6ETOHMPAHO BO HEKOja
HEeN3BECHOCT.

LLITo ce ogHecyBa 0O MOTUBUTE BO BUOEO MHCTanaumjata
VIkoHa Ha Koja HUKOj He ce MOJiu, ce HageBaMm Aeka jacHo
MOXe Aa ce npoyvTa geka Toa Aeno Haernerysa marky
noanaboko Bo NpobrnemnTe Ha COBPEMEHUTE OMLITECTBRA.
Bo Toa MHOry mm nomorHa v eBe, Tyka cakam ga My ce
3abnarogapaM Ha MOjoT npujaTten, MPOTECTAaHTCKMOT nNacTop
Hwvikona Manescku, WITO Npudath Aa y4ecTByBa 1 BCYLLUHOCT



Oa copaboTyBa BO NpaBeH-ETO Ha TOa KPATKO BUAEO U LUTO
0e3 HMKaKBO ogHanpes NoaroTBEHO CLieHapWo pearnpalle u
ro Haarpaam KOHUENTOT Ha AenoTo CO CBOETO MUCHEHE 3a
OETOHCKUTE UKOHU. Ba)kHNOT MOMEHT BO 4enoTo, OAHOCHO
KryyHata gurnema LTo MHOMPEKTHO ja 3a4HyBa nactop
laneBckn e ganu Taa npasHa OeToHcKa Crvka € MKoHa
UI He 1 CO Toa o OTBOPU MUMEHNYMCKUOT Cyaup Mery
MKOHOUNMjaTa N MKOHOKNAacTUKaTa, OAHOCHO MpallaH-eTo
Ha npeTcTaByBaweTO. TOj UMBUNM3ALUCKU ja3 OKOny
cnukarta, pasfnukuTe okony cdakaheTo Ha ,BUctuHara“
U1 Ha BUCTMHCKUOT NaT noHaTtamy, Mucriam eka e 1 AeH-
OeHecC 1 Toa KoKy akTyeneH.

30M: 3a kpaj, cakam ga Te NoTCeTaM Ha OHOj AEH BO TBOETO
CTyAMO Kora M1 ro nokaka objekToT LUTO peye aeka cu ro
Hacnosun Boda, Sud v kora BegHall NagHa AOroBOpOT Aeka
Toa Tpeba aa Guae HACNoBOT M Ha TBOjaTa PETPOCNEKTMBA.
Moxell N1 ga My Kaxkell 30WTO ro oabpa Toj Hacnoe Ha
nenoto? OcBeH BykBarnHaTa acouujaumja Ha Toa LUTO ce
cny4dyBa Ha 00jekTOT, Me MHTepecupa LITo 3a Tebe nma Bo
Tue aBa 36opa?

JL: OTcekoralu co roriemu TELLKOTUM CYM 1 U3BneKyBan
HacnoBsuTe Ha MouTe NpoekTU. MHory 4ecTo NPBUOT UMK
paboTHMOT HACMNOB LUTO Ke MW NagHeLle Ha YM, OCTaHyBalle
1 nocriegeH. YmHam Taka ce cny4dm un co KplTeBkaTa“ Ha
OBa Jerio, Kako MOMeHTarnHa acouujalmja Ha HacroBOT Ha
npercraeaTta ,,SugoT, Bogata“ Ha YnHro, nako He MUCNEB Ha
HMLLUTO KOHKPETHO NOBP3aHO CO COAPXUHaTa Ha ApamMCKOTO
aeno. [lonro Bpeme ro Nno4YHyBaB, My Ce HaBpakaB, aMa He
MOXEB [ia B1AaM Kako Aa ro CMecTam BO TOj MOj NMPOEKTEH
NpUHUMN Ha ,WTo-6uno-npea-un-wro-bu-gowno-nocne,
nako ro cMeTaB 3a 3aBpLUeHO aeno. EqHo Bpeme ro octaBuB
Ha CTpaHa 1 3aToa He ce Hajae npunvka ga ro u3noxam u
[a ro npoeepam BO penauuja co ApyruTe gena. Ho kako wro
ce nokaxa, AenoTo € HEKaKOB MerHWK, CBP3HUK, cybnumumpa
pobap gen og MoMTe NIMKOBHM MPaKTUKM 3a TOa LUTO 3Ha4K
apTuKynaumja co TpaHCnapeHTHW, NIUKBUAHM MaTepum v
MOBPLLMHM CO BOAA, a 04 Apyra CTpaHa ro HajaByBa OHa LUTO
Ke [ojae nocne o MOHONMUTHUTE eneMeHTu Bo ,6eToHCcKaTa
npogykuuja“.

Mucnam peka pasHuTe MaTtepujanu LWTO CyM U
ynotpebyBan cuTe OBUe roAuHU, He 6Gune camo
CyncTaHuM 3a Mofenvpatre, Tve ro KOHTeKCcTyanuauparne
1 obnvkyBarne 4ernoTo U BO coapXuUHcKa cMucra, bune
n1koBeH Bokabynap, eceHumja, MeTacopa, KoHcTaTauuja,
nopaka unv emoLuu.

Mopa fa npvsHaam geka Mu e aparo LWTo 3a usnoxbarta
ro ogbpaeme HacnoBoT Boda|Sud, 3aluTo nokpaj Toa LWTo
[obpo M obegmHyBa rmaBHUTE NpaBLM HA OHa LWITO ce
obuaysaB fAa ro coornwTaM Co CBOETO TBOPELUTBO, MUCIaM

AeKa BO HEro Mva OOBOJIHO efleMEeHTU LITO roBopart, Uin
ajp,e na peyam, LWTO ro CI/IM6OJ'II/|3MpaaT MOjOT YMETHUYKHN
N XXKMBOTEH Nat.

Ha BTOpMOT fgen og npaluaneTo, Ke npodam Aa oaroBopam
caMo HU3 nNpmMamarta Ha MOETO JIMYHO UCKYCTBO, CTEKHATO
HU3 KpeaTMBHUOT npoLiec, 6e3 noHatamy ga HaBneryesam
BO MHTepnpeTauuja Ha gpyrMte OTBOPEHM KOHOTALMKM 3a
3Ha4YeHETO Ha TMe ABa 300opa BO Aenara LUTO ' Co34aBaB.

Bopata 3a meHe e egHa 6eckpajHa NnuHWja Ha OTBOPEHNOT
XOPW30HT U1 ja cnopedyBam CO LUMPOYMHATa Ha NMKOBHaTa
YMETHOCT, @ HME CO CMTE CBOW OrpaHnyvyBaHa BO MOXHOCT
CMe Aa JornpemMe camo HEKOIKY TOYKM of TOj ancomnyTeH
XOPW3OHT.

SVAOT € CMHOHUM 3a OHWE KOW LIENTOCHO ce noceetyBaart
Ha YMETHUYKO COo3aBak-e, HansuayarnHa gpama Hm3 KOja
noMunHyBa CeKOj nocepunos3eH JIMKOBEH U OpYyr aBToOpP.
KOJ'IKy natmn u ga ce cygpysame Cco suaoT, OCTaHyBa HejaCHOZ
aarnu cMme ce nospeaunre nnn toa He Hanpasuio NOCUNHN?
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CJIMKA OBJEKT CJIMKA PAINTING OBJECT PAINTING 1986 - 1993




[ena op cepwjata Manu o6jekmu 3aegHo
CO [ernoBW of [OpBeH OTMag BO atenjeto Ha
LLlymkoBCKku

Works from the Small Objects series piled with
wooden rubble at the Shumkovski’s studio
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[BonuyHa 6GeckoHeyHocT, 1986, on cepwujata
Manu o6jektn 1986/1989, gpBo, meTan, Macro,
80x52x15

Two-Faced Eternity, 1986, from the Small Objects
series, 1986/1989, wood, oil, metal, 80x52x15

Ha cnegHwute ctp. 34-37: [lena op cepujata Manu
objekTn, 1986/1989, ynoTpebeHn MaTepujanu:
OpBO, Macro, MeTan, Xwuua, Necok

Following pp. 34-37: Works from the Small
Objects series, 1986/1989, used materials: wood,
oil, metal, wire sand



Ben kBagpat u nonuua, 1986, og cepujata Manu

objexkTn ,OpBO, necok, macno, >xwuua, 70x50x14,

36upka Ha MCY, Ckonje

Above: White Rectangle and a Shelf, 1986,
from the Small Objects series , wood, sand, oil,

70x50x14, collection of the MoCA Skopje
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lope: [lena og cepujata Manu o6jektn, 1986/1989,
anTepHaTUBHO YMNoTpeGeHn mMatepujanu: OpBo,
Macro, MeTarl, XuLa, Necok

Works from the series Small Objects, 1986/1989,
used materials alternatively: wood, oil, metal, wire,
sand

Ha cnpotuBHata ctpaHa: OGjekt |, 1987, og
cepvjata Manu o6jekTn, ApBO, MECOK, Macro,
75x51x17

Opposite page: Object | 1987, Works from the
series Small Objects, wood, sand, oil, 75x51x17
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O6jekT, 1988, macno Ha kapToH, ApBo, 26x36
Object, 1988, oil on cardboard, wood, 26x36

O6jexT, 1988, apBeH ypHWp Ha naHen, ApBO,
macno, 22x47

Object, 1988, wooden coating on panel, wood,
oil, 22x47
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3eneH kBagpat v nonuua, 1986, on cepwjata
,Manu objekTun“, 1986/1989 gpBo, macno, meTan,
Xuua, necok

Green Square and a Shelf, 1986, from the Small
Obijects series, 1986/1989 wood, oil, sand, wire,
metal

MNMpodaH nkoHocTac, cBeTa crnuka

30paH lNMeTtposcku (1990)

~lomeknomo Ha memosaxume, sudeHume u sudnusume,
CO eXewmeH rneyam emucHamu, crioped cé ce Haora o
wapeHusiomo Ha dywama, 3arnjiemKaHuom 1asupuHm Ha
cemursiomo Koe He 3Hae darnu ceojom Haboj 0a 20 Haco4Yu
KOH 8HampelwHUom unu HadeopewHuom ceem u mpenepu
Ha epaHuuyama mery Hus. Ho jac au Haupmae usnu Hacrukas
camo 3amoa 0a 20 rokaxam OnunIueomo. aricmpakmHa
criuka Ha onunnueomo. AncmpakmHo 3a 0a ce Harnywmu
sudnueomo u docmueHe onunaueomo.“

Bo cnukara wTo ja cosgaea JoaH LLlyMKoBCKM HEMA HULLITO
noBeke of BUANMBOTO, O OHa LUTO ro OTKPUBA rofioTo OKO.
BcyLlWHOCT 1 He MOXe BO MOTMOSHOCT Aa ce TBpAM Aeka
HeroBuTe TBOPOW ce 3aMUCeHN Kako cnukun. Toa ce, npeq
cé, 00jeKTV co3mazeHn rMaBHO Of ApBeHa rpara, 4enoBu
of ctap mebern, noHekorawl noManu MeTanHu enemMeHTu
n oa cnuku. Ho, cnukm kou ce, UCTO Taka, 4OCNELHO
MartepujanmanpaHm 06jeKkTn; oCTBapeHM BO TEXHUKa
CINMYHa Kako M CEeTO OHa LUTO ' OMKPYXXyBa — Kako efeH
BuA pabpurkaTtu.

A cenak, 1 nokpaj Taa 6aHanHa KOHCTUTyLMja Ha OBUE
00jeKTn cocTaBeHu of 06jeKTun, Ha T1e OPBEHU rpaabu LWTo
WITpYaT O4 SMOOT ONMPajkM Ce Ha HeroBaTa ancTpakTHa
paMHWHa, HO 1 KOW, NofedHaKkBo He MoKaKyBaaT HMKaKBa
xenba aa ce gedmHmMpaat BO NpOCTOPOT, cenak, Benume,
Ce Haorame COOYEeHM CO eQHO CUITHO Mofe Ha pagujauvja
Ha crnvkaTa. CUIHO, HO MPUKPUEHO, KOe AenyBa OA4BHATPE,
KOe He ce MaHMecTrpa, He ce N3NOoXyBa Npen, pasrnoXHUOT,
OucTaHumMpaH nornen, TyKy ce rpagu vwnv Brpagysa BO
KoHpurypaumjata Ha egHa 36meHa, peuncy becnpocTopHa
Tonosnorunja Ha objekTute. [ejcTBOTO, Taa pagujauunja Ha
OHa LUTO TyKa ro HapeKkyBame crivka, Tpeba ga ce 6apa Bo
CTPyKTypaTta Ha 0gHOCUTE Ha cuTe Tve QucnapaTHu, a cenak
N3BOHPEOHO CMITOTEHN ENEMEHTU Of KOU ce OCTBapyBaar
OBWE MHBEHTUBHM KOHCTPYKLUMW. [orneaoT LWTo v pa3oTkpmBa
OOonvpuTe Ha pas3nnMyHUTE, Camuy Mo cebe MHEPTHM NpeaMeTy
€ MOrres, LTO € NPYHYAEH Ha eOeH CETUINEH, TaKTUIMEH OAHOC
CO HMBHWTE XeTeporeH cBojcTea. [lornes Koj LWTo Bo OnmMckmoT
KOHTaKT CO KOXaTa Ha Matepujata, ro pa3oTkpvBa OHa LUTO
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He MoCTOoW BO BUAMBOTO, TYKY € N0, Ha UHAMBUOYaNHOTO,
Cy6jEKTUBHO MCKYCTBO.

Cnukata kako o6GjeKT u crnukata kako cyOjeKTvMBHa
npeTcTaBa ce ABe, e4Ha KOH Apyra Haco4YeHu TOYKK, ABe
KOHBEPreHTHU ABMXeHa Kou BO NPeceKkoT ja ogpeaysaat
cmucnarta Ha genoto Ha Lymkoscku. BHaTpe Bo camute
objekTn, nocTon MerytToa M efHa aHanorHa penauuja
nomery crnvkara u matepujanite — penauuja, BCYLUHOCT,
nomery crnvkata n HejsanHata pamka. OnKpyxxyBajku ce
CO MaTtepwujanHoTo, Co HerosaTa BupTyenHa ybasuHa,
MCTaKHyBajKkN ro, nosrnagysajknm My Unu noBriekyBajku
ce npepd Hero, crivkata cosgasa MpoCTop Aa Cce CBPTU
KOH camaTa cebe, KOH OCO3HaBah€ Ha COMCTBEHOTO
O6uTne. Bo HeKomnky cBOM No4YeTHM, nNomanu objekTw,
LLlymkoBCKM Bapupa efdeH HacnoB co ase anysuu: ben
KBagpart v nonuua u 3eneH kBagpat v nonuua (1986),
HeBOCMMCNEHO ynaTtyBaaTt Ha Manesuy 1 HeroBuTe ben
KBagpat Ha 6eno v LipH kBagpaT Ha LpHO, 04 eAHa CTpaHa
W Ha eJeH aHOHWMEH NouM Of CEKOjOHEBMETO of Apyra
cTpaHa. VipoHujaTa co kBagpatute Ha LLlymkoBCku e BO Toa
LWITO anysujaTa Ha ManeBny ocTaHyBa CaMo BO HACIOBUTE,
M BO TOa LITO nonuuaTa nNpeTcTaByBa KOHCTPyKLUMja o4
pasHM WTULW, TPEOUYKU 1 XKMULUM KOU cnioped dhopManHaTa
opraHu3auuja BKkry4vyBaar TpeTa, HemckaxkaHa anyamja Ha
ylwiTe e4Ha MOOEPHUCTMYKA Napagurma: KyomucTuykiTe un
KOHCTPYKTUBUCTUYKUTE ObjekTu-penjedu. LLTo e ywrte
NoBOOYNMBO, 6EnnoT 1 3eNeHNOoT KBaapaT ce CaMo UBEPKU
npemaykaHu co 6oja Kako nognora, AoAeka, Nak, ApBeHUTe
npegMeTun LWTO M BpaMyBaaT 3payaT CO CBojaTa XuBa
Mefynrpa Ha MHOLUTBO AeTanu Kou n3bveaat Ha OHOT
Ha crnivkuTe. BeywHocT Moxe fa ce 3abenexu geka BoO
KOHTaKTOT CO 0OMYHMTE NpegMeTn, crnvkarta rv npudgka
HUBHUTE cneundurKkn, Npeorajkn co Toa BO aHOHUMHOCT
Onaejkn cera ce Tue KOu ja 03HavyBaaT KakO U3BECEH
cepuckn nspaborteH npeagmer. Ho, nputoa, He MoOXe
Aa ce NpeBMaM Aeka of CBOja CTpaHa crnukata € oHaa
LeHTpuneTanHa cuna WTo M geTepMnHMpa KOHTEKCTOT,
OfHOCUTE U coApXMHaTa Ha npeameToT BO AenoTo.
Hej3anHMOT BepTMKaneH, XOPU30HTasEH UM reOMETPUCKN
npecek r'v HaeegyBa Aa Ce ogHecyBaaT Kako ereMeHTU
BO hurypa, nejsax unv anctpakteH nuk. Icto Taka, Kako
nonvua, rpega, Wwtuua, Tve ynaTtyBaaT Ha rpara, meben,
cTonapwuja, HO M Ha CKynnTypa, pegumejn, acambnax,
LWITO 3Ha4YM Ha oApedeHU OMnwTKM MecTa, Ha NPeTxogHo
MMEHYBaHM TOMOCKU, KON TyKa, BO TUe NpemMpexyBata Ha
MHOLUTBOTO 3HayeHa M NpeTcTaBum WTO rm nobyaysaar,
aobuBaaT efeH YydoOBMLLIHO CIMKOBEH MOTeHUMjan.
HakpaTko, ce cneBaaT BO OHUE ... 3€MCKWN CTBapu KOu
BO NMKOBHa hopma peanuaupaaT OyXOBHWU CeHULTa U
npusmaeHuja“. (Tomax bpeju)
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,B0o e8enu4yeHcmeeHama packow Ha 4yscmeama
npedussukaHu 00 dornupom, Mu ¢ e4uHU 0eka ce doghakam
0o aricmpakmHomo wmo e bapem 00 08e cmpaHu HO80;
e0Hama e cmpaHama Ha npemorysare U Mewane, a
Opyeama OHaa Ha Koja eeoMemapom ce omkaxyea 00
mepere 3a Oa au rnpoydyea eduHcmeeHuUme obnuyu,
ceodosu U XO0HUYU.“

AKO crimkaTa He e Hekoja nocebHa 1 egUHCTBEHA NpeTCTaBa,
TYKY CInMKa BOOMLUTO, CYNCTUTYT Ha Pas3Hu ApPYrn CIINKK, 1
aKko rotoBuTe NPegMeTn ce CaMO ONMLIETBOPEHN MOUMMU,
TOa 3Ha4yu geka cMme BO ,LapCTBOTO Ha 3HauuTe®, BO koe
rpaHMumTe Mery npucyTHOTO-MOjaBHOTO U OTCYTHOTO-
HEeBUANUBOTO MCYe3HyBaaT, Cce mnpeTonyeBaaT BO
¢haHTaszmMaropn4yHoO AOXMBYBake Ha BeKke LOXMBEaHOTO.
KoHcTpyKkumnjaTa Ha 0bjekTuTe e Taka KOHCTpyKuMja Ha
MHOLUTBO Pa3fn4HO O3Ha4YeHn MecTa, eqeH apTudumumneneH
LNej3ax” WTo ce WnpU KOH HEeCnyTEHUTE rpaHUuM Ha
UMarnHapHOTO Y UICTOBPEMEHO Ce CTECHYBA KOH jagpoBuTara
eHeprvja Ha maTepwujasiHoTO, Ha CyncTaHLUMjanHOTO.
HejanHaTa npMBMAHO reoMeTpurcKa cxema ce pacnara noj
HEeCOBMNaAMBOTO M CIOG0AHO hOpMUPaHE Ha PAMHUHUTE,
BPBOBMTE, NpeceuuTte, OONMHNUTE LWITO FO UCTUCHYBaar
NPOCTOPOT, CpacHyBajkn BO egHO Teno. [NornegoT wTo
ja uctpaxyBa rpagbarta Ha KOHCTpyKUMjaTa, ja HanywTa
norpebaTta ga cuHTETM3Mpa, Aa Cymupa, 3awTo BO Toa
NnocToOjaHO MpenneTyBake U Melwawe Ha obnuuyuTte,
CEeKOj 04 HMB ro NOTTUKHYBa 3HA4YEHETO Ha OHOj A0 HEro,
npeau3BUKyBajky Bepura Ha acoumjaumm WTo ja obnukyeBaat
npeTcTaBaTa Bo cBecTa 1 (haHTasnjaTa Ha HabrbyayBayoT.
CeTo OHa WWITO rO ocTBapyBame Mpeky nepuenuujata Ha
OenoTo, NPeKy CETUITHUOT nornen, ce pedrekTmpa Kako
camounckycTBo. OcMucnyBajku ja MatepujaTa n HejanHaTta
dopmMa, CETUITHUOT Morneq ro Npuonmkysa 06jeKkToT Kako
€[leH eHTUTET KOj HX ro Bo3BpaKka normneaoT, Kako ornegano
BO KO€e Ce OrfiefyBa BHaTpeLIHOCTa Ha Cy0jeKkToT.

Co nomecTyBaHETO Ha CITMKOBHOCTA BO MaTepwujanHoTo,
CO MOTEHLMPaETO Ha NPegMEeTHOTO, Ce YMHU Kako of
cnukarta a OTCYCTBYBa Hej3nHaTta COncTBeHa Bosja aa ja
06nukyBa cTBapHocTa. Ho oBa MHTPOBEPTHO MOBIEKYBaH-€
O4 rPaHNLMTE Ha HEj3VHNOT HagBoOpeLlleH OOnunK KoH
maTtepwujata Ha NMUrMEHTOT, Cenak He ro UCKIy4yBa KopnycoT
Ha CeTo OHa LUTO ja NnpaBu cnvka. Bo egHo oa nocneaHute
Aaena Ha LLlymkoBckn, HapeyeHo egHocTaBHo Mejsax (1990),
XOPU3OHTanHMOT hopmaT Ha NIaTHOTO U Hacnarute of 60ja,
KOja LUTO 0f NOCBETNUTE LpBEHMKABN TOHOBW BO OCHOBaTa
ce Npobu1Ba KOH TELLKUTE U TEMHU TOHOBY BO TOPHUTE 30HW,
acoumpa Ha HEKaKOB ancTpakTeH npeaen NosH co 3rycHaTa
aTmocdepa. Ho, ABe kpaTk1 U MacvBHM Tanmnu, NOCTaBeHn
AvjaroHanHo BO OONHUOT M FOPHUOT aron Ha crvkaTa,
WCTOBPEMEHO ja BpaMyBaaT M Kako [a U3HUKHyBaaT of



©oeHaTa martepuja, Koja LWITO ogegHall NOTCeTyBa Ha
3eMjeHa nogrnora. OcseH Toa, No cpeanHaTa e noctaBeHa
TEHKa neTBa LWTO ja Aenu cnukaTa Ha ABa ancTpakTHU
KBagpaTu, Ha ABe BpaMeHu nraTHa Kou ja ussullysaaT
cnukata BO BepTukana, a gnabuHara Ha KonopuToT ja
cBefyBaaT Ha NoBpLUMHA, AeKopaTuBHa TekcTypa. OBaa
nocTojaHa NPOMEHNMBOCT Ha NpeTcTasara, Taa unysuja 3a
HejanHaTa MHOTYBUAHOCT, Ha NocebeH HauYmH NpeTcTaByBa
nNpubnmxyBare 40 TpaguumnoHanHuoT trompe I'oeil, unu
Moxebu nogobpo peyeHO Ha pe-npeseHTaTUBHOCTA
Ha MKOHaTa, 4O CBETOCTa Ha CrivkaTta Koja e u3pas Ha
Kpeauuja Ha egHa nocebHa cTtBapHocT. [ponsneryBajku
o[, KOHCTpyKUMjaTa, O Taa CBETOBHa pamka, cruvkara ja
OCBOjyBa MOKTa a ro ocBeTryBa HEBUAMMBOTO, OHa LUTO
NnocTon BO AyXOT 1 OHa LUTO € HemmeHnuBo. PamkaTa, T0j
npodpaH MKOHOCTaC, He BOBEAYBa U He CrojyBa CO TENOTO
Ha crnukaTta, Koja NoBTOPHO, BO CTBapHOCTa He Bpaka Ha
CaMO Ha Hea CBOjCTBEH HauuH.

Sywama u menomo He ce pa3deojyeaam, myKy ce
Mewaam, HepackuHnugo, dypu U Ha koxama. Taka, dge
crioeHu mena He Moxam Oa YuHam cyb6jekm 0o08oeH 00
objekmom.*“

LinTatnute ce kopucTteHun og TekcTtoT Ha Muwen Cepec,
,[lem uyna, Bo: [leno, benrpaa, anpun-maj, 1989 (Michel
Serres, Les Cinque Senses: Philosophie des corps mélés,
Bernard Grasset, Paris 1985).

OpwuruHanHo nybnukysaHo: 3opaH [Netposcku, lNpoghaH
UKOHOCmac, ceema criuka, Bo katanor: JosaH LLlymkoecku,
My3sej Ha coBpemeHata ymeTHocT Ckonje, Oktomepu 1990
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[onemu BepTukanHu objektun, 1987, opeo, macno,
meTan, 238x72x20; 238x60x27; 238x50x31
Large Vertical Objects, 1987, wood, oil, canvas,
metal, 238x72x20; 238x60x27; 238x50x31

PacnpaBu 3a ob6jekToT

Hebojwa Bunuk (1994)

KoH 06nrkyBameTO

Haorajku ce Hekage Ha cpeamHaTa NoMery CriMKapckoTo
MUCIeHe 1 CKYNNTOPCKOTO 06nuKyBamne, LLymkoBckM ja
Jocera OHaa To4ka Ha OCTBapyBak-e Koja BO MOTMOMHOCT
ja Opuwe rpaHvuaTa nomery oBMe ABEe HajCOMepHUYKM
NVKOBHWM AucumnnuHun. CBeceH 3a HacneAcTBOTO Ha
MMoHepuTe Ha MOOEPHM3MOT KOU pagMKarnHo ja MeHyBaat
CBeCTa 3a TBOPEHETO NPEKY MeLlaHeTo Ha MeauymuTe,
TOj ja 3boraTtyBa CO ywTe efHa KOHUenuuja noBeke.
HeroBute gena He o3HavyBaaT MOMECTEH MW NPOLUMPEH
KOHLIENT Ha CKynnTypaTa (CKynnTypa nocraBeHa Ha suf);
Tne He 30opyBaaT 3a MOMHAKOB BWA CIMKAPCTBO (CMVKK
nsneseHu BO TpeTaTa AumeHsuja). Tue He o3HauyBaaT
NoHULWITYBake, TYKY AMCoKaumja Ha obata TepMuHa BO
obnacTa Ha Yy1cTarta NIMKOBHOCT, MOTOYHO, YACTOTO SIMKOBHO
obnunkysare. CeBKyNHOCTa Ha HUBHWOT EHTUTET MOXe Aa
6uge obmucnyBaH Haj6NMCKy A0 pamKUTe Ha TEPMUHOT
06jekT (yMeTHUYKM NpeaMeT). AKO purngHarta nivMHuja Ha OBOj
TepMWH nogpasbupa LUMPOKO nogpadje Koe ce nportera of
peov mejg oo ynotpeba Ha habprKyBaHW enemMeHTK, Toratu
objekToT Ha LLlymKoBCKM ja crnieam notecHata onpeaenta
KOja ce ogHecyBa Ha edHO Mofpadje Koe ce npoTera of
apTnduumenHo npepaboTteH peau Mejg A0 MOTNOMHA
apTMdUUMENHOCT. BCyLWHOCT, BO HErOBUOT TBOPEUKY KOHLENT
OCHOBHOTO MoaranuwTe e pegumejaoT, HO CamO Kako
WHMULMjaumja — KpajHaTa KOHCEKBEHTHOCT Ha OBOj KOHLIENT
3aBpLUYyBa BO CUMYSAKPYMOT Of, TPET CTeMneH, CMMynakpyMm
BO KOj OpUrMHanoT ce ryom.

KoH ,MejsaxunTe”

Ynotpebata Ha noseke u, npea ceé, Ha pPasHOPOAOHMU
Martepujanu Bo oBMe Aera ro nojacHyBaaT KapakTepoT Ha
BakBaTa onpegenba. LLlyMKOBCKM He ce orpaHuyyBa Ha
ynoTpeba Ha CKMy4nBO TpaauumMoHanHm matepujanu. Kora
HEroBoTo yMeTHU4YKO Gapare nma notpeba of peanusauuja
Ha KOHLEeNTOT TOj He ce cTera ga ynotpebu ce wrto 6um
MOXEJI0 Aa ro octBapu Toa bapare. Taka Toj nocera no
NPUPOOHU MaTepujanu KakBu LUTO Ce: NEeCOK, CTPYrOTUHN,
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bypHUP, OPBEHMN rPEAU UK MII04M, HO, UCTO Taka, 1 No 6oeH
NUrMeHT, MeTaneH MM, 3aBpTKW, a cé Toa ro obeanHysa
CO erokcuaHa cmora v nonuectep Kako MeamyMm.
HeroBaTa ymMeLHOCT My OBO3MOXYBa MOTMOSHa KOHTpora
Ha TEXHOIMOLLKNOT NPOLEC CO LUTO NOCTUrHyBa PasHOPOOHU
TekcTypu. Npeky HMB TOj 4OOMBa peLleHnja kom BO KpajHa
WHCTaHLa roBopar 3a efjHa coceMa MouHaKkBa Iornka Ha
YMETHUYKOTO 06nmnKyBarse. lNoctaBeHo Ha SMOHOTO MaTHO
oBa 06n1KyBaH-€e HECMOPHO € pedhepeHTHO Ha CrnkapckaTa
normka. CnuMkapckoTo yLlITe NoBeKke e HarfaceHo co
HacrnoBute Ha penata: [lejsaxu — acoumjaTMBHOCT
Ha npegenu, npocTpaHcTBa. MeryToa, npefenvte Ha
LLlymMKOBCKM HEMaaT HULITO 3aeOHWUYKO CO Npupoaara; tue
ce [0 TOj CTerneH aBTopedepeHTHM LUTO CTaHyBaaT KIOHOBM
Ha opurMHanoT 1 NOBTOPHO AeTepMUHaLujaTa ce Bp3yBa 3a
CUMYnaKkpyMuTe of TPeT CTemneH.

KoH geduHnuymjata

HedvHnpar-eTo Ha BakBaTa NOBEKECIOJHOCT Ha Aenarta
Ha LLlymKOBCKM ce ogHecyBa Ha NMocTaByBa-e€TO Ha ABa
MOXHW MPUHLUUNKW: NPeKy OEKOHCTpyKuujata u npeky
pedepeHTHOCTa KOH apTudunumenHata npegmeTHOCT.
[loKonKy OeKOHCTpyKuuMjaTa, BO HejauHaTa npowuvpeHa
cMucna, a NpUcyTHa Ha CEMaHTUYKOTO HUBO, Ce OJHEeCyBa
Ha HMBOTO Ha OEKOHCTpyKuMjaTa Ha MeguyMuTe KaksBu
LUTO Ce CNMKapCTBOTO M CKynnTypaTa (pedepeHTHOCT KOH
crnvikapckara foruka n pepepeHTHOCT KOH CKynnTopckara
noruka), Toraw apTtuduuMenHata NpeamMeTHOCT ce
ofHecyBa Ha U3Haorame Ha novHakea obrmKyBayka forvka
n noctanka. Merytoa, n obete ynatyBaaT Ha Toa Aeka OB1E
Aena npunaraat Ha HoeaTta o6jekTta yMeTHOCT.

[enata koun BrieryBaaT Bo HoBata oGjekTHa yMeTHOCT
ce peTepMmuHMpaaTt TOKMY MpeKy IMKOBHOCTa. Tue
HemaaT pedepeHTHOCT KOH npefmMeTHaTa CTBApHOCT,
ounpejkn ja Gpuwart pasnukara Mery WUIy3MBHOTO U
KOHKPETHOTO; TMEe ja nmocegyBaaTt pauuoHanHocTa BO
NPOLECOT Ha KOHCTpyKUMjaTa, NpeKky cybjeKTMBHOCTa BO
YMETHUYKNOT NpoLec Tue ce BTOMyBaaT BO MEKOCTa Ha
,MajCTOpPMCYBaHETO" N, KOHEYHO, MOBTOPHO CE OCMUCIIEHMN
BO KOOpAWHaTUTE Ha JIMKOBHOCTA CO BpaKaheTo Ha
narybeHarta aypaTU4HOCT Ha YMETHUYKOTO Aeno. Taka,
genaTta Ha Hoarta oGjekTHa yMETHOCT, BO KOW craraart
1 genarta Ha JosaH LLlymKoBCKKW, ce UMNNUUMUTEH Aen Ha
YMETHUYKOTO TBOPELLTBO BO NOCMEOHNTE AeCETUHA FOAUHM.

OpuruHanHo nybnukyBaHo Bo katanorot: 22. Bienal
Internacional de Sdo Paulo, Sao Paulo, Brasil, 1994
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Yappak 2, 1989/1990, macno Ha nnaTtHo, Necox,
apBo, 156x255x20, 36upka Ha MCY, Ckonje
Chardak 2, 1989/1990, oil on canvas, sand, wood,
156x255x20, Collection of the MoCA, Skopje
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BeptukaneH o6jekt 5, 1990, gpso, macno Ha
nnaTHo, Necok, MeTanHu 3aBpTku, 232x120x95,
36upka Ha MCY, Ckonje

Vertical Object 5, 1990, wood, oil on canvas, met-
al screws, 232x120x95, Collection of the MoCA,
Skopje



O6jexTt, 1989, opBO, Macno 1 Necok Ha nnaTHo,
160x147x43, 36upka Ha MCY, Ckonje

Object, 1988, wood, oil and sand on canvas,
Collection of the MoCA Skopje
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Mejzax I, 1990, macno n enokcupg Ha nnartHo,
apBo, 90x112x12

Landscape I, 1990, oil on canvas, wood,
90x112x12

Ha cnpotusHaTta ctpana: Nejsax, 1989, macno Ha
nnatHo, Apeo, 138x260x23

Opposite page: Landscape, 1989, oil on canvas,
wood, 138x260x23
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Yappak, 1989, wmacno Ha nnatHo, nOpBO,
138x203x46
Chardak, 1989, oil on canvas, wood, 138x203x46
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Marnep oa noctaekata Boga|Sug / Installation view from Water|Wall:

lope: O6jexT, 1989, macno Ha nnaTtHo, ApBo, 160x147x43, 36upka Ha
My3ejoT Ha coBpemeHa ymeTHOCT Ckonje

Above: Object, 1989, oil on canvas, wood, 160x147x43, Collection
Museum of Contemporary Art Skopje

Ha cnpotuBHaTa ctpaHa: Cangak lll, 1989, macno Ha nnatHo, ApBo,

meTan, 200x120x55
Opposite: Case lll, 1989, oil on canvas, wood, metal, 200x120x55
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Hone neso: OGjekT 4, 1988, macno Ha nnaTHo,
apso, 115x100x25

Below left: Object 4, 1988, oil on canvas, wood,
115x100x25

Ha cnpoTuBHata ctpaHa: O6jekT, 1989, macno Ha
nnatHo, Aapeo, 160x147x43, 36upka Ha MysejoT
Ha coBpeMeHa ymeTHocT Ckonje

Opposite: Object, 1989, oil on canvas, wood, Col-
lection Museum of Contemporary Art Skopje
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Warnep oa noctaekata Boga|Swupa / Installation view
from Water|Wall:

JleBo: lNpeceyeH nejsax, 1988/89, macno Ha nnaTHo,
apso, Metan, 160x167x20

Left: Disected Landscape, 1988/89, oil on canvas,
wood; 160x167x20

[ope: Canpgak Il, 1988/89, macno Ha nnaTHo, ApBO,
160x147x43

Above: Case Il, 1988/89, oil on canvas, wood,
160x147x43
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Mejsax 1, 1992, npBeH chypHUP, MACIO Ha KAPTOH,
enokcug, Apeo, 145x155x11

Landscape Il, 1992, wooden coating, oil on
cardboard, epoxy, wood, 145x155x11

CrtpaHa 64: lonem oGjekt, 1987, nopeo, Macno,
necok, 190x120x30

Page 64: Large Object, 1987, wood, oil, sand,
190x120x30

CrpaHa 65: CaHpak IX, 1991, macno u TyTyH Ha
nnarHo, Apeo, 120x108x24, concteeHocT HuHa 1
Hukona MaHarapos

Page 65: Case 1X,1991, oil and tobacco on
canvas, wood, 120x108x24; Collection of Nina
and Nikola Managarov
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lope: O6jekT, 1991, macno, enokcua 1 Necok Ha
nnaTtHo, ApBeo, Aenosu og meben, 52x101,5x11
Above: Object, 1991, oil,epoxy resin, and sand on
canvas, wood, parts of furniture, 52x101,5x11

Ha cnpotusHata ctpana: Nejsax 1V, 1992, npseH
dypHMp, Macno, nonuectep, APBO, KapTOH,
metan, 153x118x11

Opposite: Landscape [V, 1992, wooden coating,
oil, polyester, wood, cardboard, metal, 153x118x11
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lope: Mejsax Ill, 1992, gpeBeH dypHup, macno,
enokecua, Apso, 159x105x11

Above: Landscape Ill, 1992, wooden coating, oil
on cardoboard, epoxy, wood, 159x105x11

Ha cnpotuBHara ctpaHna: MNejzax V, 1993, macno,
NMecok M ernoKcMaHa cmora Ha KapToH, ApBOo,
metan, 150x106x16

Opposite: Landscape V, 1993, oil, sand and epoxy
on cardboard, wood, metal, 150x106x16
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(ABTO)PE®JIEKCUN

72

(SELF)REFLECTIONS

1992 - 1996



Hen op Tpuntnx, O6jekTM co cmona
(AsTonoptpet), 1993/1994 nonuecTep,
doTorpadumja, apBo, 39,5x32,5x7 (x3)

Part from a triptych, Objects with Resin
(Self-Portrait), 1993/1994, polyester, wood,
photography 39,5x32,5x7 (x3)
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[ope: Btopa nnodva, 1994, nonuecTtepcku nnoyu,
doTorpadumja, metanHu gpxaun, 30 x 20 x 15 (x4)
Above: Second Plate, 1994, polyester plates,
photography, metal hangers
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[ecHo: O6jektn co cmona (AsTonopTper), 1993/1994
nonvectep, gotorpadmja, apso, 39,5 x 32,5 x 7 (x3)
Opposite: Objects with Resin (Self-Portrait),
1993/1994, polyester, wood, photography 39,5 x
32,5x7 (x3)
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Bupeo cnajoosu (getars), 1994, nictanaumja Ha ,Im-
age Box: NoguwHa mnanoxba Ha Copoc LeHTapoT 3a
coBpemeHn ymeTtHocTn“ Ckonje; ocym TB anaparu,
NONMecTepCcKn NIoYn, MeTanHu obpaum

Video Slides (detail), 1994, instalation, Image Box:
Annual Exhibition of SCCA Skopje; eight TV monitors,
polyester plates, metal
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[ope n cnegHuTe ABe cTpaHu: Buaeo cnajoosu,
1994, nHctanauwja Ha ,Image Box: lNoguwiHa
nsnoxba Ha Copoc LieHTapoT 3a COBPEMEHU
ymeTHocTn* Ckonje; ocym TB anapatu,
nonumkapboHaTHW NNoYn, MeTanHu obpaym
Above and following two pages: Video Slides,
1994, View form the instalation at the Image
Box: Annual Exhibition of SCCA Skopje; eight TV
monitors, polyester plates, metal
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AcnekTu Ha dKTyenHaTta yMeTHU4YKa cueHa

BaneHtnHo Oumuntposcku (1996)

Bo noyetokoT Ha 1990-Te roguHu JosaH LymkoBcku
ro 3a0KpyXW MCKa3oT Ha (POHOT Ha nocpedyBaHuUTe
KOHCTPYKTUBUCTUYKN UCKYCTBA, LUTO C€ M3HeOpWu Kako
CBOEBMHa BU3yenuaauuja n 06jekTmBm3aumja Ha “cBeToTo”
n “npocpaHoTto”. Co peTka YyBCTBUTENHOCT, CO MEKOCTa Ha
“mMajcTopucyBaneTo” ce NOCTUrHa OHaa MHTUMU3aLmja Ha
TPOAMMEH3NOHANHMTE KOMMO3WLIMKN NOCOYeHa BO AenaTa
Ha T.H. “HoBa 006jekTHa yMeTHOCT".

Ho koH cpeguHaTta Ha deueHujata ce CrnyyYn U3BEeCHO
OTKNoHyBawe of coductmympanmor “O6jekT* KoH
CBOEBUAHO OTBOpake KOH MPOCTOPOT BO OyXOT Ha
aKkTyenHata ambreHTanusaumja Ha YMETHUYKUTE MPaKTUKN.
OBa Gewe crnegeHo M Co M3MeHa Ha maTepujanuTte
n nsBegbeHata TexHuka. Ce jaByBa HEOMXOO4HOCT O
CUEeHNYHO 3aTeMHyBaw€e N akKUueHTUpaHa I/IJ'IyMI/IHaLI.I/Ija.
HDenata (Ha Image Box, 9 Y: Hoea makeOOHCKa
ymem+ocm Bo Ckonje n Balkan Art Bo Hoen Cap) ce
COCTOjaT o4 UCToBeTHM noegnHevyHn enemMeHT U HUBHO
cepujanHo nosp3yBawe. OBaa “npucmna“ Ha UCTOBETHOTO
N NPUMEHETUOT NadeH CxemaTm3am, Kako TEXHOrOoLLKa
KOMMOHEeHTa, AenyBa KOHTPacTHO BO OAHOC Ha 6OYHOTO
oCBeTMyBake, NPeCcMeTaHo Taka LWTO ja moTeHuupa
NMKOBHaTa MHTepBeHUWja, TeKCTypaTta Ha ekcroHaTuTe
U NoNMecTepcKknTe nNoyun. TkaekweTo BO HU3a, BO (hpus,
MYNTUNIIMKTUBHNOT Pa3Boj Ha TeKcTyparta Ha nno4yurte u
“MUCTMYHMTE" MMNYNICK Ha OCBETIYBaH-€TO, BO COOEjCTBO
CO MOHYMEeHTanHaTa noctaBka Ha uenvHaTa, co3gasaat
n3BecHa aypa Ha TavHCTBEHA CTPOrOCT ... UCHEKYBaH-E.

CynTunHaTta urpa Ha NUKOBHOTO W TEXHOMOLUKOTO,
Ha “cBeToTO“ M “npodaHoTo” NOBTOPHO € BO urpa. Ho
peTtopukaTta cera e noumHaksa of oHaa Ha 1980-Te roanHm
1 anyavpa Ha AnabuHCKUTE MEMOPUCKU 3amnncu.

M3Bagok o opurmHanHo nyenukyBaHWOT TEKCT: BaneHTMHO
OumuTtpoBcku, Acnekmu Ha akmyesiHama yMemHu4ka
“cuyeHa”, Bo lonemoto cTakno, 6p. 4, My3sej Ha coBpemeHaTa
ymeTtHocT, Ckonje, 1996
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Bupeo cnajoosu, 1994, netanuogvHctanaumja
Ha ,Image Box: NoguwHa n3noxba Ha Copoc
LileHTapoT 3a coBpeMeHn ymeTHoctu® Ckonje;
ocym TB MoHuTOpM, nonvkapboHaTHU nnoyu,
mMeTanHu obpayn)

Video Slides, 1994, details from the instalation
at the Image Box: Annual Exhibition of SCCA
Skopje; eight TV monitors, polyester plates,
metal
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Exo, 1995, uHctanaumja Ha wusnoxbata ,9 2 HoBa MakemoHcka
ymeTtHocT®, My3ej Ha coBpemMeHaTta ymeTHoCT CKonje; enoKCUAHM Moyu,

Yenu4HU NEHTU, OCBETYBakE
Echo, 1995, instalation, view from the exhibition 9 1/2: New Macedonian

Art, Museum of Contemporary Art Skopje; epoxy plates, steel tracks,
ligting



[ope u ctpaHu 86-87: EXO, 1995 (pmetarmb
O[L OpurvHanHata WHcTanaumja u uarnes of
nocTaBskaTa Ha usnoxbata Boaa|Sua, 2020/21)
nonvecTepcka cmora, Necok, MeTanHu NeHTH,
OPBEHN MOMMLM, Pa3NUYHN AUMEH3UN

Above and pp 86-87: ECHO, 1995 (detail
from the original installation, and view from
the installation at the exhibition Water|Wall
2020/21), polyester epoxy, sand, metal tracks,
wooden retainer
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Bo ouyekyBare Ha TomnuoT 6paH, 1996, usrnen
on usnox6arta Multilingual Landscapes, SCCA
Annual Exhibition, BunHuyc, llutsanuja, 1996;
anyMuMHWyMcKa Mnoya, enoKCMAHW Nio4yun, net
namnu, ApBeHa nonuia, OCBETNyBaHe

In Expactation of the Heatwave, 1996, view
from the installation at the exhibition Multilingual
Landscapes, SCCA Annual Exhibition, Vilnius,
Lithuania, 1996; aluminium plate, epoxy plates,
heating lamps, wooden shelf, lighting;
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Ha cnpotuBHaTa cTpaHa ¥ [OecHo: 3aTBOpeHO
exo, 1996; nHcranauuja, 300x150x70; enokcnaHu
nnoyu, 35x75; metanHu Hocaun, 70x35; YenuyHm
neHTn; conctBeHocT : Mysej Ha coBpemeHaTta
ymeTHocT Ckonje

Above and opposite: Closed Echo, 1996;
installation, 300x150x70; epoxy plates, 35x75;
metal holders, 70x35; steel tracks, ; collection of
the Museum of Contemporary Art Skopje

[MpeTxogHuTe OBe cTpaHuum: 3aTBOPEHO €xo,
1996, mn3rneq o vHcTanauujata Ha umanoxbara
,<3payera“ Bo Japan Foundation Forum, Tokuo
2001

Previous two pages: Closed Echo, 1996, view
from the installation at the exhibition Radiations at
the Japan Foundation Forum, Tokyo 2001
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Hap noBpwwuHaTa

Jazo MNnaeeBcku (1997)

lMpeaMeT Ha MHTEpeC Ha OBOj KaTanor e npe3eHTauujaTta Ha
aenara Ha JoaH LLlymkoBCK#M LUTO TOj NOYHyBa Aa rv pabotu
oa 1992 roguHa. Bo oBaa rognHa, no HEKONKYroauLHO
paboTewe M ekcrepuMeHTUpawe CO enokcuagHata u
nonuectepcka cMmona (6e3 BUOHU apTUCTUYKM Hamepw,
aKTVMBHOCT MOBeKe NoBp3aHa CO HEroBU €rancTeHLMjanHmn
notpebu), Toj ja cozgasa “lNnoya 1%, 06jekT Koj Ha NoBeke
HMBOa (KaKo TeXHMKa 1 Kako KOHLIeNT) ke buae pasnuyeH og
jasnyHNTE KOOOBU N TEXHUYKUTE M3BeaOm kom Gea Heroeu
npeno3HaTiMBK aBTOPCKN UCKa3W.

Bo nogouHewHnTe uHCTanauum m o6jeKkTn MOXHO €
npoHaorake Ha KOHTUHYUTET CO NPETXOAHO UCTPaXKyBaHUTE
dopmMU 1 TEHAEHLMM, HO BO MOMEHTOT Ha CO30aBaH-eTO
Ha “Inoya 1“ cocTojbaTa Ha MHBEHTUBHOCT BO paMK1TE Ha
COMNCTBEHUTE NIMKOBHU pasMuCrlyBatba € AOMUHaHTHa. Toa
€ LipHa KOHBEKCHa nro4va co oopmat 61 x 61cm. HejanHata
MOBPLLMHA € CKOPO MAaeanHo MasHa, nma Marky 3aobneHu
paboBu, a NpUCyTHOCTa Ha onpeaeneHn KonuvecTea
KBapLeH MecoK M MeTariHW CTPYrOoTUHW BO TeMHaTa
CTPYKTypa Ha maTepujanoT OBO3MOXYBaaT NMpocjajyBare
Ha ronem 6poj ceeTnu Touku. MNMopagn KOHBEKCHOCTA Ha
06jeKkToT, MasHaTa NoBpLUMHA U HEFOBUOT TEMEH [ONEH
CIoj, Ha NoBpLUMHATa Ha nnoyaTta ce CKOpOo MOCTOjaHo
NPUCYTHW Ofpasun Of HejsanHaTta okonuvHa. [JenoTto octaea
BMNe4yaToK Ha WHAYCTpUCKM n3paboTeH npowusson 6es
HUKaKBM EKCMpeCcUBHM Tparn Bo HeropaTta peanusauuija.
BabenelukaTta og npeTxogHaTa pevyeHuua BepojatHo 6u
Tpebano ga ynatm Ha nubnuxyBarweTo Ha LLymkoBCku
KOH HEeKou ernemMeHTn o MuHumanuamot. OnpegeneHu
Aena of aBTOPCKMOT Kpyr 6nmu3ok Ha LymkoBcku of
roguHuTe BegHaw no 1992 r., ncto taka HocaTt Geneaun og
TEHAEHUMMTE Ha JouHaTta modepHa. HejsnHoTto BnvjaHme
€ noeeKe BO (PyHKLUMja Ha OTKINOHYBah-€ Of NPETXO4HUTE
(ekcnpecuBHU MNn eHOPMENHM) UCKYCTBa, OOHOCHO
HUBHO CTULIYyBah-e M NpedopMynmnpate BO MOAENN LUTO
Ke rpagaT npeTcTaBu 3a rnorofiema KOH3MCTEHTHOCT Ha
dopmaTa BO KOja € MOXXHO [1a Ce HAaceTu HeKoja 3agHNHCKa
NPUCYTHOCT Ha HapauujaTta. Bo egHa nowwmpoka cMmucna
“Mnoua 1 moxeme aa ja ngeHTnrKyBamMme Kako 4eno nosa
BMMjaHMe Ha JoLHaTa MogepHa, HO BO HaTaMOLLHMOT TeK Ha



CTPYKTYpUpaH-ETO Ha NIMKOBHATa MUcNa Ynjaito nodbyaa ke
Ouae oBa ocTBapyBake, 40 U3pa3 Ke JojaaT TeHaeHUMnTe
LUTO Ke M MHTpUrMpaar aBTopuUTe of CNOMEHaTUOT Kpyr
BO AeBefeCcTTuTe roguHu. TEeXHOMOLKUTE peLleHuja Ke
OoCTaHaT BO OCHOBa UCTW, a BHATPELLUHOCTa Ha nnoyara
Ke buge obenexaHa co eH(OpPMENHUTE MCKyCcTBa Ha
LLlymkoBckn. Hajuecto Tne ke buaat ynotpebyBaHu Kako
OenoBu of MHcTanauuu, a cumbonuyHata CTpyKTypa
Ke ce rpagu nNpeTexHo Ha PeHOMeHUTe LITO nnovnTe
rM npeamsBuKyBaaTt UNuU WTO MM nocegyBaaT — MasHa
NnoBpLUMHA, NpocjajyBatba O KpUcTanHute matepujanu,
onpasu, pednekcu UTH. HeekcnpecrBHaTa nocrarnka ke
ovae npumeHyBaHa BO (hbOopMMpPaHETO Ha NMPOCTOPOT
BO KOj ke buae noctaBeHa vHcTanauuwjata. Bo temHoTo
OMKpY>XyBake Kafe LITO MPUCYTHOCTa Ha MeTarnoT Ha
WHCTanauunjata n HameTHyBa CTyAeHa, MMnepcoHarnHa
OVMeH3uja ce crnyyyBaaT KOHTPOMUPaHUTE OMNTUYKM,
CBETMOCHM U cUMBONUYKK CrnoesBu Ha genoTo. Bo asete
WHCTanaumm peanusmpaHu no “lnouya 1“ (egHaTta Ha
nanoxbaTta Image Box Bo Ckonje u BTOpaTta Ha 12.
MeryHapogHo GueHarne Ha cuTHa nnacTtuka Bo Mypcka
CoboTta BOo 1995), 3abenexnMBo € BHUMATETHOTO
npucTanyBare KOH OTBOPEHUTE MOXHOCTWU HacTaHaTu no
“Mnoua 1. Co HuB LLlymKkoBCKM ro 3aTBOpa NPETXOAHUOT
nepuog Ha gena paboTeHn cnopes norvkata Ha MoaenoT
Ha “HoBaTta objekTHa yMETHOCT U NOYHYBa KOHTUHYMPaHO
ha ce peanusmpa npeky uHctanauuu. lNpeTxogHuTte
MCKyCTBa BO OCHOBa HemMa fa ougat HanywTteHu. ObjekToT
BO eiHa HamareHa coMCTULMPAHOCT U MoHaTaMy ke buge
NPUCYTEH, HO ke Bruae BMETHAT BO MOUHAKBU KOHTEKCTU U
NPOCTOPHMU KOHCTENaLuuu.

Bo npearta nonoBuHa Ha AeBedeceTTUTE, Kora HapaTMBHOCTA
BO NIMKOBHaTa YMeTHOCT BO MakeoHuja nmalle TeHgeHumja
KOH Mpe3acuTEeHOCT, Na Oypy 1M NPOU3BOACTBO Ha LUYyM,
LLlymKOBCKM ce OpuveHTMpa KOH 3aTeMHyBawe Ha buno
KakBa BepbanHocT. Toa e BepojaTHO MOTEr CO KOj TOj caka
Oa bvae Ha gpyrata cTpaHa of CnoMeHaTuTe TEHOEHLNM,
HO Mpawake e KONKy OyXOT Ha BpemMeTo MoXe Aa
Ounpe HanywTeH 6e3 noronemu unu nomanu Tparu. Bo
HEeroBuoT crny4vaj ce paboTu 3a npedopmMynmpawe Ha
ofpeneHn TeHgeHuMn. 3amarnyBaHeTo Ha OCTpMHaTa Ha
ynoTpebeHnTe 3HaLn, OAHOCHO NOCTOjaHOTO NpedpnyBatke
Ha TEXULLTETO Of, €4HO HMBO Ha ApYyro, co3nasa atMocdepa
BO KOja Ce HaceTyBa efHa “... MaTeHTHa HapaTMBHOCT..."
(H. Bunuk). Toa e HapaTMBHOCT BO 4uMjallTo no3aguHa
ce 4yBCTByBa npucytHocTa Ha CduHrata, MUTOMOLLKOTO

CYLITECTBO LUTO NocTaByBa 3araTku. HeroBuTe 3HaAKOBHU
Mogenu HocaT npeA3Hak Ha napabonu — napabonu Bo
OHaa cmucna wTo UM ja gasa AsepuHues (‘lNMoeTuka
paHOBU3aHTUCKE KreKeBHOCTU®, Beorpan, 1982, ctp. 165),
nuwyBajkm aeka napabonarta e “Bo BGykBanHo 3Hayewe
‘nokpaj—chpneH-300p‘: 360p LUTO HE CE HACOYMI KOH CBOjOT
npeaMmer, TyKy nyTa, nebaee, rv onuilysa CBOUTE KPYroBu
‘nokpaj’ Hero; napabonara He ro UMeHyBa KOHKPETHOTO,
noBeKe caka fa ro npekpue co 3aratka.” lNotpebata of
HeKoj cTeneH Ha MUCTUYHOCT LWTO Tpeba Ha uHcTanauwjaTa
0a n ja page cakaHata aTTMocdepa, BepojaTHO U ro
ycMmepyBa jasu4HUOT Moaen KoH napabonata. Ho ocseH
Ha HMBO Ha KOHTEKCT, Hea ja Haofame M BO ja3u4yHaTa
CTPYKTypa Ha nnouute. Martepujanute n npegmetute
ynotpebeHn Bo HMB, CO34afeHn WNWU HajaeHun, nvaart
TeHAeHUMja [a ja codyBaaT Tpararta O, HEKOj HacTaH unu
NWYHOCT (da HocaT COMNCTBEH MEMOPUCKN 3anuc) nnu ga
copafart wunysuvja 3a egHa BakBa cocTojba. [Mopaaun Toa,
TMe BO nnoumTe Tpeba Aa GuaaT couvyBaHW, OAHOCHO
hUKCHpaHn 1 KOH3epBUpaHW. Tue ce NoCTaBeHn BO O4HOC
LWTO nNpeTnocTaByBa MOXHa MNoBp3aHOCT. MomeHTOoT
Ha nuaraBarta, HecTabunHa coctojba Ha oBMe OOHOCH,
BepojaTHO € [AOMMWHAHTEH BO KOHCTUTYyMpaweTo Ha
GapaHuTe npeTcTaBn. EHMrmaTnyHoCTa Ha OBUME NpeTcTaBu
HeMa Hamepa Jda co3gage Hekoja aMOueHTarHoCT,
oCTBapyBaH-€ Ha MPOCTOP BO KOj ke MOXe [a ce gonpar unm
MOYyBCTBYBaaT HEKOW TaMHCTBEHM NOTpebu, TyKy e noBeke
BO (pyHKUMja Ha co3aBane Ha ja3uyeH NpocTop BO KOj Ke
GuaaTt cMecTeHu coHuwTaTta, cnyvyBakara of MrnagocTa
nnu pacumHauumnTe o4 MOMEHTOT 3a LUTO HE NOCTOjaT HUTY
MOXHOCTW HWUTY MaK Hamepu 3a HUBHO 0Opa3noxyBatse,
noumpame, geduHupare Unn paspellysame. Tue ce
0cnoboAeHN 0 HUBHUTE eraucTeHLMjanHn TEH3UN U HeMup
1 npedpneHun ce Bo cdeparta Ha 3aratkata. CyncruTyuujarta
nma obnuk Ha dacumHaumja.

ExoTo Ha Tpu HMBOa WTO LLIYMKOBCKM ro npe3eHTnpa Kako
COMCTBEHa aBToOpCKa Mo3uuuja Ha NOYETOKOT Ha OBOj
KaTanor, noceayBa CrM4YH1 Hamepu 1 notpebu. Toa TUBKO ja
Hy[M NoKaHaTa 3a y4eCTBO BO CO34afeHMOT CBET Ha 0gpasm
n pecnekcn. OBOj xepmeTr3am rbybn ga Mma OpyLUTBO.
KoH Hero Tpeba aa ce npuvjaoe kako npepq 3aratka une LTo
paspeLlyBaH-e € UCMOSTHETO CO MHOTY UHTYUTUBHM 06mauw,
HMKOraLl CO KOHEYeH 0AroBop, HO CO MocTojaHa notpeba
o, HEMUPOT Ha CraTKOTO 3aJ0BOJSICTBO Of Hej3nHaTa
MPUCYTHOCT.

()
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“Hap nospwwuHaTa“, HajHOBaTa WHCTanaumja Ha
LymkoBcku, peanuanpaHa Bo MysejoT Ha 'pag Ckonje,
rMaBHO ja 3a0KpYXXyBa KoHLenuujata 3ano4yHara Bo “Exo*
on 1995 r., Ho BO ornpegeneHy AMMEH3MN HaBrerysa BO
HOBM MNACTUYHM KOHCTEMNauMmn LITO Ha AernoTO HYXHO
My OBO3MOXYBa MOVHaKBW, MOXebun of nepcrnekTnea Ha
rnopaHeLLHNTe OCTBapyBarba, HenpeaBUAINBIM pesynTaTy.

MHcTanauwnjata e noctaBeHa BO e4Ha NpocTopuja Ha
Mys3ejoT koja mocegyBa HEKONKY OCOOEHOCTM LWITO ja
n3gBojyBaaT o BoobuyaeHaTa norvka Ha ranepucku
npocTtop. Bo ogHoC Ha ocTaHaTUTe canoHu BO NPU3EM]ETO
Taa ce Haora Ha HVMBO MOZ HUB, NP LUTO €4HO Maro nnaTo BO
MOYETOKOT Ha NpPOCTopMjaTa OBO3MOXYBA LIENOCEH Npernesn
BO HEj3NHMOT NpocTop. Bo 0agHOC Ha ocTaHaTuTe CanoHn BO
npu3emMjeTo Taa ce Haora Ha HMBO Nof, HUB, NP LWITO €4HO
Mario nraTto BO MOYETOKOT Ha NMpocTopujata OBO3MOXYBa
LenoceH nperneq Bo HejauHnoT npocTtop. O pasnuyHu
MPUYMHM OBOj CarioH Ma BM3yeriHa KOMyHMKaLmja Co HEKOU
apyrv genosu og My3ejoT (egHa uctopmcka nocraeka Kako
1 HepeanuanpaH U3nox0eH NpoCcTop LUTO BO OBOj MOMEHT
Ce KOPUCTW OEeMnyMHO Kako cKrag v AenyMHO Kako Oeno).
CnomeHaToTO MNaTo AaBa MOXHOCT Ja ce Buau uenarta
WHCTanauuvja, a UCTOBpeMeHo Aa ce buge v Hageop of
Hea, Jo4eKa BU3YernHOTO OMKpYyXXyBake Ha mpocTopujaTta
OCTaHyBa Kako MEMOPUCKM 3anuc 3a Hea BO HOBOTO,
OHeobu4eHOo none co3gageHo of TeMHuHaTa. [ogoT Ha
OBOj TEMEH MPOCTOP € NoA BoAa, YmjawTo AnabounHa (2cm.)
nopaawv upHaTta nogsiora nog Hea € TEeLUKO BU3YyeriHO Aa
ce onpegenu. Hag Hea (BO MpodomkeHne Ha ckanute og
BME30T) € NMOCTaBEHO CKerne Koe 0BO3MOXYBa BrieryBame
BO NPOCTOPOT Ha UHCTanaumjata. HajmHory okony ckenerto,
HO M BO ApyruTe OenoBU Ha MHCTanauujata, Ha HUBO
Ha BoAeHaTa noBpLUMHA ce nocTaBeHn 18 TpkanesHu
nnoun (omujametap 38cm.). OcBETENHM Ce CO HAaCOYEeHOo
OCBETNyBakb€ LUITO MMa Marno BnjaHMe Ha OKonuHaTa,
HO OBO3MOXYyBa KOHTpPOMMpaHu pednekcu no upHuTe
MEepMepHU SUOoBKU Of carnoHoT. Ha yetnpn mecta (of
nnatdopMuTe Hag CanoHOT) Kane BoAa. 3aoKpyKyBaH-eTO
Ha BeKe cnomeHaTtunoT “Exo“ moaen ce ogHecyBa, npep cé
Ha KOHTPONMPaH-ETO Ha OCBETITYBaH-ETO U pedbriekcnTe BO
uenaTa nHcTanaumja (Bo NpeTxogHUTe crydaun onpegeneH
LWYM Ha OBa HMBO Aoaralle nopagu BKIOMyBaweTo CO
HEeKou coceaHu gena og rpynHuTe nanoxom) n asTopoBoTo
obpasnoxeHne 3a jasnykMoT MOZEN NOrO4EH 3a TOMNKyBake,
OOXNBYBaH-€ Ha MHCTanauumjata, objaBeH BO OBOj KaTasor.

[MnoynTe NOBTOPHO MMaaT M34BOEHO MeCTO. 3a pasnuka
Of, NPETXOAHUTE MHCTanauum Kkage Wio Tue HenpevyeHo
MOXea [a ce cornegyBaaTt Kako gen of enoTo, Ho
M Kako CaMOCTOjHM eneMeHTW, OBOojnaT MocTou eaHa
peanHa guctaHua nomery HWB M rnegaqyot, OAHOCHO
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Ha Oeno e HUBHOTO LIeNOCHO BKMOMyBakwe BO TENOTO
Ha uHcTanauunjata. bapem Ha nps nornes. BeywHocT,
BEpPOjaTHO KaKo HUKOraLl Npes 0Baa MHCTanauumja, BO HUB ce
BTOMEHM ronem 6poj hoTorpacun, NnpeameTn, MaTepujany,
00jeKkTn Ha dhacumHaumja UTH., LUTO HE MOXaT LLeflocHO aa
ce BMAarT, HO 3aToa MOXe [a Ce HaCeTu HUBHaTa NaTeHTHa
npucyTHoCT. [oTeHumjanoT Ha 3araTkaTa OB Ce Haora BO
NOMHO OCTBapyBak-E.

Beke crnomeHaB geka NpeTxogHUTE MHcTanauyum Ha
LLlymkoBcku Bea peanusmpaHm BO CKITOMN Ha NOBEKe rpymnHn
n3nox6mu. OBOj HAaUMH Ha Mpe3eHTupake BOOOUYAEHO
ofgHanpen npeTnocTaByBa oOnpedesieH HeaocTaTok
Ha MpOCTOpP MMM ycornacyBawe CO KOHUEeNTOT Ha
nanoxbata. HajsepojaTHO o4 cnomeHaTuTe No3numm, HO
1 nopagu BHMMAaTEITHOCTa BO YEKOPEHETO of 06jeKkToT
KOH MHCTanauujata, Bo oBue gerna Ha LLlymkoBcku (kako
W Kaj HeKon ApYyrv MakegoOHCKU YMETHULM), MOXe Aa ce
HaceTu onpefeneHa TeH3nja BO HMBHOTO onpenenyBarkbe
Kako 00jeKT unu kako uHctanauuvja. OBaa TeH3nja My ce
HaMeTHyBa Kako napaguMrmaTtMyHa 3a HallaTta JIMKOBHAa
YMETHOCT BO CpefuHaTa Ha AeBefeceTTUTe roanHu.

Bo “Hapg nosplmHaTa“, cnomeHataTta TeH3unja Kako ga
He NOCTOW UMY NaK Hej3VHOTO BNWjaHue € 3HaYUTErnHO
HamaneHo. Taa e egHa onpocTopeHa NUKOBHA Mucra
LITO co3gaBa amBUeHT MCMOMHET CO NoBeKke3HayHocTa
Ha NpUMeHeTaTa jasudHa CTPyKTypa. TpKanesHu nioyun
CO eHUrMaTW4HU 3Hadera, Boga 4YmnjaliTo NPUCYTHOCT U
anaboynHa TelwKko MoXaT fga ce ogpenart, pednekcu no
sngoBuTe, Kanewe Ha Boda M TEMHMHA BO Koja 3payar
LIapeHnTe Kpy>XHU popmMm — Toa € aMBneHT NCnonHeT
CO HeKOoja CMupyBayka TauHCTBEHOCT, e4eH CBOEBUAEH
OpakyrnyMm, NPoCTOp LUTO € UCMOSHET CO 3araTku.

Ha Hekoj ocobeH HaunH “Hag noBplumHaTta® ro npemocTyBa
ambucoT Ha Be3nHTepecHOCTa CO HaroBeCTyBaHeTO Ha
HaJexTa 3a HeKoM MOXHW, NPeTnoCcTaBeHn COCTojou BO
Kou concTBeHnTe dacumHaumm 6u moxene ga cosgagar
MPOCTOp 3a TMBKAa KOHTEMMNaLmja pacTBOpeHa BO 3aragoy-
HaTa Mok Ha napabonara.

OpurnHanHo ny6nukyBaHo: Jlaso [Mnasescku, Had
rospwuHama, N3BafoLM of YBOA BO KaTtanor 3a usnoxobara
Bo Myasej Ha 'pag Ckonje, anpun 1997



Hag nospwwuHata, 1997, Mysej Ha rpag Ckonje;
Boda, enokcuaHu nnoyn (cekoja H39x3cm),
oCBeTNyBake, 3BYyK

Above the Surface, 1997, Museum of City of
Skopje; epoxy plates (each ¢$39x3cm), water,
lighting, sound
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ctp. 100-103: Hag noBpwwuHata, 1997,
nHcTanaumja, My3sej Ha rpap Ckonje; BoAa,
enokcuagHn  nnoun  (cekoja @ 39x3cm),
OCBeTNyBak-e, 3ByK

pp 100-103: Above the Surface, 1997, installation,
Museum of the City of Skopje; epoxy plates (each
@ 39x3cm), water, lighting, sound

98



99



100



101



102



103



104

JeTtarb og nnoya 3a wuHCTanauujata
Hap nospluHata, 1998/99, enokcua,
doTorpacuja, @39x3cm
Detail from a plate for the installation
Above the Surface, 1998/99, epoxy,
photography, @39x3cm



UmarnHaumnja, PomaHTusam:
JoBaH LLlymkoBCcKHM

bapbapa bapw (2001)

Kako u Bo cute 6uBwK WcTovHO-EBponckn 3ewmju,
yMeTHM4YKaTa cueHa BO MakedoHuwja 3Ha4yuTenHo ce
npomMeHn BO MnocrnegHuTe geceTt roguHu, 6apajkn u
Haorajkv BpCcku co mefyHapoaHaTta ymeTHocT. Bo cnyyajot
Ha MakenoHuja, fenata Ha LLymMKoBCKM M3BpLLUKja ronemo
BfnjaHve Ha OBOj mpouec. Mlako yMEeTHMKOT eKCNANLMTHO
He 36opyBa 3a Toa, cenak HeroBOTO TBOPELUTBO A0 AeHeC
nourpyBa co TeMWUTE Ha POMaHTU3MOT; HAQUMHOT Ha KOj TOj 1
peanuanpa cBoUTe YMETHUYKM naev AMPeKTHO anyavpa Ha
Toa. AKko POMaHTM3MOT 3a Mnagarta reHepauuja Bo paHuoT
19. BEK ro 03HauM NO4ETOKOT Ha HOBaTa MHAYCTPUCKa epa,
Koja Bo nmoronemuoT gen od EBpona ogelue paka nog paka
COo HoBaTa AedvHULMja Ha MHAUBUAYyaTa BO ONLITECTBOTO
no otdpnaweTo Ha eyaanHOTO KMETCTBO, Torawl u
aKTyenHuTe NONUTUYKA N ONLITECTBEHW MPOMEHN AEHEC,
NpocrneAeHn CoO HOBUTE U NPOrPeCcUBHY UHTENEKTYarnHu
noveTouM Hacekae BO CBETOT MOXaT Aa ce crnopeaar co
BMMjaHMETO LITO ro MMaar Bp3 ncrtopujata Ha ungevTe co
oBOj nepwog. (...)

JoBaH LLlymKoBCKkM BO CBOETO TBOPELUTBO CE KOPUCTU
CO Mellawe Ha HajpasfiMyHu YMETHWYKUM CpeacTBa,
co34aBajkn eHnrmaTnyHa atmocdepa LTo ocTaBa MHOry
NpocCTOp 3a UmMarnHaumjata. HerosuTe gena ce UCTO TOSKY
KOHTEMMNaTUBHMW U HAPATMBHMU, KOJKY LUTO CE Y KOHKPETHM
n paHTacTuyHN. PeanHuTe 06jeKkTn 1 KONMUTE 04 HEroBuTe
poTorpadum ce 3aTBOPEHN CO TPAHCMAPEHTEH UM, Taka
LWITO M MOHaTaMy MOXe [a ce Npeno3HaaT Kako pearHu
06jekTn, nako ce 3aITUTEHN N HenpucTanHu. CBETNOCHUTE
edekTn 4obneHn co oThpnyBaH-€TO Ha CBETNIMHATA 04
oBMe (PUIMOBU, CO34aBaaT ConcTBeH npocTop. Toa He ce
caMo 0OUYHU pedonekcu, TYKY BPCKM LUTO NOBReKyBaaT
MIVHUK 1 KaKo LUTO Ce YMHW ro OTLpTyBaaT Toj MPOCTOp.
BouTte ce 3emjeHn n npupogH. YMETHUKOT caka Aa paboTtu
CO Mamere Ha ceTunarta. TUBKMOT, MUCTEPMO3EH 3BYK
[oOaBa HoBa AMMEH3Mja, Taka LUTO ce A0MNPEeHU U ceTunara
n ceecta. 3a JoBaH LLlymKOBCKM peanHoCTa He e HMKOoralLw
e4HO-AMUMEH3MOHAaNHa; Toj MoKaXKyBa eka cekorall uva
HeLUTO HeBMANMBO 33 BUAMBOTO. Ml TOKMyY Toa € OHa LUTO
TOj ro 6apa, a BO UCTO BpeME ro NocTaByBa M NpaLLakeTo LWTO
€ pearHo 1 LWTo e uMarnHapHo. MNpenyLuTakeTo Ha CBETOT
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Ha daHTasujaTa e pomMaHTU4Ha naeja, Koja Cryxu ucto
Taka u fja ce NnpeMuHart rpaHuumTe, Aa ce 3amucnar HoBuU
cBeToBU. PaHTAaCTUYHUTE CBETOBU UrpaaT BaXkHa yrnora Bo
BpeMe Ha couujanHu npemMpexuja u xaoc, HEMUpPU U BOjHU
1 BO 06uanTe nyreto fa 3actaHaT NOBTOPHO Ha HO3e, Aa ro
opraHuaupaar XxaocOoT 1 Aa ri npeMmnHaT UHTENeKTyanHuTe
rpaHmun. MerfyTtoa, ctekHaTaTta crioboga noctaByBa HOBU
Gapuepun, WwTOo ogHoBO Tpeba ga Gupart oTcTpaHeTw.
Ha cdaHTasunjata Tpeba NOBTOPHO Aa u ce fagaTt HOBU
Buamun. 3a JosaH LUymkoBcku, POMaHTU3MOT € HewTo
LITO € aKTYeriHO U COBPEMEHO, a He HELUTO HOCTanrm4Ho.
Kako wto camunot Benu: “PoOMaHTM3MOT AeHEC N HEroBUOT
PEBONYLNOHEPEH KapakTep ro pa3brnpam Kako KpeaTuBHa
¢aHTasnja. Bo nocnegHute 170 rogMHu ovekyBahaTa
AeKa onwTecTBOoTO OM MOXeno ga ce NMpOMeHU no naT
Ha peBOMyLMOHEPHU ABMXKEHa OCTaHaa HeOCTBapeH!.
On gpyra cTpaHa, KpeaTuBHaTta baHTasnja JeHec He e
nucrarta ytonucka paHTasmja Kako Taa Ha YMETHUKOT BO
19. BeK. YMETHUKOT EeHEC ja MpeTBOpa BO HELLTO (DaKTUYKO.
3atoa jac ce KopucTam CO roTOBU OBjEKTU U KOHKPETHMU
mMaTepujanu Kako Konmu of Mov UNn HajaeHn doTtorpadun
0[, CEeTO OHa LUTO Me OMKPY>XKyBa, Cakajku Aa Harnacam Aeka
daHTasujata He e Hekoja unyswuja, TyKy € MHOry pearHa.
Ma Taka, PoMaHTM3MOT AeHecC 3a MeHe 3Ha4yu fa ce buge
npucyTeH, fa ce Ouae CBeCeH 3a HallaTta BUCTUHA. bu
pekon aeka ‘munysnoHucTMykata gpaHTasmnja’ e 3ameHeTa
CO ‘KOHKpeTHa daHTasmja‘ (paHTasuja 3acHOBaHa Ha
peanHocTa, aktyenHocta). OTTramy, PoMaHTU3MOT € efeH
BUA, ‘KOHKpPETEH poOMaHTM3aM'‘, OQHOCHO, eKcrnro3nBHaTa
eHepruja Ha peBornyLimjaTta JeHeC e 3aMeHeTa CO 3aTBOPEHa,
KOHOEH3MpaHa, NaTeHTHa eHepruja WTo Yeka ga buge
OTKpueHa“ (of, enekTpoHckaTa npenncka Ha aBTopoT CO
JoaH LymkoBcku Ha 28 cespyapu 2001).

merMHanHo nybnukyBaHo: Barbara Barsch, “Jovan
Sumkovski”, BO KaTanor 3a UHTepHaunoHanHaTa rpynHa
nanoxba: IMAGINATION-Romantik: Botho-Graef Kunst-

preis der Stadt Jena 2001, Jena, 2001, c. 90-95
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Hap noepwwuHata, 1998/99, wuHcTanauwja,
Snug Harbor Cultural Center, Hbyjopk, BOAa,
[ecet enokcupgHu nnoun  (cekoja  @39x3cm),
OCBETNyBaHe

Above the Surface, 1998/99, installation, Snug
Harbor Cultural Center, Staten Island, New York;
ten epoxy plates (each @39x3cm), water, lighting
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Ha cnpoTuBHaTa cTpaHa 1 rope: Hag noepluvHaTa,
1998/99, petanu of wHcTanauujata BOo Snug
Harbor Cultural Center, Hbyjopk

Opposite and above: Above the Surface, 1998/99,
details from the installation at the Snug Harbor
Cultural Center, Staten Island, New York
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Hapg nospwwuHaTta, wuHcTanauuja, ,lNapanenu
- YmeTHocTa o MakegoHnuja“, MNanepuja UPA,
BepnuH, 1997; BOoAa, AeceT enoKCuaHu nnovm
(cekoja @ 39x3cm), ocBeTnyBake, BOAa, 3BYK
Above the Surface, installation, “Parallelen
- Kunst aus Mazedonien”, IFA Gallery, 1997,
Berlin; ten epoxy plates (each @ 39x3cm),
lighting, water, sound
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ctp. 114-123: lnoun op wHcTanauuwjata Hapg
nospwwuHata, 1997; enokcug, dortorpaduja,
cekoja nnova & 39x3cm

pp 114-123: Plates from the installation Above the
Surface, 1997; epoxy, photography, each plate &
39x3cm
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BOOA | SUA WATER | WALL 1996 - 2001






JleBo: Boaga, 1996, nonunectep Ha nnaTtHo,
40x30(x6)
Left: Water, 1996, polyester on canvas,
40x30(x6)

[ecHo: Bopa, sua, 1998/1999, nunesuHa,
nnactMyHa npuaMa Ha Lnep nnouya,
97,5x44x12

Opposite: Water, Wall, sawdust, polyester
plate on plywood, 97,5x44x12
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[ope n cnpotuBHata ctpaHa: Above the Sur-
face 18.01. / 18.06. 2001, 2002, wecT Mece4Ho
JaTupaHu NnoYun, enokcua Ha neepka, 49x52,8(x6)
Above and opposite page: Above the Surface
18.01./18.06. 2001, 2002, six monthly dated
plates; epoxy on a plywood, 49x52,8(x6)



Above the Surface 18. 05. 2001 Sumka ‘02,
2002, enokemp Ha nBepka, 49 x 52,8 (x6)

Above the Surface 18. 01. - 18. 06. 2001 Sumka
‘02, 2002, epoxy on a plywood
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Night Vision / On Air / Above the Surface, 2000 /
2001, TpunTnX, odceTHN nno4u, cekoja 73,5x57,5
Night Vision / On Air / Above the Surface, 2000 /
2001, Triptych, offset print plates, 73,5x57,5
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cTtp. 132-134: Night Vision, 2000/01; wnsrnegu
o WHCTanaumjata 3a MakKeAoHCKOTO Y4ecTBO
Ha 49. bueHane Bo BeHeuwja; nonyTtonku o
MHCTanaumjata, enokcua v pasnuyHn BMEeTHaTu
npeameTn, cekoja @ 11x5¢cm

pp. 132-134: Night Vision, 2000/01; Views from
the installation for the Macedonian participation at
the 49. Biennale in Venice; hemispheres from the
installation, epoxy and various inserted objects,
each @ 11x5¢cm
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Bupeo kagpu o wuHctanauujata Night Vision,
CkynntypeHc Xyc, Ctokxonm, 2000
Video stills from the installation Night Vision at the
Skulpturens Hus, Stockholm, 2000
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[ope: HokHa Busmja (Onumnuckn Kpyrosm),
2000/01; Gakap, [OpBeHa pamka, CBeTWSIKa,
71x104,5x10

Above: Night Vision (Olympic Circles), 2000/01;
object with copper, wooden frame, battery lamp,
bike tyres

Ha cnpoTuBHaTta ¥ nNpeTXogHTe [OBE CTpaHu:
HokHa Bu3wja (Onumnucku kpyrosu), 2020/21;
u3rneg o MHCTanauujata Ha um3noxbarta
Bopa|Sua, 2020/21, Mysej Ha coBpeMeHaTa
ymeTHocT Ckonje; 0b6jekT co 6akap, ApBeHa pamka,
GaTtepucka namna, BUAeO, BO3AyLUEH KOMNpecop,
rymMu of, Benocunen, 3Byk

Opposite and previous two pages: Night Vision
(Olympic Circles), 2020/21; View from the
installation at the exhibition Water|Wall, Museum
of Contemporary Art Skopje; object with copper,
wooden frame, battery lamp, video projector, air
compressor, bike tyres, sound
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neBO W cCrnpoTvBHaTa cTpaHa: [omaluHo-
cTpaHcka konpogykuumja, 2002; wHcTanauuja
Ha wusnoxbata ,OnacHn Bpcku®, Mysej Ha
coBpemeHata yMmeTHocT, Ckonje; HEOHCKU Tyou 1
HEOHCKM 3HaK

left and opposite: Domestic-International
Co-Production, 2002; installation at the exhibition
"Dangerous Liasons", Museum of Contemporary
Art, Skopje; neon tubes and neon sign
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['ope 1 Ha cnpoTuBHaTa cTpaHa: [JoMallHO-CTpaHcka
konpogykumja, 2002; mHCTanauuja Ha wusnoxbara
,OnacHu Bpckn®, Apxeornowku mysej - Kykata Ha
PobeBuu, Oxpua; HeoHckun Tyou

Above and opposite: Domestic-International Co-pro-
duction, 2002; installation at the exhibition “Danger-
ous Liasons” at the Archeological Museum - The
Robevci House, Ohrid; neon tubes
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rPAOOBU CITIES 2003 - 2016

144



Xabwutat, 1993; pgpBo, nonvectep, MeTanHa
BonHa, 44,5x56;

Habitat, 1993; wood, polyester, metal wool,
44,5x56
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R=1:2/R=1:200

Jburbana Hepgenkoscka (2004)

MpoekTtot P=1:2 / P=1:200 Ha JoBaH LLymKOBCKM, MpOEKT
Ha KojLwTO Toj paboTelle peuncy eaHa roguHa, npeTcTaByBa
CBOEBMAHO CybGnuMmupare Ha HeroBuTe MPEeTXOAVHU
MCKYCTBa BO AOMEHOT Ha XeTeporeHnte Meauymmn Ha
n3pasyBare. OBOj NPOEKT MOMMYHO Ce HagoBp3yBa
Ha KOHUenTOoT Ha WHcTanauwjata Hag nospwwuHara,
peanuaupaH Bo MyaejoT Ha pag Ckonje Bo 1997 roguHa,
HO BO UCTO BpeMe ja Harnacysa v noTpebata 3a efgeH
KOHCTaHTHO OAAPXINUB KOHTUHYUTET, KOHTUHYUTET LUTO
oBfe ce 3abenexyBa Kako peMUHUCLEHLMja Ha HerosuTe
paHu gena, Ha 06jekTUTe HacTaHaTtu npu kpajot Ha 1980-
Te MMAViHN, a N3NOXEHN Ha HeroBaTa CaMOCTOjHa n3noxba
BO MysejoT Ha coBpemeHaTa ymeTHOCT BO 1990 rognHa.
M BO oBMe gena Kako u Bo paHuTe 06jeKTn TOj KOpUCTK
martepujanu 1 NpegMeTH LITO M Haora BO CBOETO aTenje,
Unu Hekage rm cobupa, Kako cTapu NpeaMeT! Unm oTnageH
marepwujan, npu LWTO, NPENo3HaTMBOTO Haolfa CBOE MECTO
BO KOHTEKCTOT Ha HOBWTE OAHOCM 1 3Hadere. CnocobHocTa
3a paboTerwe Co MaTepujannTe U HUBHOTO KOMBUHUPaHe
M oCMucCnyBake, CrocobHOCTa 3a coBragyBake Ha
nNpocTopoT M oBAe, Kako M BO Hag nospwwuHata ce
apTuKynupa co “CBEeTNoCeH eHepreHc’, WTo ja co3nasa
CLieHaTa HaceneHa Co CKpYeHW, TaMHCTBEHN CBETOBW 10 KOU
MOXe [a ce Aonpe caMo NPeKy pasnuyHMTe Norneamn Kou ja
nogpasbvpaar AMHaMuKaTa Ha rfnefareTo U ABUXKEHETO.
Co TOa KOHTUHYUTETOT BO TBOPELUTBOTO Ha LLlymkoBCKM
ce MaHudecTmpa Kako CBOEBUAEH YMETHUYKM KOHLeNT,
KaKo COCTaBeH [en Ha BHaTpeLlHaTta CTPyKTypa Ha AenoTo:
MOMeCTYBaHEeTO LUTO cera ce criydyBa BO NPeMUHOT/
penauuvjata Mery JIMKOBHMOT MPOCTOP U NPOCTOPOT Ha
NOABVXXHWTE CIINKM CaMOo yKaxkayBa Ha nocrieqoBaTenHocTa
BO HerosaTta nvkoBHa mucna. Cera, HamecTo 3apobeHun
opbrecoun o4 MMHATOTO, HAMECTO TparaTa OA4 HeKoj
HacTaH UNW NWYHOCT, cueHaTa ja “ncnuwysa“ roBopoT
Ha Tenoto. Toa ce cny4vyBa Npeky BUAEO 3anncoT BO KOj
rmaBHaTa nm4HocT, HoHe, 300pyBa 3a CBOjOT OQHOC KOH
rpagoT BO KOjLUTO XuBee, Ckomje, HO 1 3a rpagoT Moger,
wTo LymkoBCKM cnewumjanHo ro cosgage 3a Hero.

OHa w0 dhacumHmpa BO OBOj MPOEKT € hakToT WTOo JoBaH
LLlymkoBCKkM “n3rpagmn uen egeH rpag, “‘ronem rpag”, a toj
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rpag, 3aeiHO CO BUOEeOTO € NOAAaPOK 3a HEroBMOT NpujaTen
oa MnagocTta — HoHe, “man” 4YoBek , orpaHMYeH BO CBOUTE
MOXHOCTW Ha IBUXXEH-€, HO HE 1 BO CBOMTE XKMBOTHM NOTPEOU
M MOXHOCTU 3a KoMyHuuupawe. Npen oa 3anovHe co
npoLecoT Ha co3faBareTo Ha rpafoT, LLymkoBcku ncupta
KapTa LUTO CryXelle Kako OCHOBa 3a pacnopeayBare
N KOMOVHMpake Ha OrpOMHMOT Opoj ApPBEHU MOLENU
Ha ypbaHu 06jekTn BO roneMmoT nanoxobeH npoctop Ha
My3ejoT. PaamepoT LITO TOj ro ynoTpebu Bo UCLPTYBaHETO
Ha KapTaTa v Bo uspabotkaTa Ha MmogenuTe e 1: 200, nogeka
pasmeport 1: 2 ce ogHecyBa Ha HoHe, Ha HeroBaTa BUCMHA
BO OOHOC Ha npoceyvHaTta BUCMHA Ha YOBEKOT. A Kako LITO
€ No3HaTo, BUCMHATa Ha YOBEKOT M TOYKaTa Ha HEroBOTO
rnegame ce eAuHULM Ha cekoe KapTorpadcko Mepere
M UcupTyBake, Npu LWITO KapTata He CryXu camo Ja ce
M3Mepn CBETOT, TYKY U OAHOCOT Ha YOBEKOT KOH CBETOT.
KopucTejkun ro jasukot Ha kapTtorpadmjara, LLymkoBcku
HamecTo (bakTorpadcka npercrasa, BCYLLHOCT co3dae
e[lHa MeHTanHa npercraBa, MeHTanHa “cnmka“ Bo Koja
MMarnMHapHOTO N PEMUHUCLEHTHOTO Ce ucnpenneTysaaT
Ha Ha4uH LITO OBO3MOXYBa efeH NOMHAKOB norneq u
OOXMBYyBakbe, NOBP3yBake CO rpafjoT: Toa € NPOCTOPHO
ornpeaMeTeHa Crivka BO KOja CBeTnMHaTa HacodeHa KOH
ofpeneHn 06jekTn, 0BO3MOXYBa Apyrute objekTn ga novHat
[Oa cBeTKaar, fa ce ofpasyBaart, yMHOXYBaar, rpajejku Ha
TOj Ha4YMH HOBW rpafOBU, CBETOBM, NPETCTABU U 3HaYEHA.

Bo pamkute Ha CLeHNYHOCTa Ha NPOCTOPOT U MUCIIOBHUTE
MOZEenu LITO OBOj MPOEKT M HyaM NPeKy apxuTekTypara
M ungejata 3a ypbaHUTETOT, ce OTBOpaaT HajMmasnky
OBe MNepcnekTMBHW MOXHOCTW Ha rnefawe: nornes
0[03ropa, NTuyja NepcnekTMBa 1 NepCnekTMBa Kako of
coHnwTata. Cekoja of HMB NpoBouMpa npoanaboyyBatse,
WHTEH3UBMPakE Ha HAYMHOT Ha rmegaweTo. [pocTopor,
ypbaHuTe ™Mopenu, CBETNOCHOTO MpekpllyBake,
npobuBame 1 ogpa3yBare ce NPe3eHTUpaaT Ha Ha4yWH LUTO
ro nogpasbupa Kpy>XHOTO ABWXeHe 1 rnefarse. lNaHgaH Ha
OBOj Ha4VH Ha rnefaxse € anyaunjata Ha BPEMEHCKUOT KPYT,
Ha UMKIMYHOCTa BO TPaeH-eTO Ha BUAEOTO: KPajoT Kako
NMOYeTOK, UM NoYeToK 6e3 Kpaj. Bo 0BOj KOHTEKCT rpagoT
ce 30061Ba CoO pa3amepuTe Ha “BPEMETO BO KO€ HULLTO He
MOXe ga ce omKcupa 1 oco3Hae BO CBojaTa CTabunHocT
M MOfHOTMja, BO MOCTOjaHOCTa Ha MpeTnocTaBeHuTe
BPeOHOCTM 1 BUCTMHU. Ha 0Ba ce HagoBp3yBa M YyBCTBOTO
Aeka oHamy kKage wWTo Tpebawe ga NocTou UeHTap,
BCYLLHOCT Ce Haora npasHO MeCcTOo: oTTaMy OBOj rpaf co
CBOjaTa YeTBOPOArosIHOCT O Morogysa HalleTo YyBCTBO
3a cpeamLlTe, MecTo Ha MOSHOTUja U cMUCna, “LeHTapoT
Kako mecTo Ha BucTmHaTa“ (P. BapT). OgHOCOT Ha NONHOTO
1 NpasHOTO Ce OTKpMBa M BO CTPyKTypaTa Ha BMAEOTO.
JasnyHaTta KomyHukauwnja mery HoHe un LLymKOBCKHM
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dyHKUMOHUPA Ha HMBO Ha 4OceTKa, XyMmop. A gocetkarta
cekorawl MMmniaMuupa oApefeHo npasHewe npu LWTo
ce foara go “Topavja unu petopsuja Ha O3Ha4YUTENoT
nunn eHeprmjata, npu WTo ce dopmmupa npasHuHa. (...)
JoceTkaTta e cekorawl yntakwe Mery penosu (...) kage
CO efleH eANHCTBEH O3Ha4YnTen ce o3HavyyBa Ha rnoseke
HMUBOA, 04 MWHMMYMOT Ha O3Ha4YyBakETO CE U3BMNEeKyBa
MaKCMMYM Ha (NMOHeKoraLl NpoTMBPEYHU) 3Havera“. Ho oHa
LWTO € ocobeHo BaxHO, a Ha WTo ykaxysa XKaH bogpwjap,
€ [leka cMucnara Ha JoceTkarta € cekorall nospsaHa co
CMMOOSMYKMOT, a8 HE CO EKOHOMCKMOT HauMH Ha pa3MeHa,
[eKa HejamHaTa cMm1cna e caMo BO HEj3NHOTO CrofenyBame:
,Taa MMa CM1cna eauHCTBEHO BO pasmeHata” (Zan Bodrijar,
Simboli¢ka razmena i smrt, Gornji Milanovac: Decje novine,
1991, c1p.244, 254-255).

M Tyka NnoBTOpHO foara Ao u3pas nateHTHaTta notpeba Ha
yMeTHMYKaTa mucrna Ha LLlymkoBckmn “of, 3amarnyBare Ha
OoCTpvHaTa Ha ynotpebeHuTe 3Haum, OGHOCHO NOCTOjaHOTo
npegpryBake Ha TEXULLITETO O €4AHO HMBO Ha Opyro*
HaMeCcTO nocTanka Ha fouupake Ha KOHMIUKTHUTE,
BonHWTe MecTa Ha PyHKLMOHMPAaHETO Ha rPagoT, HAMECTO
Mopanuanpake NUnu coumjaniHo aHraxunpame, LLymkoBcku
KOPWCTU MocTanka LWTo yHKLMOHMPa MO COMCTBEHMN 3aKOHW,
3aKOHW LUTO HE J03BOMyBaaT NPOSUPHOCT Y AMPEKTHOCT.

Ho egHo e jacHo: rpagoT wTto LymkoBCcku ro nsrpagu
He e Ckonje, Toa € eAeH uMarMHapeH rpag, rpag Bo 4mu
Temenu e BrpageHa egHa orpoMHa yMETHUYKa eHepruja un
BOMja, a npep ce, BrpaZieH € eAeH UCKITyYnTeneH, CKPEHO
YOBEYKMN U XYMaH recT, recT LUTO NyreTo AeHeC ce nomarnky
M nomMariky ro npakTukyBaart. JapyBaHEeTO.

OpwuruHanHo objaBeHo: JburbaHa Hegenkoscka, R = 1:2
/ R = 1:200, uHcmanauyuja u domawHo sudeo 00 JosaH
Lllymkoecku, My3ej Ha coBpeMeHaTa ymeTHocT, Ckorje,
2003/04
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ctp. 148-155: R=1:2 | R=1:200, 2003/2004;
nHcTanaumja Bo MCY, Ckonje 2004, gpso,
Buaeo, 54’
pp. 148-155: R =1:2 | R=1:200, 2003/2004;
installation at the MoCA, Skopje 2004; wood,
video, 54’
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Kagpu og Home Video R=1:2/=1:200, 2003/04, 54’
Stills from Home Video R=1:2/R=1:200, 2003/04, 54’

Ha cnpotuBHata cTpaHa: Enutad, 2008 (getarb);
akpun Ha 6eToHcka nnoda, 68x51x7

Opposite: Epitaph, 2008 (detail); acryl on a concrete
plate, 68x51x7
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Marnegn o wHctanaumjata R=1:2/R=1:200 Ha
peTpocnekTuBHata wusnoxba Bopga|Sua, MCY,
Ckonje

Views from the installation R=1:2/=1:200 at the
Water|Wall retrospective exhibition, MoCA, Skopje

157



lope: R=1:2 / R=1:200, HynTa To4yka, 2012
doTtorpaduja oa objekt Bp3 nnekcurnac, 100x133
Above: R=1:2 / R=1:200, Zero Point, 2012
photography on a plexiglass

OecHo wn ctp. 160-163: R=1:2/R=1:200. [NocnegHo,
2016/2020, vHcTanauuja 3a n3noxbarta ,CkynnTypanHo®
BO napkoT Ha MCY, Ckonje; 6€TOH, UpH NUrMEHT, BUAEO
Opposite and pp. 160-163: R=1:2 / R=1:200. Final,
2016/2020, site-specific installation for the exhibition
"Sculptural" in the park area of the MoCA, Skopje;
concrete, black pigment, video
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Mpea nnoua, 2012, dortorpaduja Ha
6eToHcka pamka, 20,5x30(x6)
First Base, 2012, photography on a
concrete frame, 20,5x30(x6)
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rope u cTp. 170-175: Ckonje kako Hbyjopk, 2008,
cepwvja og 50 upHo-6enu doTorpadum

above and pp. 172-177: Skopje as New York,
2008, series of 50 black&white photographs

Ha cnpoTuBHaTa ctpaHa: M3rneq on noctaekata
Ha peTpocnekTuBHaTa nanoxba Boga|Sva, MCY,
Ckonje

Opposite: Installation view from the retrospective
exhibition Water|Wall, MoCA, Skopje
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[ope n Ha cnpoTvBHaTa cTpaHa: Tpu HOBMU
UHCTUTYunn Bo [lapus, 3owTo ga He..?, 2006,
aurntanHa dotorpaduja

Above and opposite page: Three New Institutions
in Paris, Why Not...?, 2006 digital photography
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AHTUUUNALUU | HETALUIMXA  ANTICIPATIONS | NEGATIONS 2002 - 2015



1st Art Biennale Skopje 2019, 2002, enokcug Ha
odpceT nroYa, ApBeHa pamka, 52x71

1st Art Biennale Skopje 2019, 2002

epoxy on a offset plate, wooden frame, 52x71



Tpu anTrumnaumm / Skopje Art Expo 2016, 2005;
BMOEO, CTaTudeH kajap CO CTyAeHTU Ha
dakynTeToT 3a NIMKOBHM ymMeTHoCcTK, Ckonje
Three Anticipations / Skopje Art Fair 2016, 2005;
video, still image with the students of the Faculty
of Fine Arts, Skopje
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Mapadpasa Ha peanHocTa

Buktopuja Bacesa dAumecka (2017)

BukTtopuja BaceBa [Jumecka: YMETHUKOT ja U3HecyBa
CBOjaTa BUCTMHa, nocedyBa U CO3faBa Bu3uja Kako 36up
o[ HeroBuTe MCKyCTBa. Taa BU3Wja € HEKOj MUT MU COH U
pearnHocT, cocTojba Ha AyxOT — “MPOogyKTUBHO Nyamno*.
Hdanu mucnuw geka Toa MNPOAYKTMBHO Nygauno Ha
cosgaBarbe, NoTe3n Co paka, AONMPOT Ha maTtepujanuTe,
MOZEenNnpameTo, KOMMOHMPaHETO, BU3yenu3npameTo Ha
naev BO CyLLTVHA e peBu3yenunaalmja, noegHoCTaByBah-e
Ha MemopupaHarta CTBapHOCT A0 HMBO Ha cumbon?

JoBaH LlymkoBcku: He e TajHa Aeka BO TBOPELUTBOTO
TBPOOINABO Ce OPXEB A0 HEKAKOB MATETUYEH “@aBTOPCKU
KOHTUHYMTET“. HM 0O OeHec He ce MOMpAHaB O TOj
aHaxpoH cTaB. Ako [o6po Te pa3bpas, TBOETO NpallaHe
Me Bpaka BO AeBefeceTTUTe FoAMHU U HELLTO MoKacHo,
Kora ce obnayeas ready-found enemeHTUTE CO ceTa HMBHA
©aHanHoOCT UM HeynoTpebnmMBOCT Aa M nNpeTBopam BO
akTyeneH cumbon. “KomnnekceH cumbon“ Koj BO NOTTEKCTOT
UM BO NpeHocHaTa yHKuunja MHONPEKTHO roBopeLle 3a
TOralwHNOT aMBUEHT U couMjanHOTO OMNKPY)XyBake BO
Koe WTo xunpeesme. CamMmnoT YMH Ha “3apobyBame” —
npeseppauyjata Ha HajoeHuTe npegMeTn BO ogHanpes
AedVHUPaH TpaHcnapeHTeH BOyMeH, M1 NoAurHyBealue Bo
Hekoj BuAa “trash” cumbon. Ho, 3a nme Ha BMUCTMHATa, Aen
o[, Taa eneMeHTapHoOCT — cMMBonMYHOCT Belle 3amucna
NnpoekTMpaHa co aHTMUMMNATUBHO 3Ha4YeHe Koe LUTO ce
0o61aoB Aa ro Hanpaeam NopasdupnMBo U BO NPOEKTUTE
MOKacHO M1 CO NOAUPEKTEH UCKas.

BB[: Kora HewTo aHTUUMnupame, 3apeM He Dapame
OLroBOP Ha HeKou OMTHM Mpallaka UnNn Npodrnemn WTo
HW ce BO Mucnute?

JUW: enata “Tpu aHTnumnauun® n “detespta aHTuumnaymja“
36opyBaaT 3a OKaANHOTO CcOLuMjasiHO, OMLWECTBEHO
ypeayBahe WTO HM ce “cnydvyBa“ BO nocnegHute 15
roavHu. JlaxkeH onTMMmM3am BO KOj He 3apobu 1 noHaTamy
He OpXXun nokanHarta u rnobanHaTa NnonnTuKa u HejsuHUTe
NPOTaroHUCTW.

Ke ce obuaam na 6uaam no jaceH: noseke e of BUAIUBO
Aeka Tne objeKkT 1 BUaeo Npunosm ce BO CylUTMHA efeH
BWUA NMKOBHO-yTONMCKN npoekTn. Ce pa3bupa geka Tne



(MaHudecTaumm, apxMTEKTOHCKM OBjeKTU 1 nporpamm)
Hema HuKorall fja ce criyyar ... Toa e caMo napadpasa Ha
CTBapHOCTa UMK nara Ha onLTeCTBOTO BO KOE LLUTO XXUBEEME.
CakaB CO MakeTuTe WITO HaMepHO Gea peanUCTU4HO
obnvkyBaHM Aa co3gagaM efieH BuA HapaTtuB LITO Ke ja
COKpMe HMBHAaTa HepearnHocT, HMBHaTa “yTonumyHocT®. Bo
npoeKkTHa CMm1cna, BakBa COAPXKUHA € Npeno3HaTnmaa (Unu
Ce HajaByBa) yLUTe BO BUAEO MHCTanauujata “R=1:2/1:200”
of 2003 roguHa.

BBA: KakoB e TBOjOT 0AHOC KOH MPOLECcOoT Ha n3senda Bo
O[IHOC Ha KOHEYHOTO Aeno?

JLW: MopaHo Toj “ogHoc” My Belwwe HaBucTnHa GuteH. Bo
1980-Te 1 Bo 1990-Te roguHuK, na 1 NOKacHoO, BO CPXTa
Ha MmojaTa TorawHa npoaykumnja ewe notpebaTta 3a
NOKOMMMEKCEH NpoLec Ha peanu3aunja (BO 3aHaeTcka
cmucna). Co roguHu Toj umnepaTtus noneka usbneau... Oeaa
nocnefHa nocraeka “lpsa nnoya“ e 36vp o peanuanpaxu,
a HeM3noXeHu aena, KOHLMNMPaHN BEPOjaTHO Kako Aen of
HeLUTO rnororemo 1 NoobemHo ... Joaeka APYrvMoT Aen ce
MOYETHM U HELOBPLUEHWN NPOAYKLIMUN a TPETUTE €AHOCTABHO
ce cryyunja BO nocrnefHuTe neTtHaeceTTuHa roanHu. Mu
Tpeballe MHOry camoucnuTyBahe, pa3mMucryBare U
ybenyBatbe 3a aa rv npetcraBam 3aegHo. ViHctanauuuTe
nopaHo mopalle ga 6uaar uenosutu — eduHUpaHu BO
dopmarHa 1 Bo COAPXMHCKa cMmucna. Ho, Ha nocnegHarta
nsnoxb6a genarta egHoctaBHO 6ea cobpaHmn 1 Npe3eHTUPaHN.
3a HeKkou Jena He MoXaM CO CUMIYpHOCT [a KaxaMm [eka
ce 3aBpLUEHW.

BB[O: Janu mucnuw geka, BO Taa cmucna, camarta
rnocTanka BO TBOETO AeN0 MOXe [a ce TOrNKyBa KaKo TaKBa,
[a ce cdaTu Kako CoapXmHa 3a cebe?

JUW: CnnyHo npalwawe MU NocTaByBaa U HEKOU APYrv
COrOBOPHMLM CO KOM CyM pasroBaparn 3a mouTe gerna.
lMpeTnocTaByBam Ageka ru nposouupan gpyruoT gen og
NpoeKkTUTE BO KoM paboTeB co Matepujanu CO Ha4YNHOT
Ha paboTere (Co nocTankara) LUTo YecTo nogpasbupaiue
KOpeKTHa 3aHaeTcka u3Benba, obnnkyBawe, a Kou LTo
He ce MpaKTMKyBaa 4eCcTo Ha nukoBHaTa cueHa. Cekorall
HacTOjyBaB TEXHWYKaTa, 3aHaeTckaTa n3eenba ga duge
coBplUeHa. A TOj mogaTok cam no cebe nnu ja 3aceHun
coapXXvHaTa Unu jac He CyM ja n3pasun AOBOJIHO “jacHo 1
rnacHo®. [la bugam NCKpeH, He CyM Of OHME aBTOPU KoM ce
“NecHoO” AMPEKTHN BO CBOUTE “COOPXKUHCKN® aHraXXmaHu",
Mwcnam geka TakBaTa MOHy4a Ma pearnieH aBTOPCKN PUSKIK,
OenoTo NecHO ce npeTeopa Bo NaMAIieT, a 1 MOTELLKO ce
apTUKynupa co YMETHMYKK jasuk. MNpeTnocTtaByBam aeka
MOpa Ja umame Hekoja pearnHa areHga unu HernocpegeH
WHTepec 3a Aa ' npeTcTaByBame Aenarta TOfKy €4HOCTaBHO
U1 ONPEKTHO aHraKnpaxu.

BB[: Kako 3Haell kora e 4enoTo 3aBpLUEHO?

JW: Mucnam geka Ha oBa npallawe YMETHULUTE UMK
nMaart Unm Hemaart Of4roBop. ... VIckpeHo, jac Hemam ogroBop
unu He nocegysam BepbanHa MoK 3a Ja ApaMaTtusvpam
CO MOETO Aerno, Aa ja fo-geduHmpam cBojata NIMKOBHA
npoaykumja. Ho, MOjOT NPUHLNMN WTO ro NpakTUKyBaMm €
TaKOB LUTO BO MPOLIECOT Ha KOHLMNPake Ha e4eH NPOeKT
npuoram KOH peanuaaumja unm KoOH oTenoTBOpyBaHe Ha
OHWe [eria KoM CO CBojaTa LIeNTIoBUTOCT (CO coapXuHaTa
n cbopmarta) Me BodaT KOH HMBHO “NpoaosbkyBane”. AKO
OernoTo He MOXaM Aa ro Buaam BO NPOAOIDKETOK BO ABe-
TPW BP3aHuU LIENUHM BO MEPCNEKTMBA, He 3ano4HyBam CO
peanusaumja. 3Hauu, moxam ga dugam cuUrypeH camo
BO KOj criy4yaj ke nodHam co obnukyBahe. [lenoto mnm
NPOEKTOT ce bopmariHO 3aBpLUEHN Kora Ke 3anoyHam co
HUBHOTO “NpoaosmkeHne”.

BB[: lNocTojaHo cme 6ombapanpaHu co pasHOBUAHU
nHdpopmaumn. Kora goHecyBame offyka 3a HELWTO LWTO
MOXe [a ce Cryyu Bo MaHWHa, Tpeba aa ce pasrnena wro
Aa ce 3eme BO npeasua, a WTo Aa ce urHopupa. LWto e
TOa LUTO € 3Ha4yajHO BO JOHECYBake Ha e4Ha oanyka, koja
MHAVLUMja ja KOPUCTULL 3a Aa AoHecell oanyka?

JLW: 3a xan manky natyBam U He CyM MOCETUST MHOTy
n3noxbu Bo nocrneaHnTe gecetnHa roauHn. He rm cnegam
coumjanHuTe MpPeXu N He cyMm oboXaBaTen Ha TpKanesHu
Macu Ha Kou ce pasrnefyBa yMEeTHUYKaTa CoBpeMeHa
cTBapHocT. OunrnegHo e geka ce AUMEH3NOHMpam
FIoKariHo, KOMyHMLMpaM CO C€ rnomarn Kpyr Ha npujatenu
(ymeTHUUM), HO TOa, BO KpeaTMBHa CMMUCMA HU Mariky He
MU npeun. Mrucnam geka cé nomarky pednektupame egHu
KOH Apyru, LITO MOXe Aa pe3ynTvpa no3uTuBHO BO CMUCHa
Ha pasnMyHM YMETHWYKM NOMMeaun Ha KonermTe 1 HUBHaTa
npoaykuuja.

Bo mMakegoHCKMOT akTyeneH onwTecTBEeH amOueHT,
npobnemnTe 1 NPeaM3BULMTE NEPMaHEHTHO U CO rOANHU
ce nostopyBaaTt. OTTaMy 1 He e Hekoja rorema MyapocT
Ja ce aHTUUMnNMpa HeKOoj upeaneH HacTaH BO Hekoja
3amucrieHa ngHuHa. He mu Gelwe Tewko ga rv m3segam,
4a M npoekTMpam BO JIMKOBHa CMMCIIa KakO exo Ha
JemarolukaTta OnwTeCTBEHa pearHoCT BO KOja X1BEeMe...

OpwuruHanHo objaseHo: Viktorija Vaseva Dimeska, Para-
fraza realnosti, katanor, Jovan Sumkovski: Prva Plo¢a /
Primo Pannello, MMC, Rovinj, 2017
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Ckonje kako Hbyjopk, 2008, gurutanHa coTtorpaduja
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lope: Kagap og Bugeo, ,Tpu AHTuumnauum: Miutepnon camut Ckonje
2021%; 2004/2005

Ha cnpotuBHaTa cTpaHa: getarb of Maketata 3a ,Tpy AHTULMnaumnn:
WHTepnon camut Ckonje 2021, 2004/2005

Above: Video still from “Three Anticipations: Skopje Interpol Summit
2021”, 2004/2005

Opposite: Detail from the model for “Three Anticipations: Skopje
Interpol Summit 2021”, 2004/2005,

Ctpann 182-183: ,Tpy AHTuumnauuu: Mapa Onumnucku urpu Ckonje
2052 / Ckonje Apt Ekcno 2016 / UHTepnon camut Ckonje 2021%,
2004/2005, apxUTEKTOHCKN MaKeTu, KapToH, APBO, BUAeo. arnes o
nocTtaBkaTa Ha usnoxb6ata Boga|Sug

pp. 182-183: “Three Anticipations: Skopje Para Olympic Games 2052
/ Skopje Art Expo 2016 / Skopje Interpol Summit 2021”, 2004/2005,
architectural models, cardboard, wood, video loop. Installation view
at the Water|Wall exhibition
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OBaa ¥ cnpoTuBHaTa cTpaHa: ,Ipu AHTMLMNaALUN:
Ckonje ApT Exkcno 2016, 2004/2005, apxuteKkToHcka
MakeTa, KapToH, ApBO, CTaTUYEH BUAEO kadap

This and opposite page: “Three Anticipations: Sko-
pje Art Expo 20167, 2004/2005, architectural models,
cardboard, wood, video loop

Ctp. 186-187: ,Tpn AHTuumnauum: MNMapa Onumnunckn
urpu Ckonje 2052¢ 2004/2005, apxuTeKToHCKa
MakeTa, KapToH, ApBO, BUAEO

pp. 188-189, “Three Anticipations: Skopje Para
Olympic Games 2052”, 2004/2005, architectural
models, cardboard, wood, video loop



189



190



191



lope n ctp. 190-191: YeTtBpTa aHTMuMnaunja: MakegoHcka
BCeneHcka nporpama, 2008, maketa og 6eToH, nnacTuka,
OpBEHU TpuuW, NUIMEHT, CBeTuUnka, Bugeo, 05'13”. Uarmen
op nanoxbata Boga|Svg

Above and pp. 190-191: Fourth Anticipation: Macedonian
Space Program, 2008, concrete, plastic, lamp, pigment,
video, 05"13". Installation view at the Water|Wall exhibition

Ha cnpotvBHata cTpaHa: Bugeo kagpu Yetspra
aHTuumnaumwja: MakegoHcka BceneHcka nporpama, 2008,
Buaeo, 05137

Opposite page: stills from the video Fourth Anticipation:
Macedonian Space Program, 2008, video, 05’13”
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YeTBpTa aHTUUMNALM]a:
MakenoHcka BceneHcka nporpama

Bngeo, 5:13”; pexuja n amnjanor: JoBaH LLUymkoBcKu;
yyectByBaart JosaH LLymkoBckn n Hukona Nanescku

HoBuHap: [paru rmegayv, BeyepBa Mmame eKCcKry3uBHa
MOXXHOCT [a YyeMe HeLUTO OKONy MaKkegoHcKaTa BCerneHcka
nporpama. o Toj noBog, Co Hac Beyepsa e r-auH Hukona
[[aneBCKKU, MHAKy AOKTOP MO acTpo-dumanka U BTOpa
reHepaumja reHepuykn MHXeHepu Kou paboTtaTt Ha OBOj
npoekT. [lokTop ManeBcku, ke Be Moram Hekorky 36opa
BO paMKuTe Ha nporpamarta’?t

O-p ManeBcku: Jobposeyep u aa Bu ce 3abnarogapam 3a
NMOKaXKaHMOT MHTEpPEC 1 3a BallaTa xenba aa ce admpmmpa
OBOj MPOEKT, KOjLITO 61 pekon caMo AenyMHO 1 e nosHat
Ha MakefoHcKkaTa jaBHOCT. CTaHyBa 300p 3a NPoekT of
NCKIy4YMTeNnHa BaXKHOCT 3a HawlaTta gpkaea. [1poekT Bo
KojwTo, 61 pekon, cute cMe OUPEKTHO UINN MHOMPEKTHO
BMOXEHN M CO TOa Ce BroXyBaMe BO MAHMHaTa Ha oBaa
Halua 3emja.

Moxxebu cTpyKTypaTa Ha OBOj NPOEKT e NoMarky jacHa. Bo
MeanymmnTe narneroa Hekom MHpopmaumm n cakam cera 3a
BalLMTE rreaayum, ako My A03BONUTE Cekako, Aa U3Hecam
360p-aBa. Ke ce oay Bo Hekorky chasu, BO HEKOMKY eTanu:
BO MpBaTta eTana ke 6uae naHcupaHa 6asHaTa ctaHuua
ctaHuua “bykedpan®. Taa cTtaHvMua nma UCKNYYUTENHO
HanpedHW CBOjCcTBa, HanpegHu kapaktepucTtuku. Ce
ofHecyBa nogefHakBo JOOpo wm Mpu crieTyBakwe Ha
nrnaHeTapeH NpocTop, caTeNMTCKM MPOCTOpP, HO U BO
6e3BoayLueH npocTtop. 3Haum co egHa 6asHa cTaHuua, 3a
pasnuka o NPeTXOAHUTE MOoAEeNu, rm NnokpuBame TpuTte
MOXHW cueHapuja, Tpute paboTHM MPOCTOPU Of KOM LUTO
ke pabotume. O Taa GasHa cTaHuua NnaHMpame Ada
naHcupame Hajmarnky [Ba catenuTa, MHuuumjanHo dele
efeH, HO eTe, Ce CMOrHaa CUnn 3a yLTe edeH caTenur.
MpBHoT catenut ke Guae Taka HapedeHuoT ,BapBapa
KeHenc®, kojluTo ke nma ogpefneHa yHkuMja — noBeke
nnaHetapeH OKyC BO OOHOC Ha HETOBUTE UCTPaXyBak-a,
N BTOPUOT Ke Guae ,Mutpa“, egeH Hawl man goMalleH
NPUAOHEC KOH TUE BCENEHCKM UCTPaXyBakb-a.

HoBuHap: Bre npeq Hekoj AeH ce BpaTuBTe o4 ATnaHTa,
CAL. Ke Be monam Hekoj 360p 3a BaluaTa noceta Tamy.
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[-p ManeBcku: ATnaHTa 3a cuTe Hac NpeTcTaByBa OFPOMHO
nckycTBo. 3abopaBuB NPETXO4HO Aa CMOMHAaM, jac CyM Kako
LUTO PEKOBTE, MPUNaAHUK HA BTOpaTa reHepaLuja reHepuykm
nHxeHepu. Konernte og ATnaHTa CpAe4Ho He nokaHvja aa
3eMeMe y4yecTBO BO nporpamata AtnaHta AlBT. Toa e
€[eH HVBEH Ha3uB LUTO Ce O4HECYBa Ha BAKBUTE U CITMYHN
nctpaxysara. CtaHyBa 300p 3a egHa nnatdopma LTo
o6equnHyBa Hag, CTO reHepUYKM acTpomanyapm Kom LITO ce
dhakaart BO KOoCTeL, CO cammnoT yHUBep3yM. Of TOj KOHTEKCT
oA ATnaHTa o4ekyBame MHOry, o4ekyBame NpobuB Ha HEKOU
OpYyrv Nonukea 3a Yy getany MoXeMe BO Hekoja gpyra
npunvka ga nporoBopvMMe, HEMOjTE Ja MU 3aMepuTe,
AeHec e kyco BpemeTto. Ho, Tamy ce paboTu 3a HewwTo
NocepuosHo, WTO Ke He gonpe Hac kako MakenoHuwm,
OOHOCHO KaKo Haluja 1 Kako BCENEHCKM UCTpaXyBayn BO
HapeOHUTE rOUHW.

HoBuHap: Og oBa cé wTO cnywHaBme, o4ebujHo e
neka MakegoHuja HemMa fa 3aocTaHe BO BCEMEHCKUTe
nctpaxyBana. Ho Gugejkmn oBa e egeH o HajronemuTe
npoektn Ha Penybnuka MakegoHmja BOOMWITO BO
nocregHaBsa JeleHnja 1 ce HageBam BO UOHWHA, KaXeTe My
BE MOJ1aM HeKoj 360p 3a 0eHeUTOT 0 OBME UCTPaXKyBaHa?

[-p ManeBcku: beHeduTtoT ke Buae nosekekpaTteH. MNpBo
Mopame fa pas3bepeme feka cTtaHyBa 360p 3a noseke
AeueHuckn npoekt. OBa He e NPoeKT of AeHec [0 yTpe.
Kako wto 3Haeme ga ce noLuerysame co nomraguTte Koneru,
Hue ja gobnuxyBamMe BceneHaTa 4o CBETOT, BceneHarta ao
MakenoHuja, BceneHata 4o 06mMyHMOT rparaHnH. Cekoralu
Kora Moxebu nmame TeLLKM MOMEHTM, Kora ce coovyBame
CO yAupare BO SWA, CeKkorall co Konermte ce notcetysame:
BCceneHata fgoara Bo MakegoHnuja. OBa 3a wTo 36opyBaB
€ npu Kpaj, BO 3aBpLUHa dpasa, a cnegHuTe ABa NpoeKTU
ce NMNT 1, ncknyunTenHo BaxkeH 3a nnaHeTapHuTe
uctpaxysama 1 lNMNT 2 wto ke rv ondaTtn nctpaxysarwara
Ha catenuTtuTe. MakegoHuja e Hawa, HO Ke Kaxawm, ke
noABrneyam v BceneHarta UCTo Taka.

HoeuHap: [JokTtop ManeBcku, MHOTy BM Gnarogapam.

O-p FaneBcku: Bn 6narogapam v BaMm 1 nosgpas Ao
BalLMTE rneaayun.
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Fourth Anticipation:
Macedonian Space Program

Video, 5:13”; Director and dialogues: Jovan Shumkovski;
Featuring Jovan Shumkovski and Nikola Galevski

Journalist: Dear viewers! Today we have an exclusive
opportunity to learn more about the Macedonian Space
Programme from our guest, Dr Nikola Galevski, astrophysi-
cist and one of the second generation of generic engineers
working on this project. Dr Galevski, what can you tell us
about the programme?

Dr Galevski: Good evening. Allow me to thank you for your
interest and for your willingness to publicise this project,
which is still partially known to the Macedonian public. It's
a project of extraordinary significance for our country, and |
believe one in which we are all directly or indirectly involved
as an investment in the future of our country.

The structure of this project is probably less clear, the me-
dia publish all sorts of information, so that | appreciate this
opportunity of presenting the project to your viewers. It
will be implemented in several stages, the first being the
launching of the “Buchefalus” base station. It has extremely
progressive features and functions, just as well on a planet
or on a satellite as in outer space. Unlike models made so
far, this station covers the three possible environments it
will function in. We plan to launch at least two satellites from
this base station: the first one called “Varvara Kenels” with a
multiple planetary focus, and then Mitra, a small contribution
of ours to space exploration.

Journalist: You recently visited Atlanta in the United States.
Can you tell us more about your stay there?

Dr Galevski: Atlanta was a tremendous experience for all
of us. Our colleagues from Atlanta had kindly invited us to
take part in the Atlanta APBT Programme, the name refer-
ring to this and similar kinds of exploration. It is a platform
bringing together 100 engineers, generic astrophysicists
whose work focuses on the universe itself. Consequently,
we expect a lot from this visit to Atlanta, we expect to make
breakthrough in certain very serious fields. We don’t have
time to go into this now. Suffice it to say, that it is related
to certain more profound, crucial issues that touch on us
Macedonians as a nation and as space explorers in the
years to come.

Journalist: From what you’re saying it is obvious that
Macedonia does not lag behind in space exploration. In-
sofar as this is one of the biggest projects of the Republic
of Macedonia in this decade, could you tell us more about
the benefits from this research?

Dr Galevski: This research will bring multiple benefits,
because this is a project to be carried out over the many
decades, not a short-term one. We are bringing the Uni-
verse closer to our world, the Cosmos closer to Mace-
donia, the cosmos to its fringes, to its ends. Every time
we encounter difficult times, when it seems we hit a wall,
my colleagues and | remind ourselves that the cosmos is
coming to Macedonia. What | mentioned before is already
in the final stages. The next two projects are PIT 1, which
is extremely important for planetary exploration, and PIT
2 which will encompass satellite exploration. Macedonia
belongs to us, but | say with emphasis, so does the cosmos.

Journalist: Dr Galevski, thank you very much.

Dr Galevski: Thank you for your interest and all the best
to the viewers of your programme.
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YetBpTa aHTMuMnaumja: MakenoHcka BceneHcka
nporpamMa, 2008, maketa op 6GeTOH, nnacrtuka,
OPBEHV TpUUM, MUIMEHT, CBETUIKA, MeTaneH
Hocau, Bugeo, 05'13”. Uarnen on nocraBkata Ha
peTpocnekTuBHaTa nanoxba ,Boga|Sug”

Fourth Anticipation: Macedonian Space program,
2008, model from concrete, plastic, wooden
dust, pigment, lamp, metal stand, video, 05’13".
Installation view at the retrospective “Water|Wall”
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M3rmen op nocrtaBkata Ha peTpocnekTMBHaTa
nsnox6a Bopal|Sug co [MnaTHO LWITO HUKOj He ro
cnuka, 2010 (gecHo); [lpec LWITO HUKOj HEe ro Hocw,
2010 (cpeguHa) n PerucTpaumja co mammHaT pok,
2011 (neBo)

Installation view from the retrospective Water|Wall
with Canvas that Nobody Paints, 2010 (right); Jersey
That Nobody Wears, 2010 (middle); Expired Regis-
tration Plates, 2011 (left)
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[MnaTHO WTO HKMKO] He ro cnunka, 2010
6eToHMpaHO MnaTHO, MeTanHa pamKa, HeoHcka
cetunka, 130x100x10 doTorpadumja, 29x21
Canvas that Nobody Paints, 2010

canvas in concrete, photography, metal frame,
neon light, 130x100x10, photography 29x21
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[Opec wTo HKKOj He ro Hocu, 2010; BGeToHMpaH Apec,
MeTanHa pamka, HeoHcka cBeTunka, 130x100x10,
doTorpadpumja, 29x21

Jersey That Nobody Wears, 2010; jersey in concrete,
metal frame, neon light, 130x100x10, photography,
29x21
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Peructpauwja co nsmmunat pok, 2011, peructepcka
Tabnuyka, padka op asTomobunicka BpaTta,
bGeToHCKa nnova, MeTanHa pamka, HeoHcka
cetunka, 120x165x10, coTorpadumja, 21x29
Expired Registration Plates, 2011, registration
plates, car door handle, concrete plate, metal
frame, neon light,120x165x10, photography,
21x29
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MKoHM Ha Kou HWKOj He ce momnu, 2015, 6eToHCKM
nnoun (nkown), 20,5x30 (x4), ApBeHa nonuua
20x100x25, Bugeo, 5'30”, narnep op nocraekaTa
Ha peTpocnekTMBHaTa nsnoxba Boga|Svg

Icons No One Prays To, 2015, concrete plates
(icons), 20,5x30 (x4), wood shelf 20x100x25,
video, 5'30”, installation view at the retrospective
Water|Wall
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MKOHM Ha KOU HMKOj He ce Monu

Bugeo, 5:30’, kamepa: AHapej HegenkoBcku; yyecTByBaaTt
rnacosuTe Ha Towe (Togop NeHnaaposcku), LLymka (JoBaH
LLlymkoBckm), necoT Apec u nojaeata Ha lMacTtop Hukona
[aneBcKM CO KpaToK ecej

CueHa 1: YnunyHa cpepnba Ha Tolue (Bo Be4epHa npoLueTtka
co necot Apec) u LLymka

Towe: [1o6po Ge GpaT, KakBU TN CE€ OHME MKOHM Ha Kou
HWKOj He ce Monun?

Ulymka: A 6e Towe, oa ce monuw HekoMy Tpeba aa ro
CcnaBsuLL, Aa ro noyuTyell, Aa ro ugeanusvpatl. A suwie
WKOHW HeMa. Hema non-ukoHu, Hema YMETHUYKKU, HeMa
OMNLUECTBEHO-NOMUTUYKN WM.

Towe: Apeeec, Apeeec, Ha, fojoun! A nobpo 6e, og 6eToH
cu v npaeen. LWTo T TekHa TakBu...?

Ulymka: Ma cekaksm nma 6e Towle... ApBEHU, NITACTUYHN,
KaMeHW, NeLTEPCKM UKOHU... a, BUHWYKM MKOHM Tne WTo
rM BMKaaT, TEPAKOTHM...

Towe: W tn cera, pga 6ugew y TpeHa, og 6eToH...?
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Lymka: Oa 6e
Towe: bpaaBo! Apeeec, Ha, Ha ...
Ulymka: Eeex, faBonuiTe, BUAM TO KaKoB €...

Towe: A 6e He e raBon, nec e!

CueHa 2. lNpoTecTtaHTCcKkM nacTop:

[anu e oBa MKOHa ¥ 30LTO Npef Hea HYKOj He ce Monn? Jac
TBpOaM deka e UKOHa, Mako MOUTE MPOTeCTaHTX BeaHalll
Ou Kaxkane geka He e 1 by ce HageBare geka He e. 3alTo,
aKko € MKOHa M aKko Ce Haora BO KaHuenapwjata Ha efeH
NPOTEeCTaHCTCKM NacTop, Torawl Toa 61 3Haveno dnarpaHTHO
KpLlewe Ha BTopaTa 3anoBed: Aa He ce MMma uaon unm
CIvKa Ha KoM LUTO ce MOKINoHyBame. AKO Hue aeHec 6eBme
BO 1548 roamHa u ako Tyka co Hac 6ewwe Eaeapg VI, 1oj ke
ja nornegHelue, ke 6elle manky 36yHET 1 ako NpoLeHeLle
JeKa e MKoHa Ke MM Hapepgelle Ha CBouUTe nogaHuum aa
3emar Bap v Aa ja npemadkaar. [Nopagu Toa wTo Toa Gelle
NPOTECTaHTCKMOT OArOBOp Ha ceTa durypanHa yMETHOCT
BO BpemeTo Ha EgBappg VI. [a ce 3eme Bap u co 10j 6en
NPOTECTAHTCKM MUHMMAanNun3am a ce Nnokpue CeTo OHa LUTO
1 Hajmarnky Mypuca Ha UAOMOMNOKITOHCTBO.



Hanu e oBa nkoHa? Jac TBpaam [eka e, ama Co MeHe
Hema fAa ce cornacaT MouTe npasocnasHu npujatenn. Ke
Me MoTceTaT [ieKka BakBa MKOHa, ONUC Ha BakBa MKOHa He
NMocToN BO EPMUHUNTE, BO KAHOHUTE, [1eKa BaKBa UKOHA He
MOXe Ja buae nkoxa.

Jac ce ywte TBpgam geka e nkoHa. CmeTtam feka e UkoHa,
KojallTo e BepHa Ha efHa oA OBETEe KIYYHU TEOSOLLKM
Tpaguumy LITO NOCTOENe OTKaKo NOCTOM CBEOOLLTBOTO 3a
Bora n 3a Vcyc Xpuctoc. OBaa MKOHa € BCYLLUHOCT 13pas3
Ha anodgartundykaTa Teonornja. OBa e anogartnyka MKoHa.
AnocdartumykaTa Teonoruja, 3a pasnvka og katagaTudkara,
30opyBa 3a bora npeky ogpeyvHOCT, MpeKy Herauwuja.
36opyBajkn 3a oHa wWTo bor He e, caka Aa He JoBeae A0
efHa ywTte nognaboka cywTuHa Boxja. M 3atoa oBa e
anodaTnyka MKoHa, koja WTo 6e3 churypanHocT 36opysa 3a
HEVCKaXITMUBUTE CerMeHTU Ha BoxjuoT kapakTtep. U kako
nogo6po Hue 6u M n3pasurne oBme cermeHTn Ha boxjuoT
KapakTep, ako He co cuBaTta 6oja, co HegedmHupaHaTa
cuBa 60ja U co oBOj HepaduHMpPaH MaTepujan, KojlTo
cekorall Ke He MoTceTyBa Aeka Hue bora He moxeme ga
ro CTaBUMeE Ha HaLLMOT MPUBE30K M A4a CU ro BPTUME OKOIy
HaLUUTE NPCTU KaKOo LUTO HAacC Ke HU TEKHE.

3owWwTo npea oBaa UKOHA HUKOj He ce Monu? He ce monu
Moxebu 3apaau Toa WTO MoXebu oBa ce nocrefHu
Bpemursa. Bo nocrnefHuTe AEeHOBU Ke HacTaHaT TeLuKu
BpeMuka, 3awTo nyfeto ke crtaHaT ceberbybuBy,
cpebporbyouBu, camodanun, ropaenmBLn, XyNUTENN,
6e3 nounT 3a poanTenuTe, HebnarogapHULM, HeNPaBeaHY,
6e360XXHULM, HEMOMUPNBY, KNEBETHULIA, HEBO3OPXKINBY,
HecKpoTnuBM, Hegobporbynuu, npeaasHULK, Npebpau,
HaZyeHu, NoBeKe CTpacTorbyobuBM OTKOSKY 40OpOSbYOMBK.

Moxebu H1KOj He Ce MOMnKM Ha OBaa UKOHa 3aToa LUTO HeMa
YOBEK KOjLLTO Ke 3acTaHe npef 0BOj 3eMjoHebeceH noptan u
ke Moxe fa ce BMBHe of 3emjaTta oo Hebecata 1 NOBTOpPHO
Hasaj 1 NoBTOpHO o HeGecarta n Ha3ag. YoBek KojwiTo of
Tamy, og Hebecara ke cTaHe Yapaak 1 Ha Hebo 1 Ha 3emja.
Yogek kojLUTO ke Npobure Haf NoBpLUMHATa U Taka, o4 Taa
nepcnekTunea Ke rv cornefa HelutaTta BO OBOj CBET Ha HEKO)]
cocemMa NovHaKoB HaYVH.
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Icons No One Prays To

Video, 5:30’; Camera: Andrej Nedelkovski; featuring the
voices of Toshe (Todor Pendarovski), Shumka (Jovan
Shumkovski), the dog Ares, and the appearance of pastor
Nikola Galevski with a short essay

Scene 1: Toshe (while taking his dog Ares for an evening
walk) meets Shumka in the street

Toshe: C’'mon, bro, what kind of icons are those that no
one prays to?

Shumka: Listen, Toshe, to pray to someone, you need to
celebrate them, respect them, and idealize them. And, see,
icons no more exist. There are no pop-icons, no art icons,
or social-political ones, none...

Toshe: Areees! Areees! Come here, boy! Oh, now | see —
you’'ve made them out of concrete. Whatever possessed
you to make them such...?

Shumka: They come in all shapes and sizes, my dear
Toshe... wooden, plastic, rock, cave icons... and, yes, the
ones they call Vinica Icons, then the ones they call terra-
cotta icons...

Toshe: And you are, like, trying to be in by making them
out of concrete, eh...?

Shumka: Yup...
Toshe: Good for you! Areees! Here, boy...!
Shumka: Wow, look at him, what a devil...!

Toshe: He is no devil, bro! He is a dog!

Scene 2: A Protestant pastor:

Now, is this an icon and how come no one is praying with
it? | say it is an icon, although my opponents would imme-
diately say that it is not and would hope it is not. Because,
if it is an icon and is in the office of a Protestant pastor,
then that would constitute a flagrant violation of the Second
Commandment: to not have an idol or an image to bow
down to. Were we back in 1548 today and were Edward VI
here with us, he would have looked at it, would have been
somewhat confused and, were he to decide that it were an
icon, he would have ordered his subjects to fetch lime and
paint it over. Since this was the Protestant response to all
of the figural arts at the times of Edward VI. To take lime
and cover with that white Protestant minimalism everything
even smelling of idolatry.
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Is this an icon? | say it is, but my Orthodox friends will not
agree with me. They will remind me that such an icon, a
description of such an icon is not to be found in the painting
books, in the cannons, and that such an icon may not be
an icon.

| still say it is an icon. | believe it is an icon faithful to one
of the two key theological traditions that have existed since
there has been evidence of God and Jesus Christ. This
icon is, in essence, an expression of an apophatic theol-
ogy. This is an apophatic icon. Apophatic theology, unlike
the cataphatic one, talks of God through denial, through
negation. Talking about what God is not, it wants to lead to
another, even profounder essence of God. And this is why
it is an apophatic icon, which speaks of the inexpressible
segments of God’s character. And how could we express
these segments of God’s character better if not with the grey
color, with the undefined grey color and with this unrefined
material, which will always remind us that we cannot hook
God to our keychain and flip it around as we think fit.

Why is no one praying with this icon? Maybe no one is
praying to it because we are perhaps approaching the end
of times. Hard times are ahead of us during the last days,
as people will turn into self-loving, covetous, self-bragging,
vain blasphemers, with no respect for their parents, un-
grateful, Godless, irreconcilable, slanderers, unrestrained,
untamable, evil lovers, traitors, hasty, stuck-up, and loving
passions more than good.

Maybe no one is praying to this icon because there is no
man who will stand in front of this earthly portal and be able
to soar from Earth up to Heaven and back again and again
to Heaven and back. A man, who - from there, from Heaven
- will become a castle both in the sky and on Earth. A man,
who will penetrate through the surface and will thus, from
that perspective, come to know the things of this world in
a completely different way.
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Forward

Zoran Petrovski

On one occasion, during the preparations for this retrospective
exhibition, Jovan Shumkovski pulled out a gray and rough-coated
object from a corner of his always somehow harmoniously cluttered
studio, resembling a concrete slab on which a transparent prism is
placed in the middle that breaks the view below it and which, with
our every movement, optically transforms the raw concrete facture
into some kind of living, fluid matter. The work, which he dated in
1998 and which he had never exhibited before, Shumkovski said
he titled “Water, Wall”, as a purely visual association with the title
of the famous theater play by Zhivko Chingo.

After several unsuccessful attempts to find a title for the exhibition,
at that moment we immediately and without hesitation agreed
that the relationship to the materials, forms, and themes that are
important for the development of his work are essentially contained
in the lapidary and allegorical structure of this work and its title.

We also took the work as paradigmatic because it was
chronologically created at the intersection of two periods, and
two phases in Shumkovski’'s work. The first, from the mid-1980s
to the second half of the 1990s, was a phase in which, after the
initial questioning and setting of the basic directions along which
his work will take place, follows a period of opening and expansion
of the visual language beyond the traditional two-dimensional
boundaries of the painting, creating hybrid three-dimensional
objects for the wall, as well as multimedia installations, up to
spectacular stage settings, a kind of comprehensive spatial
images.

The second phase marks the shift of Shumkovski’s interests from
previously more formal or introspective approaches to socially
critical gestures and confrontations with global or local social and
political processes, which become an increasingly pronounced
tendency from the end of the nineties to the last works covered
by this exhibition. In the narrative subtext of these works and
even more directly in the production after the 2000s until today,
Shumkovski touches sometimes with deep irony, sometimes with
devastating sarcasm, the contradictions and cynicism of the world
in the global, post-ideological and post-historical era that is created
after the fall of the Iron Curtain, and particularly the dystopian
traumas of the eternally transitional state of Macedonian society.



The guiding principle, the conceptual nucleus from which
Shumkovski’'s projects start and are consecutively built, is
the constantly inventive inclusion of various materials and
objects, which he skillfully and originally produces or finds in
the environment: carpentry waste and fragments of furniture,
dangerous industrial resins and polymers with which he makes
molds for casting his characteristic transparent plate or spherical
pictorial objects, under whose shiny glaze emerge enigmatic
substances and symbolic objects taken from a wide variety
of paraphernalia in his personal or everyday environment,
photographs and magazine clippings, relief prints on typographic
plates, architectural models, concrete objects and paintings, or
finally such as using the elements of water, sound and light in the
idea of a full perceptual and bodily experience in his impressive
ambient installations. “The materials”, says Shumkovski in our
conversation on the occasion of the exhibition, “were not just
substances for modeling, they contextualized and shaped the
work and in terms of content were artistic vocabulary, essence,
metaphor, statement, message or emotions”.

With that transformation, that constant process of anamorphosis
of the material magma, which becomes a generator of forms,
images and contents, Shumkovski's work is part of the long
modern history of the rhizomatic spread of the use of materials
ranging from constructivism to informel and to pop art, which
reflections persist in his works in continuity from the early objects
to the last concrete icons, following a line of de-construction
(the 1980s), expansion (the 1990s) and the open question with
negative aesthetics (from the beginning of the 2000s and on) of
contemporary representational models.

This retrospective follows the evolving trajectory of the work
of Jovan Shumkovski, an artist whose almost four decades of
practice represents one of the most significant artistic continuities
in Macedonian art. Considering the ephemeral character of part of
his work, the exhibition presentation was designed by Shumkovski
himself, as a kind of montage, an original installation of several,
apparently heterogeneous and complex thematic units, but
connected at the same time by the inherent logic of the mutual
relations of the forms or contents in works from different periods.
The installation, which is a hybrid and expanded art form is one
of the most significant contributions of Shumkovski's work to
recent Macedonian art. This especially applies to the monumental
ambient projects Above the Surface (1997), Night Visions (2000),
and R = 1:2/ R= 1:200 (2004), which, considering that they are
unique events, are presented at the exhibition partly with video
and photographic documentation, but also as their re-invention in
this different context using the subject elements from the original
installations. The catalog, on the other hand, through five divided
thematic and periodic units, chronologically follows the evolution
of Shumkovski’s work, including five appendices with published
texts for the respective periods and works.

This retrospective would not have been possible without the
full involvement of Jovan Shumkovski, and therefore | would
like to sincerely thank him for his commitment, patience and
understanding in the realization of the project, as well as for his
willingness through our conversations - printed in this publication -
to bring closer to us the background and development of ideas in
the creation of his works. | also express my gratitude to Vladimir
Janchevski for his essay on the interpretation of Shumkovski's
work, as well as to Nebojsha Vilikj, Valentino Dimitrovski, Lazo
Plavevski, Barbara Barsh, Liljana Nedelkovska and Viktorija Vasev
Dimeska for the re-publishment of their texts. Special thanks to
the collegiate team of the Museum of Contemporary Art for their
support and assistance in the realization of the exhibition.
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The Notion of the Image as an End and a
Beginning: (Anti) Retrospective View
at the Works of Jovan Shumkovski

Vladimir Janchevski

The end is in the beginning, but you still go on”

- Samuel Beckett, “Endgame™

“I’ have probably already done my last paintings, but not yet the
first ones”

Julije Knifer, “Notes” 2

The contemporary culture in the 21st century, of which we
are entering the third decade, has been marked from the very
beginning with meditations on the End of the World, and it is
also a sign of new technologies and the network experience of
the visual. But despite the specific digital systems and carriers
of information, the phenomenon of the image, the different ways
of painting and the motives behind it remain a great enigma. In
the era of the “pictorial” and “biocybernetic turn”,* when humans
no longer have the exclusive right to create images, we are still
fascinated by them, regardless of their genesis.

Before the end of his life in 1991, on several occasions, at lectures
and conferences, Vilém Flusser presented his hypothesis that a
new era is coming in the culture of the image that radically affects
our understanding of the world. Although 25 years have passed,
and despite certain attempts, as he concluded even then, we
(still) need a new philosophy of post-history, compatible with the
“philosophy of the image in full power™

We live in a very strange time. Many feel that the modern world is
approaching a “tipping point”, of final exhaustion or facing finitude.
But this means that it is inevitable to think of a systemically different
future, despite the tendency that imposes the conviction that there
is nowhere to go outside or go through capitalism’s extractive
logic. Even policies in education are reduced to targeting the
market logic, and knowledge is only valid if it serves the needs of
the “free market”. Where is the place of art and the artist in such
an altered reality?

Despite the enormous intellectual energy invested in numerous
attempts to analyze and destabilize the neoliberal matrix, it
sometimes seems to remain almost unchanged. Probably because
constant change, paradoxically, is her status quo.
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In contemporary Macedonian visual art in the first two decades of
the 21st century, a number of the above topics have been treated
and analyzed in different ways and with different approaches.
Among the artists who in this period creatively engaged themselves
with their specific and recognizable approach is, of course, Jovan
Shumkovski. Adominant theme in Shumkovski’s work is entropy,
and its effects, as well as its relation with time passing — our
transformation through that process, as subjects and objects, as
a complex unity of a consciousness and a physical body.

Shumkovski’'s works from different phases can be seen in various
group exhibitions, but his solo presentations are rarer. His last
solo presentation was in 2017 in Rovinj and before that in 2015.%

And finally, in 2020, his solo exhibition Water|Wall opened at the
Museum of Contemporary Art. It certainly was not just another
ordinary retrospective of an artist marking a three-and-a-half-decade
of his work. It turns out that for serious artists, regardless of age, for
any more extensive presentation, a simple return through a linear
chronological narration with precise reconstructions of the past, is
not a desirable option. On the contrary, what we were presented
with, in this case, was a creative critical re-examination, with many
recontextualizations and transformations of some of the key works.

Almost all relevant artists from the country have written about his
work and various projects over the years. By now, two reviews
have been written for his exhibition at MoCA-Skopje®, also
interviews were made on the occasion of the opening,” and a
long and very significant conversation of Shumkovski with the
curator Zoran Petrovski.® It is something that rarely happens in
recent years, and it shows encouraging progress from the usual
silence of criticism and media. Thus, this very text is just a small
contribution to the existing bibliography of Shumkovski.

Contextual analysis: in and out of the flow

At the very beginning, many different questions arise. Could
we discover something more about the development of the
Macedonian art scene including all the dramatic changes that
occur? Whether the assumed division of phases, directions, and
tendencies that are formally different help us in the dialectical
understanding and mutual uncovering of the social reality and
the works of Shumkovski that are realized in this reality, here
and now? Can we do that through the attempt to trace some
kind of genealogy of the developmental path of Shumkovski’s
diverse work?

Whose time? Contemporaneity and the personal sense of
time

Also, one very important aspect that can be analyzed through
continuity and possible discontinuities in a particular artistic
practice, changes and reversals, is the aspect of time. Here we
could talk about the particular time of creation, completion and



exhibition of the works, as opposed to the social time the historical
course and the specific sociopolitical moment, But also the time
as a long duration, as a marker as well as a catalyst of the idea
of posthumanism, of human brevity, limitation and (in)significance
in the wider universe.

In a sense, we are confronted with the artistic disobedience and
inherent disrespect of the flow, marked by the jumps, the leaps
in time, especially in the works entitled “Anticipations”, and the
effects of time on them, the time elapsed from those anticipations,
to each of their reappearances until today, and even some of them
to come, as anticipation of anticipations.

About the unrealized events in the projected, planned time,
but also about the life that has one limit in the inevitable death.
(Novica-None died in 2007, and Todor Pendarov died in November
2021, the year the Interpol Summit 2021 was “anticipated”!? And
for all those things, which perhaps could have been projected,
foreseen, assumed, but at the time of the creation and exhibition
of these works, simply could not be activated, but today could
come into focus, and eve central interest.

Artistic strategy and methodology

With a more detailed analysis and a concentrated focus on
Shumkovski’s three-and-a-half-decade oeuvre, one can see
that his methodology is based on a specific principle related to
projectivity: he starts working on a piece, only on the condition
that he can see and project its continuation. It means that it should
contain sufficient potential to expand, develop, or upgrade the
base or the chosen topic.

As the curator Zoran Petrovski notes in his latest interview with
the artist, Shumkovski's oeuvre looked retrospectively in stages,
he concludes that this principle can be “clearly followed through
the evolution of the materials, forms, media, ideas and contents™
that Shumkovski exploits spanning a period of almost 40 years of
continuous artistic activity.

On titles of works, as initial entry and direction - The title
“Water | Wall”

The titles of works of art are a delicate issue that very often
gives many doubts to artists, and one of the reasons for this is
that the image and the text are in a strange relationship, being
complementary and conflicting at the same time."°

Itis interesting and very symptomatic that the title of the exhibition
is taken from an unexhibited work “Water, Wall” (1998/1999),
which represents a simple combination of the two key elements
that determine perhaps the turning point: It is a transparent
polyacrylic panel over an opaque concrete slab. As we learn from
Petrovski’s interview with the artist about an object he saw in his
studio: he titled it after Zhivko Chingo’s play “The Wall, the Water”
from 1976, and it was decided that this should be the title of the
retrospective as well.

This direct opposition, freed from direct associations, opens
a space for meditation in the expanded field of image and
representation in terms of transparency and obscurity!, as a
metaphor for Visual Art as a borderline position and for questioning
the function and meaning of the image.

In essence, art can be understood as a field that does not only
refer to optical phenomena or the retinal'?, which has been
displaced since Duchamp’s derogatory qualification for the
then contemporary mannerization of representation but for
communicating a mental image, for the processes of transmission,
creation or the activation of some mental image through the
material base or medium, as the bearer of the incarnation. The
notion of the word ‘image’ can be a little more difficult to clarify
in the Macedonian language because the word ‘image’ refers
to both the graphic, material image and the mental image, as
representation, or an idea.

From the beginning to the turning point: 1987

Shumkovski graduated in 1986 in the class of Petar Mazev,
for very soon, the very next year, a fascinating and rapid initial
success®® with works in the neo-expressionist style and the spirit
of postmodernist euphoria for pluralistic citation, unexpectedly
turned into a stylistic opposite of the then dominant wave.

That turn, in a way, is an expression of resistance, it can be
interpreted as a reaction to an almost decade-long stylistic
stagnation, a mannerism that has been present on the Macedonian
art scene since the mid-1970s. Something had to happen.

At the Biennale of Young Yugoslav Artists in Rijeka, instead of
neo-expressionist oils on canvas as before, Sumkovski exhibited
three-dimensional assemblage objects, which represent a kind of
fusion between sculptural and painting elements, a form of “picto-
sculptural objects” as Petrovski calls them.

These works have their visible and undisguised antecedent in a
less exploited part of the historical avant-garde, visually located
somewhere between Schwitters’ assemblages’®, Lissitzky’s
“Prouns”® and Tatlin’s counter-reliefs'’. Neboj$a Vili¢ elaborates
on this, in his detailed analysis of the works.*®

That year 1987 is interesting as a turning point in many ways,
and Youth Day marked the scandalous poster of the IRWIN
group, which, through a well-thought-out critical intervention as
a harbinger of “tactical media”, in a way exposed the internal
conflicts and announced the slow demise on the old system.
And it is not insignificant that artists of Shumkovski’s generation
began their careers in a domination of the Western world, and the
more certain victory in the ideological conflict, in the supremacy of
capitalism and the market economy. This radical transformation,
which the countries of the then socialist block seemed to wish for,
they were not prepared for, much less their respective, splintered
particular art scenes.

Although that period, which is marked as an attempt to restore
and revive painting, is significant as a stimulus for its affirmation
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and further development, Shumkovski has since completely
abandoned the traditional painting conceived as a two-dimensional
image.

Although it can be assumed that that path could have brought him
a respectable and comfortable situation, Shumkovski instead of
staying in the predictability of mediocrity, decided on a risky move
and decided to leave the safe zone.

Itis interesting and very indicative that his retrospective exhibition
does not include works from that earlier period. It seems that
Shumkovski builds his attitude towards his own creation on a
principle, something similar to the metaphorical representation
of Wittgenstein’s ladder®, you climb, and you push up. Literally
and figuratively, “Stands above what he has done,” not behind.

The turnaround is caused by the perception and attitude, which
from this perspective turned out to be correct, that this attempt
to return to painting is only an attractive current trend and that it
essentially leads to some kind of creative dead end.?

That's why he decided to continue the search for different
strategies and more thoroughly different concepts that are more
in line with the new age on several levels.

The tendency to overcome the understanding of the image
and to penetrate an “expanded field” by using non-painterly
materials through which two-dimensionality and representation
are simultaneously overcome, as well as the simple extreme
ready-made strategy.

At that time, at the beginning of the eighties, artists such as Gligor
Stefanov and Petre Nikoloski appeared on the Macedonian art
scene, in whom the ethnographic attachment to the climate,
transformation of the traditional ethno-iconography and the natural
environment is more pronounced.

In contrast, Shumkovski's assemblage structures, as a combination
of ready-made elements from old furniture and finished and metal
elements, with colored interventions, with which he establishes
relations with urban everyday life, are seen through the prism of
minimalist concepts. Such a position for Shumkovski opened a
wider space for transformation, through a game with the format,
with the spatial disposition, and in the objects, there is at the
same time a double intention or duality of moving away from
the traditional understanding of the image and its representative
function, but also opening a space for rethinking it. , but now
by highlighting its materiality, its texture, its construction - The
questioning of the image, in terms of its realization, its effects
and deeper meaning.

Transition: forward into the unknown

During the 1990s, the Macedonian art scene entered a more
dynamic period with many changes, when a greater number of
artists were involved. Despite the complex social situation and
political uncertainty, the newly created environment proves to be
inspiring and open to more serious changes and a greater degree
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of courage in the use of new forms, materials and media, such as
video and installation, in non-standard spaces, thus creating new
content. It becomes clear that the physical properties of materials,
the very process of work and their transformation into artistic
entities are important for the artist.

From the very beginning of the decade in which the country entered
a new reality with the process of independence, Shumkovski
made another turn when he started creating works from industrial
materials, such as epoxy and polyester resins. Although he had
previous experience with these materials, their use in an artistic
context was something new, and represented a serious challenge
that would become his preoccupation throughout the decade. In
the interview with Petrovski Shumkovski, he indicates that he
was aware of the effects and prejudices surrounding synthetic
materials and since the cold industrial shine was not the effect
he wanted to achieve, he therefore reduced it to a minimum with
various procedures to limit/block such an impression. Shumkovski
tries to “exhaust the possibilities of merging the individual
language structures of artistic disciplines into a common rhetorical
dynamic.”?!

The Black Plate, as a zero point

In 1991, his fascination with Kubrick’s “2001: A Space Odyssey”
prompted an idea to create a work based on the iconic black
monolith, from the film’s iconic scene.

The work “Black Plate” marks a symbolic turn, a transformation
of the initial “failure”, which opens a new perspective in his work,
towards the three-dimensional “in the glow of the dark”.?> And
precisely that play with time, the mixing of the past and the future,
the distant projection, is a component that will be crucial in the
further creation, in its returns, but also more specifically in the
anticipations.

But instead of the initial idea to create a black shiny plate, an
unexpected opportunity arose to use transparency to insert
different elements, which expanded the space for artistic
interventions and thus created new more complex relations
between the artifacts, opening the surrounding space and the
game with strict light control, thus complementing the precisely
defined mystical ambiance.

With the darkening of the space and the directed light, a scene is
created in which the space is annulled, as an undefined cosmic
setting in which the elements mystically float, which again brings
us back to the initial inspiration from Kubrick, but now from the
object itself to its relation

Emergence above the surface

In the installation Above the surface installed in the Museum of the
City of Skopje in 1997,% a complex ambient installation installed in
a completely darkened space, in which the floor surface is flooded
with water in which 18 spherical epoxy plates are placed - the



effect is complemented by specifically conceived lighting, creating
a suggestive post-apocalyptic scene.

The artist testifies that the choice of objects and especially the
photos is not random. Petrovski suggests through a question that
the title Above the Surface has an ironic meaning considering the
darkness in which the visitor is drawn. Somewhere on the margins
of the fascinating setting, which as a whole is overwhelming, are the
barely perceptible captured abstract or narrative representations
in the plates.?*

Apart from the fact that it is a question of truly personal segments
of the artist’s “gray zones”, it remains a mystery to this day, and
in some way, the feeling of discomfort reflects the social context
and political events.

In 2002, Shumkovski also created the eponymous series of six
records where he wrote the date in the title, apparently referring
to the difficult six months of the military conflict in Macedonia in
2001. But it is also in the line or established artistic strategy or
methodology of Shumkovski, that the projects follow the logic of the
potential for continuation. However, in addition to the similarities,
these two installations in some sense are connected, but at the
same time they define the point where they differ conceptually,
that is, they lead to the formulation of a different direction/path.

Like other artists in that period, Shumkovski indirectly expresses
resistance to exploitation, and thus the danger of the trivialization
of topics directly related to concrete transition sufferings of the
destabilized Balkans, military conflicts and economic instability
and ideological disorientation.

The “Night Vision” installations, although they touch on some
aspects of ideologically and politically determined topics, are
transferred to the field of the metaphorical and poetic, treating the
immediate social reality, in the sense of conveying a general feeling
of existential fear and uncertainty about the future present in the
media sphere and public discourse. This ambient installation, which
places the visitor-spectator in a dark dual role situation of “hunter”
and prey, also suggests the assumed existence of the other, a
hidden subject who observes and follows us. The installation
consists of two connected segments: the first consists of Epoxy
transparent hemispheres placed on the wall or the floor, as elements
that symbolically accentuate a state of expressed fear and terror.

Ironic with the symbol of the Olympic Games, he questions not
only the cohesion of the five continents but especially the main
slogan attributed to Pierre de Coubertin, that “it is important to
participate, not to win”?. In this way, he carries out a process
of symbolic “demythologizing of the Olympic myth”.?6 Since the
1970s, through the experiences of numerous athletes, it has been
shown that the “Olympic spirit” is a big manipulation and that the
countries and peoples of the world, instead of getting closer, are
further away from each other, and the unpleasant sound associated
with difficulty breathing and associate with resuscitation devices,
which even more directly indicates the extreme exploitation of the
human body in professional sports. Not by chance, in the sport
understood as gladiatorial competitiveness, some artists recognize

the essence of the fascist idea, as a crystallized representation or
the “clenched fist” of capitalism in crisis.

Since then, in conditions of media cacophony, with the expansion
of conflicts and the abolition of the possibility to stand on stable
ground, the feeling of disorientation only intensified, and even
more dramatically. It is not by chance that we live in a time of
“post-truth” and “alternative facts”.

The City: Revisited

In 2004, Shumkovski realized one of the most recognizable spatial
installations, titled R=1:2/R=1:200, a huge model of a detailed
metropolis on the floor of the glazed gallery space in MoCA-
Skopje.?” As the title suggests, the installation is a cross-section
of two dimensions: that of the main protagonist and that of the
model and the city.

Although the artists and the main protagonist are natives of
Skopje, and the video attachment None keeps walking in the
installation R=1:2/R=1:200 visibly refers to Skopje, the concept
of the entire installation and the urban solution, it is not a direct
copy, but an opening to an imaginary metropolis, with an old
urban core, modern.

This project, because the project itself, although as the main
inspiration and incentive, but also as the main protagonist,
has None, the project is much more than just an ordinary and
superficial media-staged human gesture, as a sign of attention
to a person with a handicap.

But this project does not have a single dedication: It is not only
about None, but their company, the friends from elementary
school, who are inscribed in the common narrative, the long-
term friendship and the neighborhood, as a metaphor for the city.

This exhibition Shifted Scales, 2007 is a departure from the
exhibition at MoCA-Skopje both in terms of media and content,
conceived as a photo-collage installation and refers to the
questioning of production problems, to the changes that have
occurred in the meantime. Hence the title “displaced scales” refers
to the fact that in the prints the reality is increased or decreased,
and the main benchmark is also absent - in these photographs,
there is not even None, the man according to whose measure the
fictional city was created.

This installation constructs a space in which the “politics of art
discipline” is questioned, where “the familiar dissolves and the
new is unrecognizable”.?®

The city, as a theme in Shumkovski’s work, has been present
for more than two decades, as a kind of criticism aimed at the
development of the city, long before the provincial mentality invasion
with the “Skopje 2014” project. As a motif, it is exploited as a
megalopolis or a lost habitat in an urban, social, and cultural sense.

In 2016, at the exhibition Sculptural in the park of MoCA-Skopje,
Shumkovski continued the project with the city, a version he titled
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R=1:2/R=1:200, LAST, in which he uses the unused concrete
models, as an attempt to finally it closed.

Unlike before, this time it is a dark vision, and considering that
since the realization of his project at MoCA, major changes have
taken place, especially with the scandalous project “Skopje2014”,
as a combination of a schizophrenic vision of identity, and criminal
usurpation in the public space.

After more than a decade, the concrete elements that Shumkoski
started to make for the installation in MoCA, and remained unused,
he incorporated them into R=1:2/R=1:200 LAST the installation
that associates a ruined and devastated city, and in given the
context, the relationship with the then current project “Skopje
2014 is inevitable, as a clear expression of his dissatisfaction.?®

Anticipations, or a metaphor for artistic projectivity

The principle of continuation is also evident in the Anticipations series,
which conceptually and formally derive from the installation for None.

The first unit entitled Three Anticipations® is a chamber installation
consisting of three segments presented in the Press to Exit project
space in August 2006.3* Openly critical of false optimism, capitalist
destructive competitiveness, political manipulation and media
sensationalism, and worn-out phrases and platitudes about integration
into the global contemporary world, about imagined greatness and
unrealistic expectations, about what “just hasn'’t arrived”, what is
waiting for us “around the corner.” Sublimated into the symbolic
image, of objects through which a media campaign was made at
three international manifestations in Skopje, projected in time distance
(2016, 2021, 2052), the audience is faced with the challenge of
accepting them as real possibilities or as a false perspective.

In his work, one can recognize a distance, disappointment in
the transformative potential of art, as a kind of naivety, but the
artist, without excluding himself, of course, this attitude is also
accompanied by self-criticism.

Experiences with the modern epoch condition us to be cautious and
suspicious, perhaps as one of the most significant contributions
of modern critical thought.

But it is precisely this tiredness of irrelevance that leaves space,
a gap for finding new strategies for rethinking the entire field in
which the role of art could (again) become socially relevant. Art,
in the modern era, very rarely has had the power to truly assert
itself and bring about social change or influence the raising of
collective consciousness.®?

We are still in the same paradigm, and it is as if we expect
something to change by itself. But in which direction? There are
many indicators that we are politically and economically moving
towards or returning to the era of pre-modernity when (pre-
artistic) artistic creation was truly relevant as an essential part
of the metanarrative of power. But do we want it in that form?
Of course, the examples of the 20th century with retrograde and
anachronistic totalitarian forms like Socialist realism or Nazi art,
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as ideologically coded forms, or schizophrenic outbursts of identity
frustrations like SK 2014, are not an option.

It is not at all surprising to find that today art is marginalized, with
minimal influence in social reality, and artists, with their undefined
and uncertain status as paradigmatic, are almost always at the
work of existence.

Towards a Double Negation: Iconic Images, Out of Use

After the “Anticipations” series, Shumkovski works on a group
of works, “concrete pictures”, or “Negations”, a project that is
the result of critical observations of social conditions, which are
reflected through sports, art and religion. Shumkovski concretes
the jersey of his favorite club, “Rabotnicki” in “Jersey that Nobody
Wears” (2010), or the empty, stretched painting canvas concreted
in “Canvas That No One Paints”, Starting from the fact that culture
and sports are the “most important side things” in social life or the
“best ambassadors” of a country, these and their explicit titles,
are at the same time an ironic comment on those empty phrases.

The video installation “Icon No One Prays To” is a work from 2015
composed of two elements, an object and a video. The Protestant
pastor Nikola Galevski participates in the creation of the work, as
a protagonist in the video giving his critical review of Shumkovski’s
specific work, but also elaborates on the argumentation about
the Second Commandment, opening the key question of whether
the empty concrete picture is an icon or not, as essential to
representation, to presence and absence, to being and non-being,
a dilemma that is current even today in terms of the politics of the
visible, of the virtual and the real, as a conflict between nature
and technology.

On the auratic, the punctum and the iconicity

Back again to the work that is the inspiration for the title of the
exhibition. Although it is a finished work, Shumkovski did not exhibit
it because it somehow did not fit into his project principle of what-
was-before-and-what-would-come-next. But, as the artist himself
concludes: “The work is a kind of intermediary, a connector, it
sublimates a good part of my art practices for what it means to
articulate with transparent, liquid substances and surfaces with
water, and on the other hand it announces what will come after
with the monolithic elements in the concrete production”.®

Shumkovski paid a lot of attention to the different materials he
used, because they were not only a basic building element in
the transforming process, but were always contextualized making
them the basis of his work being both carries of shape and source
of the content.

Several important series of artworks can be discerned in
Shumkovski’s oeuvre, but for their understanding, some other
specific works that are on the margins of his exhibiting practice are
equally important and represent some kind of milestones or turning
points that have a key transformative meaning. Shumkovski’'s



artistic work can be divided into several phases, although due to
the principle of consistency, he makes the transitions in a quite
specific manner and is not always separated by a clear cut: neo-
expressionism (1986-1987), “picto-sculptural” objects (1987-
1990), black plate (1991) and habitat (1993), ambient installations
with synthetic materials and image recovery.

Right here, through their auratic (self)separation, they are
excluded and do not belong, while at the same time, they are an
essential part of the definition of the totality. Thus, the exhibition
Water|Wall, unites the main directions of what Shumkovski is trying
to communicate, and sublimates and marks his creative path.

Shumkovski's works, viewed as a whole, open a space for
meditation in the expanded field of image and representation
in terms of deeper issues of the phenomenon of the visual,
transparency and concealment, continuities and discontinuities
— they are profiled in a specific field, as a metaphor for Visual
Art as a borderline position aimed at for questioning the function
and meaning of the image in an era saturated with technical
visualization and its dominance.
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Conversation with Shumkovski,
Strictly About Shumkovski

Zoran Petrovski

Zoran Petrovski: When it comes to your work methodology, you
often point out that you stick to the principle under which in order to
start creating a work, you have to have a previous idea or foresee
if it contains a concept that will open your way to another work or
something that can continue developing into an extended concept
or theme. Looking at your work from today’s perspective and the
stages it went through down this path, this principle can be very
clearly followed through the evolution of materials, forms and ideas
that you've been developing in these almost forty years of your
career. But | would like us now to go down the memory lane all
the way to your very beginnings, namely to 1987, an extremely
dynamic year for you, when shortly after graduation you had your
first solo exhibition, took part in the important Yugoslav exhibition
YU Documenta in Sarajevo, then, at the first Youth Biennial, you
won one of the awards of the Museum of Contemporary Art
Skopje and the Grand Prize of YU Palette of Youth in Vrbas, and
finally at the prestigious Biennale of Young Yugoslav Artists in
Rijeka. What is interesting about that year is that in almost all of
these exhibitions you were showing paintings, close to the "Neo-
Expressionism” and the so-called “The New Image” movement of
the early eighties. However, in Rijeka, you exhibited completely
different works, three-dimensional assemblages that include
sculptural and painting elements by which you will continue to
develop your artistic practice further. Since then, you have never
revisited the painting in that traditional form and you even thought
that those works should not be part of this retrospective exhibition.
I wonder, what has contributed to this twist? What made you stop
seeing your perspective in a two-dimensional canvas painting?

Jovan Shumkovski: It is with pleasure that | remember that
time full of enthusiasm and youthful energy. Carried by the
postmodernism wave and the euphoria surrounding the renewal
of painting, the paintings | exhibited that year | started while still
studying and | cannot say that | am not happy with what | painted
and that | want to forget it. Those paintings encouraged me to
create a truly relevant production and immediately affirmed me
as a young artist. It was such a period of time when everywhere,
many different neo-styles were emerging on a daily basis in
this postmodernist “zeitgeist”, and it seemed that galleries were
craving large canvases with attractive painterly manners.

But realistically speaking, | could not find sincere answers and
outcomes in that direction for the purpose of longer research and
practice, either in my paintings or in any other similar productions.
Maybe unjustifiably, but | thought that in all that spectacular
revision of painting through the so-called “The New Image”, i.e.,
“Transavantgarde” or “Neo-Expressionism”, there was more of
an instantaneous attraction rather than something that could last
longer.



On the other hand, there were some great artists on the scene at
that time, and they seemed to have brought the painting tradition to
some final consequences. | remember the first time | came across
Gerhard Richter’s paintings at the National Gallery in Berlin in
1986. | was so impressed by those paintings that | thought the
two-dimensional painting we know of has come to an end, and it was
impossible to go beyond these powerful paintings and concepts.
There were some other similar powerful examples - the impressive
Anselm Kiefer, for example - that helped me confront my previous
practice and try out to find and form a different path, a strategy for
some other artistic solutions, more inventive, different by structure
and direction. | concluded that in order to conceptualize a different
“new image” | had to move away from the previous perception
of the painting. In the solutions that followed, | tried to create a
wall-attached object with non-painting materials, which would
not be limited to the two-dimensional representation. These were
simple assemblages of ready-mades and abandoned wooden or
metal elements, pieces of old furniture with painted interventions.
| consciously excluded the ethnic identification with the so-called
rural materials, by which Macedonian presence on the Yugoslav
scene in the early eighties was successfully recognized. With some
of the materials | started using, | wanted to establish relations
with everyday objects and recognizable urban living reffering to
minimalist or informel structures.

Then came the moment you are asking about, the decision that
artistic solutions which lack an extended thought, or have a limited
possibility for transformation, or logical transition into new forms and
contents, will not be treated by me or will remain only on paper. |
think that right after the first few assemblages, a whole lot of ideas of
where and how to proceed opened up to me. Then, it was a pleasure
to develop them in larger formats, by more or less coming out in
three dimensions, engaging the space in different directions, active
withdrawals, and exits from the wall, while some were supposed to
have an independent floor or floor-wall functionality and articulation.
Still, in all objects, one had to feel the intention to move away and
at the same time to search again for the image, for its presence
and materiality.

ZP: The search for and challenging the image in a broader sense,
will in fact be intertwined in your work as one of its main features
up until today. The presence of the image in the objects you
developed in various formal and spatial, picto-sculptural relations
was completely freed from any representation and it was reduced
exclusively to its materiality, to texture, tectonics and construction,
the basic principles of Russian constructivism with which your early,
smaller objects associated. But in the early nineties, you started
using industrial materials, epoxy and polyester resins, which actually
became the main carrier, replaced the function of the canvas base
and by which you opened a whole new approach to the painting
and which marked your work that decade. Considering the inclusion
of other elementary materials in the following stages of your work,
how important are for you the physical properties of materials and
their transformation into artistic means? For example, the glassy
transparency and reflectivity of synthetic epoxies and resins
introduced the baroque chiaroscuro, the tension between light

and darkness as a leading concept in the objects you incorporated
into ambient installations.

JS: It seems to me that everything that was happening in the art
and exhibition production of the nineties was much more dynamic.
We were looking for less-used art forms, materials, media, and
even content. We thought that if you introduced in your works
an artistically unusual, new material or medium, its specifics and
requirements would produce a different form or space, and they
would even open the way for the implementation of other content.

| encountered synthetic materials such as polyester resin even as
a boy while making kayak and canoe vessels in the then MoSa
Pijade club or today’s llinden, and in the late eighties, | made stone
slab imitations with epoxy, polyester or polymers, i.e., acrylic.
When | tried to use all these experiences in a work of art, | knew
that | was on slippery artistic or aesthetic terrain, because the other
productions | had seen around, suffered more or less from the
impression that synthetics cause an unpleasant feeling, meaning
that articulation by non-artistic matter emits a strange, industrial
physiognomy, cold and cheap glow, which at that moment | did
not want to achieve on purpose. Therefore, in the beginning, |
was very careful to limit myself to partial interventions or surface
coatings, a kind of glazed epidermis over the already prepared
objects, regularly treated with quartz sand or earth to neutralize
the raw plastic shine of the synthetic material. But the result was
too discreet or did not influence the work enough, too little to open
space for some kind of transformation of the already existing
shape. Then, | began to think about whether | could use that
“kitschy industrial look” as the essence for creating a completely
different artistic product through the process of oversaturation with
organic fillers and casting molds in several layers.

Fascinated by Kubrick’s 2001: A Space Odyssey, | imagined casting
a black monolith, similar to the one in the movie. My idea failed after
the first results were a black shiny minimalist slab with dimensions
of 60x60x2 cm of epoxy resin and black quartz sand, very similar
to fine-grained granite. However, by deepening the transparent
front part in the thickness of the slab, an application front was
opened to insert into the slab various elements, which could be
abstract, informal structures, or which could receive a narrative flow
by immersing therein photographs, printed illustrations or ordinary
pop-culture objects. The transparent area seemed suitable for
artistic manipulation by these materials and elements, but the slab
was supposed to create the illusion of greater plane depth than it
is actually physically defined. A process that will layer materials or
objects, while giving the impression that they are frozen, screened,
captured, and even preserved as artifacts. The slab volume opened
my way to develop relations with the implemented material and
image fragments, which then, logically required more light for the
viewer to make contact with their content, and also for me to deepen
and expand the slab’s limited dimension into the surrounding
space. By focusing the light, | managed to solve this requirement
of the slab; its glassy surface refracted, reflected, or bounced back
the pictorial sensations, which were somehow projected into the
space. Certainly, in dark space, this light interaction was higher,
more visible, and more mystical. The dimming of the space was
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necessary for me to counteract its physical margins or project a
visually dark and undefined polygon in which | installed the elements
and their light emissions. More like a kind of gravity-free scene
where slabs will not be attached to either the wall or the floor, but
they will sink or float. In addition, the reflections were supposed to
disturb, color, mystify, or, as you say, baroque the space.

ZP: This baroque “gravity-free scene” could be best experienced
in the installation Above the Surface, which you set up in 1997
at the Museum of the City of Skopje — one of your two most
complex and technically most ambitious undertakings. The
visitor would be introduced to a completely darkened space, a
real dystopian setting; flooded with a layer of dark water surface,
scattered circular glassy epoxy plates from which light reflections
and the sound of dripping water spread everywhere; some of the
slabs filled with earth, some with an unusual selection of objects
and photographs with mysterious and, one might say, anxious
representations. One of the photos in the slabs is from prison
with ramps leading to cells, which may be associated with the
ramp where the visitors of the installation walked, who in some
way became part of the entire picture. Is this disturbing choice
of objects and especially photographs random and does the title
“Above the Surface” have an ironic meaning given the darkness
in which it introduces the visitor?

JS: Zoran, you are one of the few ones who asked me about
the abstract or narrative representations captured in the slabs.
Perhaps this is due to the fact that for the people who saw the
installation, the experience was visually more dominated by the
big picture in the dark, scenographic setting, with the water,
elliptical silhouettes’ reflections, and the very descent to the
center of the installation through an improvised platform. The
slabs were not ideally accessible for a better, detailed perception
due to the distances between the visitors and the objects or
images embedded in them, images that corresponded to that
dark ambience. Those are images of swimmers moving in the
opposite direction, combs with torn locks of hair, hacksaws’ blade
strips, a photo collage including a lonely man’s vertigo, a portrait
of a man in a broken mirror, extinct animals and plants, abstract
structures, flat and object accumulations as a paradigm for being
lost in space, sinking or disorientation.

But even back then, and also now, | am not in a great mood to
talk about their choice, they were very personal and are probably
pieces of my then gray zones. Hidden into dark sands and earth
fillers, all those photographs and small objects mounted in the slabs
are in psychological terms, subconscious images of some of my
weaknesses, frustrations, dissatisfaction with my own articulation
in my environment, lack of self-confidence in what | was doing,
feelings of helplessness. The prison ramp slab is indeed a kind of
design sketch of the idea for this installation architecture, although
it was made before | selected and arranged for the space in the
museum. | must have, deeply in my memory, included it in the final
solution for the installation communication, that is, the descending
down the improvised platform, the feeling of dampness and the
slabs with unpleasant, wearisome representations above the dark
water, above the surface.
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ZP: But, apart from the deep introspection, is not the anxiety
you are talking about a reflection of the political spectrum in the
1990s, as was the brutal disintegration of Yugoslavia with ethnic
conflicts and the downward spiral of endless transition? Is not the
spatial construction itself, which can be considered a metaphorical
descent into a dark “cave”, an announcement of your increased
interest in the social context. | ask this because later on, the
connection with the political events will become quite evident,
such as in the eponymous series of six slabs from 2002, where
the title and the dates engraved in each slab obviously refer to the
painful six months of the military conflict in Macedonia in 2001.
Such is the case with the Night Vision installation, which was
formally similar to Above the Surface, and in which, while playing
with the ironic symbolism of exhausted Olympic ideals, you “paint”
the disappointment with the idealism of globalization and cynicism
of the world we entered in that decade.

JS: The production of projects resulting from each other in certain
time periods is the method | have been practicing and | am still
counting on when | start working on a project. Viewed from today’s
perspective, this method is certainly limiting and seems anachronic,
even creatively unjustified, given the dynamic and complex time in
which we live. However, in the context of the views and statements
in your question, | would try the other way around, to note points
where these two installations are conceptually different or where
they are being reformulated and transiting into another, different
idea. As | said before, Above the Surface is my intimate, dark
tale. I visually imagined the scenography of a chiaroscuro-painted
ambience, like you just described it, as a space of muted serenity
and a kind of anticipation, as a sonic silence, if one may say so.

In addition, | must admit that during that period, | had some
spontaneous resistance and deliberately avoided direct reactions
and | would say, simplistic illustrations of Balkan suffering, spiritual
and material poverty, rural pathos and misery, and local military
conflicts. There seemed to be too many such stories and dramas
painted to the level of banality in all arts and media.

On the other hand, it is true that Night Vision installations cover
some issues that connotate ideologically and politically determined
topics, but are still addressed in a much broader context than the
immediate events. The basic idea was to convey or portray the
psychosis of paranoia that was increasingly gripping us towards
the end of the 1990s. There was this feeling of permanent fear,
deception, delusion, disillusionment, and uncertainty about what
was happening and what kind of future awaited us, even to the
point of obsession with an apocalyptic future. The thought was
increasingly present that “Someone” was observing us, “Someone”
was managing our lives and destinies, while creating fake conflicts,
historical untruths, and conspiracies for divisions and new walls...
and for all sorts of stuff. That is why the multiple versions of the
Night Vision installations were based on a hybrid image that can
be seen if viewed through a night viewfinder or the tool called Night
Vision, which is commonly used in military and police armaments
and uses infrared light to see in the dark. It gives a pronounced
synthetic, neon “radioactive green” disturbing atmosphere; thus,
| wanted to suggest an unknown entity with the power to observe



and follow us without us being able to register or recognize
those who observe us. The epoxy transparent hemispheres
mounted either on the wall or the floor were symbolic elements
that accentuated the picture of that paranoid state | was talking
about. They included items such as a telephone microphone,
used lighters and batteries, chess pieces, an inscription with the
word “echo” as a blast from the past also extended into the future,
and other simple but for me, multi-meaning objects, metaphors
of exhausted and expendable individuals and groups of people
in social transition and military conflicts.

The second segment of the installation, which consisted of five
bicycle tires that briefly inflate and deflate immediately, emitting an
unpleasant irritating sound, was an ironic parallel to the symbolism
of the five continents’ cohesion during the Olympic Games under
the Coubertin’s motto that it was important to take part rather
than win. And as we can see, the countries, continents, and the
world are getting further away from that Olympic spirit and they
are increasingly looking as if they are on resuscitation devices.
Unfortunately, such states of mistrust and confrontation have not
only continued to this day, but have also become increasingly
difficult, frightening and even more dramatic.

ZP: In 2004, you made the second, one may say, spectacular
spatial installation, where you reused wood waste; it was a
massive model of a real metropolis spreading over 400m2 on
the floor of one of the big halls at the Museum of Contemporary
Art in Skopje. If 'm not mistaken, the project was commissioned
by the museum on the occasion of the four-decade anniversary
of its establishment. The project topicalized, as its title R=1:2/
R=1:200 also shows, the scale of a large city as opposed to
the small and physically handicapped None, a friend from your
neighborhood, by setting in parallel, on the one hand, the human
values of the individual against the indifference of the urban and
social space, and on the other hand, the relations between the
local and the global. But, before | ask you about the story of None,
| am interested to know how you made the urban planning for
that imagined metropolis and how much Skopje was presentin it.

JS: My entire work is in a way in touch with Skopje. | have a
strongly developed sense of empathy for my city. The None,
Keep Walking video in the R=1:2/R=1:200 installation is mostly
related to Skopje since it was his wish, and we worked out the
script together. However, in the conceptual definition of the whole
installation, | thought that it was not necessary for Skopje to be
literally presented in any way.

The urban plan and the model for the imaginary global city consist
of three parts: an old European city with a classic semicircular
or radial urban spatial organization; then, a typically modern city
designed with a lattice urban organization, including high corporate
and banking skyscrapers; and on the outskirts, an industrial zone
with organized communications. The projection or the solution
for organizing the installation came from the shape of the space
in the last hall on the ground floor in MoCA, popularly called “By
the pool”. The space has a high gallery on the sides; it is basically
square, and the middle is dominated by an arch-cube made of

concrete and glass. These elements were a sufficient basis for
me to see the final projection clearly and then to easily organize in
the space the hundreds of prepared wooden elements or models
of the architectural edifices for that imaginary city. Certainly, | set
the layout of the buildings according to a provisional “General
Urban Plan”, or GUP, as this very popular abbreviation (laughs)
has been used lately.

ZP: In the accompanying video, None is the central figure around
whom the characters gravitate and in fact, your local social milieu.
The city is dedicated to him, or as you say somewhere in the video,
the city is your gift to None. Can you tell us more about None’s role
in the project and the significance of your neighborhood, which
also has a specific place in the works that follow later?

JS: Novica Kostovski — None is a living “project” per se... A
man from whom all of us around him have learned something,
mostly how to embrace life as it is. None was a true character,
hypersocial, self-critical, witty, righteous but also sarcastic, self-
indulgent, and easily provoked. He had been really accepted by
his environment, but his nature also enriched the environment in
which he was growing up and existed.

His long-standing desire was for me to include him in one of my
art projects. While insisting, he offered ideas, but he was also
specific in what he did not want, that is, what we would do should
not resemble those TV humanitarian, engaged, social and often
pathetic reports on the disabled or people with special needs. |
also knew that he would not be satisfied with just an informal,
satirical, everyday video, such as the video in which he himself
appears as part of the installation, but that he was imagining a
more complex and larger art project. That is why in all that big
urban scheme, | wanted to emphasize the role of None, that big-
small man, and raise him above that urban giant that is constantly
growing and sprawling. In front of me, | had his unwavering human
nature, which does not recognize any barriers and would conquer
any city or area, so my goal was to place him in the center or
against those powerful institutional and private forces that led to
the creation of those dense and immense urban metropolises.

While we were preparing the project, our buddies were constantly
present and wholeheartedly supported us, and it is true that we
have been friends since our primary school years. From this time
distance, | think the whole concept was not just about None. All
of us around him wanted to reflect or embed ourselves in that
narrative and celebrate that community of ours, the long-standing
respect, the neighborhood relations, the city itself.

None died few years after the production and presentation of the
video and installation. However but at many of our gatherings to
remember and honor him, we still play this short film and fondly
remember this art event and the time shared with him.

Z.P: You performed the project with the city in several smaller
building variants, replacing the wooden models with concrete
elements, to finally close it in 2016 at the exhibition Sculptural
in the park of the Museum of Contemporary Art, in an extremely
pessimistic version you entitled R=1:2/R=1:200, FINAL. It is a
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“model” made of concrete representing the city together with
the Skopje valley, covered with black asphalt and placed on the
very edge of the hill as a mirror of Skopje, but at the same time
reaching the edge of the abyss before collapsing therein. In the
meantime, in those ten years from the beginning of your project,
the controversial Skopje 2014 project happened in reality, an
architectural tsunami that aimed and really managed to dress
modernist Skopje into a kitschy grandiose imperial antique outfit
with false styrofoam facades. How much was Skopje 2014 present
in the setting of your work?

JS: Initially, | intended to perform the first city project for the
anniversary of the museum with model elements made of concrete
instead of wood. But when | started working on the casting of
concrete models, some of which were quite complex, and there
were supposed to be about a thousand, | realized that | would not
be able to achieve that goal either in terms of time or in terms of
finances. It was too ambitious compared to the actual possibilities
of the project. | believe that the practice has shown to any artist
that there must be several solutions to a problem, so then, | had
to replace the concrete elements with wooden elements and
models. Nevertheless, the dilemma of whether the installation
with concrete objects would have been more consistent with what
| had imagined and whether it would have opened a different
context, remained. Luckily, | got the opportunity to incorporate the
concrete elements | had started making and which had already
been forgotten and lost somewhere in my backyard, into R=1:2/
R=1:200 FINAL and that dilemma ended after more than ten years.

You are asking if “Skopje 2014” is present in the park version of
this work? Well, the installation is a picture of a burned, destroyed,
dried up, crippled, devastated city and in relation to that new
image of Skopje that appeared in that period, my opposing
view is inevitable to be perceived and interpreted contextually.
The working title of the installation was “Black City” and it is an
expression of that dissatisfaction.

For many years, Skopje has been truly regressing and drowning,
not only in PM particles; it has sunk in the transitional sludge,
cultural politicking, into urban, social, migration, ethnic and
provincial traps, and all this did not have to and should not have
happened so drastically. | think that since the eighties, the city has
failed to grow in any direction and has become a real victim of non-
visionary politics, being torn apart by political, social and material
appetites and interests. For me, the development of Skopje ended
in the seventies with the National Theater and Opera, the Post
Office, the Kenzo Tange Railway Station, the Student Dormitory,
and the City Archive or the Pestalozzi School, and it began to
wither with the buildings such as Vardar Mebel, Tiffany and many
more that could be listed. After all that, | really have no idea how
and from where to proceed.However, | must mention here that the
topic “my city” provoked me and | was dealing with it much earlier
than the current “2014”. In my other works, | also treated Skopje
as a megalopolis or lost habitat in a civic, urban-architectural,
social, artistic and other sense. | have manifested my criticism of
how “my city” was developing in many different forms and works
for more than twenty years.
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ZP: In a way, you have predicted that provincial megalomania that
produced “Skopje 2014”, in your installation Anticipations, consisting of
architectural models and videos of three fictitious major world events
that would take place in Skopje in the future, i.e., in 2016, 2021 and
2052. You made the first Three Anticipations in 2005, and of course,
nothing turned out of the “future”; it has remained the same like both
the back then and the current immutable reality. The parodic Fourth
Anticipation, which is from 2008, is happening in the current time
and speaks about the beginning of the Macedonian space program
by the construction of a space station on the moon. In response to
that political and ideological theater of the absurd, in one interview,
you defined your works of that period as a “paraphrase of reality”,
which could be interpreted as fatalistic anticipation of anchored
immutability and powerlessness for any social change. Could the
negative anticipations be understood as a rejection of any faith, even
if utopian, in the power of art to awaken in people the need to change
that static awareness?

JS: The Anticipations have conceptually and formally resulted from the
city, from the installation at the MoCA Skopje in 2004. The main motive
was to touch upon the political manipulation, and distraction from real
problems, such as the occasional organization of some international
event, while creating the illusion of belonging to the developed, modemn
world and ostensibly placing Macedonia among the important points
on the global map, all the way to those comic phrases like “crossroads
between the East and the West” or “Macedonia, the navel of the
world”. The project is also playing with the constantly false state of
anticipation of a better future.

Regarding the last part of your question, | would say that perhaps
the only remaining modern “utopia” is the thought that artists or their
works, ideas, and references could be relevant factors for more
dignified conditions in our society. Unfortunately, art has seldom had
such power to truly impose itself and bring about social change or
to influence the building of higher collective awareness. Certainly,
there are those historycal examples of socialist realism or Nazi art,
but we know that these are ideologically enforced functions of art.
As to today’s conditions, we will surely easily agree that art, except
in a superficial and formal sense, finds it difficult to identify its place
in social life. It is almost completely pushed to the margins of society
and it has barely managed to survive, especially in this last decade.

ZP: Is this deep skepticism what you wanted to convey in your
paintings made of concrete, the last works after the Anticipations?

JS: | did not want the group of “concrete paintings” or “Negations”
to refer specifically only to art and the state of art. My motives were
different, but overall, they were the result of my critical observations of
social processes. Thus, | took the jersey of my favorite club Rabotnicki
that | concreted in Jersey That No One Wears, or the empty, stretched
painting canvas concreted in the Canvas That No One Paints, as
synonyms for sports and fine arts which are said to be “The most
important of the unimportant things” in social life. Basically, this phrase,
this cliché is completely emptied both of its meaning and the real
role of these important human activities, as if they have no actual
touch with social foundations anymore. What is happening to
solidarity, belonging and togetherness, identification, idealization,



valorization of values, the joy of creation, or empathy with other
people’s successes? All of this, except for the political hypocrisy
or profit, seems to be frozen, concreted in some uncertainty. As
for the motives in the video installation “Icon That No One Prays
To”, | hope that it can be clearly read that this work delves a little
deeper into the problems of modern society. There, | was helped
a lot by my friend, the Protestant pastor Nikola Galevski, and
here, | want to thank him for accepting to take part and actually
cooperate in the making of this short video and who, without any
pre-prepared script, reacted and upgraded the concept of the work
with his opinion on the concrete icons. The important point in the
work or the key dilemma that Pastor Galevski indirectly raises is
whether that empty concrete image is an icon or not, thus giving
rise to the millennial clash between iconophilia and iconoclasm,
i.e., the question of representation. This civilizational gap over
the image, the differences over the understanding of “truth” or the
right path forward, | think is still extremely relevant even today.

ZP: In the end, | would like to remind you of that day in your studio
when you showed me the object which you said you had entitled
Water|Wall and when the agreement was immediately made that
it should be the title of your retrospective exhibition. Can you tell
me why you chose this title for your work? Apart from the literal
association of what is happening on the object, | am interested
to know what is there in those two words for you?

JS: | have always had difficulty coming up with titles for my
projects. Very often, the first or working title that would come to my
mind, would also remain the last one. It seems the same happened
with the “baptism” of this work, as an instantaneous association
with the title of the theater play “The Wall, the Water” by Zhivko
Chingo, although | did not have in mind anything specifically
related to the content of the play. | was starting it over and over,
and | would come back to it, but | could not see how to place it
in that project principle of mine in terms of what-was-before-and-
what-comes-after, even though | considered it a finished work.
At one point, | put it aside, so there was no opportunity to exhibit
it and check it in relation to other works. However, as it turned
out, the work is a kind of milestone, conjunction; it sublimates
many of my art practices in terms of articulation by transparent,
liquid substances and water surfaces, while on the other hand
announcing what will come later with the monolithic elements in
“concrete production”. | think that the various materials | have
used all these years were not just modeling substances; they
also contextualized and shaped the work in terms of content;
they were artistic vocabulary, quintessence, metaphor, statement,
message, or emotions.

| have to admit that | am glad we chose the title Water Wall for
the exhibition because, despite the fact that it unites the main
directions of what | was trying to communicate with my work,
| think it contains enough elements that speak of, or so to say,
symbolize my artistic and life path.

| will try to answer the second part of your question only through
the lens of my personal experience gained through the creative
process, without further delving into the interpretation of other

open connotations about the meaning of those two words in the
works | created. For me, Water is an endless line on the open
horizon and | compare it with the breadth of fine arts, while we,
with all our limitations, are able to touch only a few points of that
absolute sequence.

The Wall is a synonym for those who are fully committed to artistic
creation, a mono-drama through which any serious artist or other
author goes through. No matter how many times we hit the wall,
it remains unclear: did we get hurt, or did it make us stronger?
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Profane Iconostasis, Holy Painting

Zoran Petrovski (1990)

The origin of brands, seen and visible, imprinted with a hot iron, is
to be wholly found in the diversity of the soul, the tangled labyrinth
of the senses, not knowing whether to direct their change towards
the inner or outer world and teetering on the border between them.
But I have drawn or painted them only to show what is tangible — to
make an abstract picture of the tangible. The abstract, in order to
leave the visible and attain the tangible.

Shumkovski’s paintings contain nothing more than the visible,
nothing more than the bare eye reveals. In fact, one cannot fully
maintain that these works have been intended as paintings.
They are, first of all, objects made mainly of wood, parts of old
furniture, and sometimes of small metal elements and paintings.
But paintings that are also consistently materialized objects —
created in a technique similar to what surrounds them — a kind
of manufactured products. Yet. in spite of the almost banal
construction of these objects made of objects, of these structures
striking out from the wall and resisting its abstract plane, and which
at the same time show no desire to define themselves in space,
we may still say we are confronted with a strong field of radiation
from the painting. Strong, but concealed, acting from within, not
manifesting itself, not showing itself to the rational and distanced
viewer, but building or incorporating itself into the configuration of
a dense, almost spaceless topology of objects. We must look for
the action — the radiation of what we are here calling a painting —in
the structure of the relations between all those dissimilar and yet
harmonious elements that make up these inventive works. The
view of the painting which will reveal the touches of the objects
inert in themselves is a view of forced to establish a sensual, tactile
relationship with their heterogenous features. It is a view revealing
in close contact with the matter’s skin that does not exist in the
visible but is captured somewhere in one’s personal experience.

The painting as an object and the painting as a subjective image
are two points gravitating towards each other, two convergent
movements that define in their touching point the meaning of
Shumkovski’s work. Inside the objects, however, there is a relation
between the painting and its frame. Surrounded by the beauty of
the material, subjecting itself or retreating before it, the painting
shows that it is turned towards itself, towards the discovery of the
meaning of its being.

In several of his early, smaller objects, Shumkovski makes variations
on one title with double allusions; White Square and a Shelf and
Green Square and a Shelf, undoubtedly referring to Malevich and
his White Square on White and Black Square on Black on the
one hand, and to an anonymous everyday object on another.



The irony with Shumkovski’s squares is that the allusion to
Malevich is confined to the titles only and that the shelf is a
structure of various boards, laths, and wires, which according to
their formal organization include a third, unpronounced allusion
to cubist and constructivist objects-reliefs. What is even more
striking, the white and green squares are only splinters covered
with paint as a basis, while the objects framing them radiate
with their lively interplay of details emerging from the paintings’
background. In fact, in the contact between the painting and
the objects, it is the painting that seems to turn into anonymity,
accepting the objects’ features, and now it is the objects that
designate it as a serially and manually worked object, and not the
painting itself with its two-dimensional, dematerialized surface,
as a cubist or Malevich’s work would normally suggest. But, at
the same time, we cannot overlook the fact that it is the painting
that determines the context, relations, and contents of the work’s
elements. Its vertical, horizontal, and geometrical sections make
them act as elements of a figure, landscape, or an abstract subject.
Yet, as a shelf or board, they suggest building material, furniture,
and carpentry, but also sculpture, ready-made and assemblage.
This again means that, just like the painting, they refer to certain
commonplace features and previously named topoi, and in the
interweaving of the multitude of meanings and images that inspire
them, they acquire a monstrous painting potential. Briefly, they
turn into those “... earthly things that create phantoms and spirits
in an artistic form.” (Tomaz Brejc)

“It seems to me that in the magnificent wealth of feelings created
by touch, | reach the abstract which is new from at least two sides;
one is the side of dissolution and merging, and the other is where
the surveyor gives up his measurements in order to study the
unique forms, vaults, and halls.”

If the painting is not a special and unique image, but a painting
in general, a substitute for various other paintings, and if the
ready-made objects are only materialized concepts, it means that
we are in “the realm of signs”, where the borders between the
present, apparent and absent (the invisible) disappear and turn
into a phantasmagorical experience of the already experienced.
Thus the structure of the objects is a structure of many differently
designated places, an artificial “landscape” spreading towards
the undreamed-of-borders of the imaginary and at the same time
concentrating itself into the energy of the material, the sublime.
Its false geometrical outline is shattered by the invincible and
the free formation of planes, peaks, cross sections and curves,
which squeeze out the space, thus growing into one body.
The eye exploring the structure has no need to summarize,
synthesize and read the message or the idea contained in it,
since in this permanent interweaving and merging of forms,
each of them underlines the meaning of the neighboring form,
making a chain of associations which mould the image in the
observer’s consciousness and imagination. All we accomplish
in perceiving the work through the sensual view is reflected in
the self-experience. Giving meaning to matter and its form, the
sensual view brings the object closer as an entity responding to
the eye, as a mirror in which the subject’s interior is reflected.

By shifting the visual quality towards the material and surrounding
itself with the object, the painting shows an absence of a will of its
own. Yet its introverted withdrawal from the borders of the external
form to the substance of the color does not exclude the essence
of what makes it a painting. In one of Shumkovski’s latest works,
simply called Landscape (1990), the horizontal format of the
canvas and the layers of paint forming the lighter red hues of the
background and turning into heavy and dark shades in the upper
layers, strongly suggest an abstract landscape filled with a dense
atmosphere. But two short and massive planks, set diagonally
in the upper and lower corners of the painting at the same time
frame it as if emerging from the painting’s colored substance,
which suddenly looks like a background of earth. Besides, a thin
lath is placed in the middle which divides the painting into two
abstract squares, into two framed canvases which makes the
whole look higher vertically, and reduces the depth of the colors to
a surface, a decorative texture. This permanent changing quality of
the painting, its multifariousness, achieved by two elements only
— by even and mechanical application of color, and the contours,
i.e. the format — is one of the constants in Shumkovski’s works.
In an unusual way the traditional trompe I'oeil, or to be more
accurate, the representativeness of the icon is restored in this
work. Seemingly conceding the structure to the ‘talkative’ frame,
the painting retains the power again to reveal the invisible, what
exists in the soul and is unnameable. The frame, that profane
iconostasis, links us to the painting’s body which reflects reality
in its own unique way.

“The soul and the body are not separate, but merge into one
another inextricably, even at the skin’s surface. Two bodies united
like this cannot make a subject separate from the object.”

The quotations are from: Michel Serres, Pet cula, Delo, Beograd
april-maj, 1989. Translated from: Michel Serres, Le cing sens
(Le philosophie des corps meles), Bernard Grasset, Paris 1983

Originaly published: Zoran Petrovski, Jovan Sumkovski, Profane
Iconostasis, Holy Painting, catalogue, Museum of Contemporary
Art Skopje, 1990
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Disputes Over the Object
Nebojsa Vili¢ (1994)

Finding himself somewhere in between the thought of painting
and the sculptural shape, Sumkovski reaches the spot of creation
that totally erases the border between these two most opposed
art disciplines. Conscious of the heritage of the pioneers of
modernism, which radically changed the conscience about
creation through the mixing of the media, he enriches it with
one more conception. His work does not signify a move over or
widened concept of sculpture (sculpture posted on the wall); they
do not speak of a different kind of painting (paintings which have
stepped into a third dimension). They do not signify destruction,
but dislocation of both terms in the field of pure art, more correctly,
the pure art modeling. The totalness of their entity can be regarded
most closely by the object ranges as a term. If the rigid line of
this term suggests a wide area that spreads from the ready-made
to the use of fabricated elements, Sumkovski’s object follows
the narrower conviction that refers to an area that streches from
the artificially developed ready-made to complete artificiality. In
essence, the basic starting point in his creative concept is the
ready-made, but only as an initiation — the final consequence of
this concept terminates in a third-degree simulacrum, in which
the original is lost.

Towards the “Landscapes”

The use of various diversified materials in these creations clarifies
the character of such a conviction. Sumkovski does not limit
himself to the use of traditional materials only. Sumkovski does
not hesitate to use everything necessary, when his artistic search
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senses the need of concept realization. Therefore, he outreaches
for natural materials such as sand, sawdust, furnishings, wooden
planks and boards, but also reaches out for colored pigment,
metal sheets, and screws, uniting all of these with epoxy resine,
or polyester as a medium. His skill enables him the full control of
the technical process through which different branded textures
are achieved. He achieves at solutions through them which in
the final instance speak of a completely different shaping logic.
Placed on the wall canvas this shaping is undoubtedly referring
to the painting's logic. Painting is even more stressed with the
naming of his creations: Landscapes — associating to the scenery,
to open spaces. However, Sumkovski’s sceneries have nothing to
do with nature, they are self-referent. They become original’s clons
and again the determination is tied to the third degree simulacra.

If the way of attaching of most elements present in these objects is
to add them (that is constructivist in essence), then it is undoubtful
that these works are multi-layered in their appearance. The way
in which the assembling of the elements and different branded
materials is done, and how every used element and material
keeps its own entity at the appearance level is manifested as an
extremely rational composition. The rational, that replaces emotion
and creates the impression that the work is serious, distant from
any impulsiveness, expressivity and personality.

Towards defining

The defining of multi-layers in Sumkovski’s work refers to placing
two possible principles of interpretation: through deconstruction
and through the referentiality towards the artificial objecthood. If
deconstruction, in its wider sense, present on a semantic level,
refers to the level of deconstruction of media as painting and
sculpture (the reference to painterly logic and the reference
towards the sculptural logic), then the artificial subjectivity refers
to finding a different shaping logic and act. However, they both
imply that these works belong to the New Object Art. Works
incorporated in the New Object Art are determined through the
fine art concept. They do not refer to the subject reality, because
they erase the difference between illusion and concreteness; they
possess rationality in the construction process, they melt in the
softness of “masterness” through artistic process subjectivity and
finally, they are being projected once again, in fine arts concept
and scope. Therefore, the works of the New Object Art, to which
Jovan Sumkovski’s work belongs, are an implicit part of art in
this decade.

Originally published in the catalogue: 22. Bienal Internacional de
Sao Paulo, Sao Paulo, Brasil, 1994



Aspects of the Current Art Scene
Valentino Dimitrovski (1996)

At the beginning of the 1990s Jovan Shumkovski completed his
statement on the echo of the mediated constructivist experiences,
which appeared to be a kind of visualization and objectification
of the “sacred” and “profane”. With a distinctive sensibility, with
the softness of the “craftsmanship”, he acquired the intimization
of the three-dimensional compositions introduced in the works of
the so-called New Object Art.

However, at the mid of the decade there was a certain declination
from the sophisticated “Object” towards the opening of the space
in the vein of the current ambientalization of the arts. This was
followed by the change of the materials and the performing
techniques and by the necessity for emphasized illumination
and a darkening of the scene. The works (shown at Image Box
in 1994/95 and 9 %%: New Macedonian Art in Skopje, and Balkan
Art in Novi Sad in 1996) are composed of serially connected
equal elements. This “imposition”of the equal and the applied
cold schematics as a technological component looks contrasted
to the side lights that emphasize the intervention of the artist, the
texture of the exhibits or the polyester plates. This kind of seriall
weaving, the frieze, and development with the multiplication of the
texture of the plates, together with the “mystic” impulses coming
from the lighting and the monumental scale of the whole display
shine with a certain aura of mysterious intensity and the feeling
of some tense expectation.

The subtle game of art and technology, i.e. the “sacred” and
“profane” is back again. But, now the rhetoric is different from
that of the 1980’s, it alludes to the underlying memory inscriptions.

Excerpt from a text originally published as: Valentino Dimitrovski,
Aspects of the Current Art “Scene”, in: Large Glass Magazine, no.
4, Museum of Contemporary Art, Skopje, 1996

Above the Surface
Lazo Plavevski (1997)

The subject of this catalogue is the presentation of the works of
Jovan Shumkovski realized since 1992. That year, after several
years of working and experimenting with the polyester and epoxy
resin (for no specific artistic reason, but to meet his existential
demands), he produced the “Plate 1”, an object that, on several
levels (both as a technique and a concept) offers an approach
different from the expressive codes and technical performances
that used to identify his earlier artworks.

Continuity with the previously studied forms and tendencies is
evident in the installations and objects that followed, but in the
moment of producing “Plate 1” the dominant attitude is the state of
inventiveness within his own artistic reflections. It is a black convex
plate, the size 60x60cm. Its surface is almost ideally smooth, it
has slightly round edges, and the quartz sand and metal fillings
in the dark structure of the material glitter in numerous shining
spots. Due to the convexity of the object the smooth surface and
the dark under-layer, the surface of the plate constantly reflects the
surroundings. The object looks like an industrially manufactured
product without any expressive traces of the process of its
realization. This notion should lead to Shumkovski's approach
towards some elements of Minimal Art. Some of the works released
after 1992 in the artistic circle close to Shumkovski also bear signs
of the tendencies of late Modernism. lts influence is functioning as
distancing from his previous (expressive or informal) experiences
i.e. their soothing and reformulating into models that speak of
greater consistency of the form where a supporting presence
of the narration could be felt. In a wider sense “Plate 1” could
be identified as a work of art influenced by late Modernism, but
in the following course of structuring of his work induced by the
invention of this plate, the emphasis was placed on the tendencies
that intrigued the aforementioned circle of artists in the 1990s.
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Technological solutions will, basically, remain the same, and the
inside of the plate will be marked with the informal experiences
of Shumkovski. They will be, most of them, applied as parts of
installations and the symbolic structure will be built mostly upon
the phenomena produced or possessed by the plates’ features:
smooth surface, glittering of the crystal materials, reflections,
etc. The non-expressive procedure will be applied in arranging
the space where the installation will be displayed. The controlled
optical, light and symbolic layers of the work are emerging from
the dark setting where the presence of metal imposes to the
installation a cold, impersonal dimension.

In the two installations realized after “Plate 1” (one presented at the
exhibition Image Box in Skopje in 1994/95 and the other in Murska
Sobota at the 12th Biennial of Small Sculpture in 1995) there
is evidence of a careful approach to the open possibilities that
occurred after “Plate 1”. Thus Shumkovski concludes the previous
period of works in the logic of the New Object Art and starts
working installations. Eventually, he will not abandon previous
experiences. The less sophisticated object will endure, but it will
be included in different contexts and spatial constellations.

()

In the first half of the 1990s, when the narrative characteristics
of the fine arts in Macedonia tended to oversaturation and even
to the production of noise, Shumkovski oriented himself towards
the dimming of any verbalism. This act was probably urged by his
choice to be on the other side of the mentioned tendencies, but
there still remains the question: whether the spirit of times could
be ignored without any visible traces? In his case, it is a matter of
reformulating certain tendencies. The dimming of the sharpness of
the applied signs and the constant switching of the focus from one
level to the other generates an atmosphere of “latent narration”
(N. Vilic). The presence of the Sphinx, the mythological creature
that sets riddles is felt in the background of this narration.

His sign models bear the mark of parabolas — parabolas in
the sense Averincev (The Poetics of the Byzantine Literature,
Belgrade, 1982, p. 165) when he asserts that the parabola is “in
its literal meaning a-word-thrown-aside: a word that is not pointed
towards its object but it wanders, floats, makes its circles ‘besides’
it; the parabola does not name the particular, instead, it tends to
cover it with riddles”.

The necessity of a certain degree of mysticism, meant to present
the installation with the desired atmosphere is probably directing
the expressive model towards the parabola. It could be found
not only on the level of the context but also in the expressive
structures of the plates. The materials and objects applied there,
created or found, have a tendency to preserve the evidence of
some event or person (to bear a memory note of their own) or to
create an illusion of a such state. That is why they should be fixed
and conserved in the plates. The moment of slippery, unstable
state of these relations is probably dominant in constructing of
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required images. The mystery of these images is not meant to
incite ambivalence or to create a space where some secret needs
could be touched or felt. It is rather meant to offer an expressive
space for storing dreams, events from the youth, or the fascination
with moments that could not be otherwise explained, located,
defined, or answered. They are free of their existential tensions
and annoyances and they are transferred into the domain of the
riddles. The substitution has the shape of fascination.

The echo in three levels that Shumkovski presents as his own
artistic position at the beginning of this catalogue has similar
intentions and requirements. It quietly offers the invitation to
participate in the created world of reflections; this introversion
longs for company. It has to be approached as a riddle whose
solving is filled with many intuitive attempts, never offering a final
answer, but with a constant need for the anxiety of the sweet
pleasure of its presence.

Above the Surface, the latest installation of Shumkovski, shown
in the Museum of the City of Skopje is mainly concluding
the concept that started with the Echo in 1995, but in certain
dimensions, it reaches new plastic constellations that present the
work with different and, maybe from the perspective of the earlier
accomplishments, unpredictable results.

The room of the Museum where the installation is displayed has
some characteristics that make it different from the usual order of
a gallery. In relation to the other galleries on the first floor, it is on
a lower level, while a small plateau in front of the rooms provides
a complete view of its space. For certain reasons, this gallery has
visual communication with some other parts of the Museum (a
history exhibition and an unoccupied gallery that is being used
partly as storage and partly as a depot). The mentioned plateau
offers a view over the whole installation while, at the same time,
the spectator could stand outside, while the visual setting of the
room remains as a memory note of it in the new, unusual field
created by the darkness. The floor of this dark room is underwater
in depth (2cm.) which is difficult to determine because of the black
base underneath. Above it (attached to the stairs at the entrance)
a scaffold is constructed that leads to the room of the installation. A
group of 18 round plates (with a diameter of 38cm.) are randomly
ordered in the water around the scaffold. Beams of pale light fall
on each of the plates providing controlled reflection on the black
marble walls of the room. Water is dripping at four spots (from
the platforms above the room).

The conclusion of the mentioned Echo model refers basically to
the control over the light and the reflections in the whole installation
(in the earlier installations there was a certain noise due to the
fitting into some of the neighboring works from other exhibitions)
and to the artist’s explanation of the expression model suitable
for understanding and perceiving the installation published in this
catalogue.

The plates are, again, given a special place. Unlike the earlier
installations where they could be perceived either as a part of
the whole or as independent elements, this time there is a real
distance between them and the spectator, i.e. they are completely



incorporated into the body of the installation. It looked so, at first
sight. Actually, unlike the previous installations here we have
a large number of photographs, objects, materials, objects of
fascination, etc. that could not be utterly seen, but whose latent
presence could be felt. The potential of the riddle here reaches
its full accomplishment.

| already mentioned that Shumkovski’s earlier installations were
completed within group exhibitions. This way of presenting
usually presupposes a certain lack of space or adjustment with
the concept of the exhibition. It was most probably due to these
aspects, but also because of his careful proceeding from the object
towards the installation, that in these works Shumkovski, similarly
to some other Macedonian artists, showed a certain tension when
deciding whether to define them as objects or as installations.
This tension seems to me to be a paradigm for Macedonian art
in the middle of the 1990s.

In Above the Surface, this tension does not seem to show, or its
influence is considerably lessened. It is a realized-in-space artistic
idea that creates an ambiance filled with a multi-meaning of the
applied expressive structure. The round plates with enigmatic
meaning, water the presence and depth of which could be hardly
discerned, reflections on the walls, dripping water and darkness
out of which the colored round forms radiate — it is an ambiance
filled with a quiet mystery, a certain oracle, a space filled with
riddles.

In a way Above the Surface is bridging the abyss of indifference by
predicting the hope for some possible supposed conditions where
personal fascinations could create a space for quiet contemplation
dissolved in the enigmatic power of the parabola.

Originally published: Lazo Plavevski, Above the Surface,
(excerpts), introduction to the catalogue, Museum of the City of
Skopje, 1997

Imagination-Romanticism: Jovan Sumkovski

Barbara Barsch (2001)

As in all the former Estern Bloc countries, the art scene in
Macedonia too has changed considerably over the past ten
years, having sought and found links with international art. In the
case of Macedonia, the works of Jovan Sumkovski have exerted
a significant influence on this process. Even though the artist
does not expressly say so, his whole oeuvre to date plays with
the theme of Romanticism; the manner in which he realises his
artistic ideas alludes directly to it. If Romanticism in the early 19th
century is seen as the departure of the young generation into a
new industrial era which in large parts of Europe went hand in
hand with a new definition of the role of the individual in society
after the abolition of serfdom, then the political and social changes
and the new intelectual departures in progress worldwide today
are comparable in their impact on the history of ideas.

Jovan Sumkovski uses and blends the most varied of artistic
means, creating an enigmatic atmosphere that leaves plenty
of scope for imagination. His works are as contemplative and
narative as they are concrete and fantastic. Real objects and
Xeroxed copies of his photographs are sealed in transparent
film so that they are still recognizable as real objects although
preserved and inaccessible. Light effects thrown back by these
films create a space of their own. These are no simple reflections,
but links that draw lines and, as it were, plumb that space. The
colours are earthy and natural. The artist likes to work with sense
deceptions. The quiet, mysterious sound adds a further dimension,
so that both sense and reason are addressed. Reality is never
one-dimensional for Jovan Sumkovski; he indicates that there is
always something invisible behind the visible. It is this that he is
in search of, while at the same time raising the question what is
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real and what is imagined. To give oneself up to a fantasy world is
a romantic notion which also serves to cross borders, to conceive
of new worlds. Fantasy worlds play an important part in times of
social turmoil and the chaos, unrest and wars asscociated with
it, as the people tend to find their footing again, to re-order the
chaos and cross intelectual borders. However, the freedom gained
errects new hurdles, which in turn have to be eliminated. Fantasy
must be given scope again. For Jovan Sumkovski, Romanticism is
something timely and contemporary, not something nostalgic. As
he puts it: “Today | understand Romanticism and its revolutionary
potential as creative fantasy. The expectation that society might
be changed by a revolutionary movement has not be fulfilled over
the past 170 years. On the other hand, creative fantasy today is
not the same utopian fantasy as that of the 19th century artists.
Today, the artist turns it into something factual. That is why |
use found objects and concrete materials like Xeroxed copies
of my photographs and everything that surrounds me, so as to
emphasise that fantasy does not springs from an illusion, but
is very real. So for me today, Romanticism means being in the
present, being aware of one’s truth. | would say that ‘illusionist
fantasy’ has been replaced by ‘concrete fantasy’ (fantasy based
on reality, actuality). Correspondingly, Romanticism is a kind of
‘concrete romanticism’ i.e., the explosive energy of revolution has
been replaced today by a concealed, condensed, latent energy
that is waiting to be discovered” (from Jovan Sumkovski’'s e-mail
to the author dated 28 Februarry 2001)

Originally published in the catalogue for the international exhibition:
Imagination-Romantik, Botho-Graef-Kunstpreis der Stadt Jena,
2001
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R=1:2 / R=1:200
Ljiljana Nedelkovska (2004)

Jovan Shumkovski’s project R = 1:2 / R = 1:200 which he has
been working on for almost a year is a kind of sublimation of his
former experiences with the heterogeneous media. This project
is a logical continuation of the concept of the installation Above
the Surface, shown at the Museum of the City of Skopje in 1997.
At the same time, it shows however a necessity for a constantly
sustainable continuance, a continuance that is evident here as a
reminiscence of his early objects from the end of the 1980s. Same
as in the objects, he is using for this installation materials and
objects he had found around his studio or picked somewhere else,
like old things or waste, this making their recognizable features
find their place in the context of the new relations and meanings.
Here, as well as in Above the Surface, his ability to work with
the materials and combine and arrange them and his ability to
manage the space is articulated through “a light energetic charge”
that is shaping the scene settled with hidden, mysterious worlds
which can be reached only through the different viewpoints that
include the dynamics of perception and motion. This is why the
continuance of Shumkovski’s work is manifested as a kind of
artistic concept, as a constituent of the inner structure of the work:
the shift that is going on in the passage or relation between the
artistic domain and the domain of the motion pictures only shows
the consecution of the stream of his artistic thought. Now, instead
of captured reflections of the past, instead of the “trace of an event
or a person”, the scene is “written” through body language. It is
achieved by means of the video record where the main character,
None, speaks of his attitude towards the city: the city he lives in,
Skopje, but also the city — model Shumkovski created especially
for him.

What is fascinating in this project is the fact that Jovan Shumkovski
“built” an entire city, a “big” city, and that city, together with the
video is a gift for his friend from his young days — None, a “small



man”, limited in his moving capacities, but not in his life necessities
and abilities to communicate. Before he started the process of
creating the city, Shumkovski had drawn a map that served as
a basis for arranging and combining a large number of wooden
models of urban objects in the spacious exhibition room of the
Museum. The scale he used for drawing the map and making
the model was 1:200, while the scale 1:2 refers to None, to his
height in relation to the average human height. And as we know,
the human height and viewpoint are the referent units of every
cartographic measuring and drawing, where the map is meant not
only to measure the world but also the relation of man towards
the world. So, by means of the cartographic language instead
of a factographic image, Shumkovski actually created a mental
image, a mental “picture” where the imaginary and the reminiscent
permeate in a way that offers a different viewpoint and experience
of the city: it is a spatially objectified picture where the light directed
towards certain objects makes the other objects reflect, sparkle
and multiply, and actually create new cities, images and meanings.

Considering the scenic aspect of the space and the thinking models
presented through the architecture and the concept of the urban,
this project opens at least two perspectives of perception: a view
from above and the perspective of a dream. Each of them causes
profundity and intensifies the point of perception. The space, the
urban models, and the light refraction are presented in a way
that presupposes a circular motion and perception. A counterpart
to this way of perception is the allusion to the temporal circle,
the cyclical quality of the duration of the video: the end as the
beginning, or a beginning without an end ... In this context, the city
acquires the propositions of the “time” where nothing can be fixed
and comprehended in its stability and fullness, in the constancy
of the supposed values and truths. This is complemented by the
feeling that the point supposed to be the center is actually an
empty space: therefore, this city and its rectangularity touch our
sense of midpoint, the point of fullness and meaning, “the center
as a place of truth” (R. Barttes). The relation between the full
and the empty is revealed through the structure of the video.
The communication between None and the artist functions on the
level of the Witz and humor. And the Witz always implies certain
emptying which leads to “twisting or distortion of the signifier or
energy has managed to create a void.”

(...) The Witz is always reading between the lines” (...), where “a
single signifier may signify at multiple levels, we draw a maximum
of (sometimes contradictory) significations from a minimum of
signifiers.” But what is particularly important, and what Jean
Baudrillard points out, is that the meaning of the Witz is always
connected with the symbolic, not with the economic way of
exchange, that its meaning is only in its sharing: “it is meaningful
only in exchange”.” (Jean Baudrillard, Symbolic Exchange and
Death)

Here again, we come across Shumkovski’s latent need to “blur
the sharpness of the used signs, that is, the permanent shift of the
center of gravity from one level to another”: instead of a process of
locating the conflict, painful spots in the city functioning, instead of
moralizing or engaging socially, Shumkovski applies a process that

functions by its own laws, laws that don’t allow for transparency
and directness.*

One thing is obvious however: the city he built is not Skopje, it
is an imaginary city, a city whose foundations are set upon huge
artistic effort and will, and above all, a city that incorporates an
extraordinary, sincerely human gesture, a gesture rarely shown
today — the gesture of giving.

*Lazo Plavevski made an interesting suggestion for this text, a
suggestion that points to the psychological and social thinking
models of local, “neighborhood” provenience, which | consider
important to state as a whole: “Maybe it is only an impression,
but the models are based upon a certain neghborhood logic,
neighborhood humor, a method that applies to cruelly to gigantlike
metaphors (“... proportionally shrunk city...”) in order to avoid the
precise labeling of the project. The Witz is meant to conceal all
the unnecessary noises because the reality of the attention and
the care should be a void, unlabeled and unspoken place.”

Originally published: Ljiljana Nedelkovska, R = 1:2 / R = 1:200:
installation and home video by Jovan Shumkovski, 2003/04,
catalogue, Museum of Contemporary Art, Skopje
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Paraphrase of Reality:
Interview with Jovan Sumkovski

Viktorija Vaseva Dimeska (2017)

Viktorija Vaseva Dimeska: The artist presents his truth; he
possess and creates a vision as a résumé of his experiences.
This vision is a certain myth and a dream and a reality, a state of
mind - “productive madness”. Do you think that this productive
madness of creation, the hand strokes, the touch of materials, the
modeling, composing, and visualizing of ideas is in its essence
a revisualization, a simplification of the memorized reality to the
level of a symbol?

Jovan Shumkovski: It is no secret that | have stubbornly clung
to sort of a pathetic “author’s continuity” in my working process.
Even up until today, | have not shifted away an inch from this
anachronous position. If | understood you well, your question
takes me back to the 1990’s and somewhat later, when | was
attempting to turn the ready-found elements - despite all of their
banality or unusability - into a topical symbol. A “complex symbol”,
the subtext or figurative function of which spoke of the then
prevailing ambience and social environment we lived in. The very
act of “capturing”, i.e. preservation of the elements found within a
predefined transparent volume, elevated them to a sort of trash
symbol. Yet, truth be told, a part of this elementality/symbolism
was this idea projected with an anticipative meaning, which | tried
to make more comprehensible even in the subsequent projects
and even with a more immediate expression.

VVD: When we anticipate something, are we not looking for
an answer to some relevant issues or problems occupying our
thoughts?

JS: The works Three Anticipations and The Fourth Anticipation
speak of the social order “happening” to us over the last 15 years.
A fake optimism, which the local and global politics and their
protagonists have imprisoned us and have been keeping us
confined in. Let me try to be moe clear: it is more than evident
that these objects and videos are essentially a kind of art-utopian
projects. Of course, these (manifestations, architectural objects
and programs) will never happen... Itis just a paraphrase of reality
or a lie of the society we live in. | wanted to create a kind of narrative
with the models that were deliberately shaped realistically, such
that would hide their non-reality, their “utopianism”. In project
terms, such content is recognizable (or heralded) even back in
the video installation “R = 1: 2/1: 200” from 2003.

VVD: How important for you is the relation between the working
process and the finished piece of work?



JS: This “relationship” used to be really important to me. In the
1980s and 1990s, and even later on, at the core of my production
was the need for a more complex realization process in the
sense of an artistry. Over the years, that imperative slowly faded
away... This last exhibition The First Base is a set of realized,
but unexhibited works, conceived probably as part of something
bigger and more voluminous... while the other part consists of
initial and unfinished productions, and the third group of works
simply happened in the last fifteen years. It took me a lot of self-
examination, thinking and self-persuasion to exhibit them together.
In the past, the installations had to be a whole — defined both
in their formal and content sense. Yet, the works were simply
collected and presented at the last exhibition. For some of them,
| could not say with certainty that they have been completed.

VVD: Do you think that, in this sense, the very procedure in your
work can be interpreted as such and be understood as content
in itself?

JS: | have been asked a similar question by some other people
with whom | have talked about my works, as well. | am assuming
that they were provoked by the other part of the projects, in which
| worked with materials while applying a modus operandi or a
procedure that often required precisely crafted piece of work,
something which was not often practiced on the art scene. | have
always strived to make perfectly crafted work of art. And, that in
itself either overshadowed the content or | have not expressed it
sufficiently “clearly and loudly”. To be honest, | am not one of those
artists who are “easily” direct in their “content” engagements. |
think that such an offer bears a real copyright risk; the work easily
turns into a pamphlet and is rendered more difficult to articulate in
an artistic language. | suppose we must have some real agenda
or an immediate interest in order to present the works so easily
or directly engaged.

VVD: How do you know that a piece of work is finished?

JS: | think an artist either has or does not have an answer to this
question... Honestly, | do not have an answer or the verbal power
to dramatize my work, to completely define my art production.
However, the principle that | practice is such that - in the process
of conceptualizing a project - | approach the realization or
embodiment of those works that lead me to their “continuation”
with their wholeness (of the content and form). If | cannot see the
work in continuation, as part of two or three connected units in
perspective, | never begin with the realization. Therefore, | can
only be sure in which case | will start shaping the works. The work
or project is formally finished when | start on their “continuation”.

VVD: We are constantly bombarded by all kinds of information.
When we make a decision on something that might take place in
the future, one needs to consider what to take into account, and
what to ignore. What is the important aspect in making a decision;
what is the indication that you exploit to make a decision?

JS: Unfortunately, | do not travel much and have not visited many
exhibitions over the past ten years. | do not follow social networks
and am no fan of round tables at which the artistic contemporary

reality is debated. | am obviously dimensioning myself locally
and communicate with an increasingly smaller circle of friends
(artists); this, however, is no impediment at all in creative sense.
| believe that we reflect at one another less and less, which may
yield positive results in terms of various artistic worldviews of the
colleagues and their production.

In the present-day Macedonian social environment, the problems
and challenges are permanently repeated year in and year out.
Hence, it does not really take a lot of wisdom to anticipate an
unreal event in an imaginary future. It was not difficult for me to
create them, to project them in an artistic sense as an echo of the
demagogic social reality we live in...

Originally published: Viktorija Vaseva Dimeska, Jovan Sumkovski:
Prva Plo¢a / Primo Pannello, in the catalogue MMC, Rovinj,
Croatia, 2017
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Buorpadwmja

1962

JoBaH LllymkoBcke e pogeH Bo Ckonje, Kako BTOPO AETe Ha CrvKapoT U
cueHorpad [nmo Lymkoscku n Pyxa LLlymkoscka;

1980

Ha kpajoT on LwkKomnyBaweTo, npornaceH € 3a Hajgobap y4yeHuK BO
reHepaumjata Bo CpeHOTO yMETHMYKO yunnuwTe Jl1asap JinyeHocku*
Bo Ckonje;

1982

Mo 3aBplyBaweTO Ha BOEHWOT POK (4en o4 Tue WCKycTBa BO
TEeHKOBCKaTa eduHuua, ke ja uHcnupupaat cepujata npoektu Night Vi-
sion, peanusupann nomery 1999 n 2001), LlymkoBckM ru 3anvwysa
CTyaumTe Ha HoBOOPMUPaHWMOT PakynTeT 3a MUKOBHU YMETHOCTU BO
Ckonije;

1985

M nokpaj otnopoT 1 HeogobpyBareTo of nNpodecopuTe Ha hakynTeToT,
LLlymkoBckn 3aegHo co konerute ctyaeHTu Ha PJ1Y, bnaroja MaHeBcku
n Cnas4o CokonoBcku yyecTByBa Ha usnoxbata Ekxcripecuja 60
cnuka, kypupaHa og Hebojwa Bunuk. N3nox6aTta e opraHusmpaHa BO
KyntypHuot ueHTap ,[purop Mpnuyes” Bo Oxpua; YMETHUYKMOT carnoH
BO Benec u KyntypHuot ueHTtap ,Auo Lonos® Bo LUtum;

1986

[vnnomupa Ha OTCEKOT 3a CnMKapcTBO Ha PakynTeTeToT 3a JIMKOBHU
ymeTHOCTU Bo Ckonje Bo knacara Ha lNetap Mases;

1987

Ja oTBopa HeroBaTa npBa camocTojHa u3noxba: JosaH LLlymkoscKu,
Cnuku, Manepwvja Ha [lom Ha kyntyparta 25 Maj Bo Ckonje, 17.01.1987
- 10.01.1988. Ce npetcraByBa co 10 cnuku Bo noronem dopmar,
VHCMMpapaHw rmaBHO Of, PaHUOT repMaHCKMN EKCPECHOHU3aM U PYCKUOT
,PEjoHn3am";

[obuTtHuk e Ha OTKynHa Harpaga Ha 1. bueHane Ha mnadu Ha MysejoT
Ha coBpemMeHaTa ymeTHocT Ckornje;

1988

Manara 3aegHo co [paraH [letkoBuk u bnaroja MaHeBcku BO
anTepHaTUBHaTa 1 NPECTWXHa jyrocrnoBeHcka ranepuja Bo CTyaeHTCKMOT
KynTypeH LeHTap Bo benrpag, kagewTo rv npetcrtaByBa Herosute
mManu objekTu-acembnaxu Kou ce MOBMKyBaaT Ha HACcneacTBOTO Ha
KyOUCTUYKUTE KOMaXn WM KOHCTPYKTUBUCTUYKUTE penjedu Of paHuoT
MofepHu3am;

YuectByBa 1 ja gobusa [MaBHaTa Harpaga Ha MaHudecTauujata JY
Manetra mnagnx Bo Bpbac, Jyrocnasuja;

1989

YuecTtByBa 1 ja fobvuea Harpapara Ha 2. bueHane Ha mnadu Ha My3sejoT
Ha coBpemeHaTa ymeTHocT Ckonje, WITO Ce COCTOM Of MOXHOCTa
HapefHaTa roamHa Aa ce npetctasm Bo MCY co camocTojHa usnox6a;

1990

Ja otBopa cBojata BTOpa camocTojHa u3noxba Bo My3ejoT Ha
coBpemeHata ymeTHocT Ckonje Ha Koja Ce W3MOXEeHW Manute
KOHCTPYKTUBUCTUYKMN 0BjeKTW 1 cepuja HOBU noronemmn objekTu, CHTe3mn
Ha Ccruka u ckynnrypa;

1991/1993

[obutHrk e Ha egHa op HarpaguTe Ha TpeToTo (1991) n Ha MMasHaTa
Harpapa Ha 4. buerHane Ha mnadu (1993) Ha My3sejoT Ha coBpemeHaTa
ymeTtHocT Ckonje;

1994

Y4ecTByBa BO ronemMoTo npeTcTaByBake Ha ymeTHUUMTe of LieHTpanHa
n UctouHa EBpona Ha 22. MHmepHayuoHanHo bueHarne Bo Cao lMaono,
Bpasun. MNopagn cnopoT 3a umeTto co lpumja, goara 4o AUNIIOMaTCK1
NpeYKn HeroBOTO NPeTCTaByBake Aa buae 03Ha4eHo Nof yCTaBHOTO MMe
Ha Peny6nuka Makenonuja, no wro LLymkoBcku n kypatopot Hebojwa
Bunuk opbuBaaTt ga rm nocrtaBaT fgenarta Ha SWAOOBWTE, OCTaBajku v
V3MOXeHW BO CaHAyLMTe BO KOW ce TpaHCMopTMpaHu A0 U3nox6eHnot
npocTop;

1995

CamocTtojHa m3noxba co CrtaHko lMaBneckn Bo Bpucen Bo anepwja
Ne3ejn;

1997

CamocTtojHa n3nox6a Bo MysejoT Ha pag Ckonje co npearta ronema,
ambueHTanHa nHcTanauuja HacrnoseHa Had nospwu+Hama; Ha kpajot og
roguHata LlymkoBckm ja nobusa Harpapata ,Jby6omump Benoracku® og
My3sejot Ha pag Ckonje 3a Manoxba Ha roguHaTa;

YyecTByBa Bo nsnoxbata Parallelen — Kunst aus Mazedonien, BO HOBO
oTBopeHata ranepuja Ha Institut fur Auslandsbezihungen Bo BepnuH.
KypaTtopu Ha nanox6ara ce bapbapa bapw 1 Hebojlwa Bunuk, a nokpaj
LLlymkoBckn, yyecHuum ce n Tome AumeBcku, CnaB4o COKOMOBCKM U
JosaH banos;

1998/1999

Kako ydecHuk BO pesngeHumjata Ha Copoc LeHTpuTe 3a coBpemeHa
yMeTHOCT BO Hbyjopk, LLlymkoBCkM CBOjOT MpecToj ro chmHanuanpa co
camocTojHaTa usnoxba Had nospwuHama Bo KyntypHuot ueHTap CHar
(Newhouse Cultural Center for Contemporary Art Snug);

[obuTtHuk e Ha MMaBHaTa Harpaga Ha AICA MakegoHuja Ha MoguwHaTa
nanoxba Cenekyuja 97 Bo YmeTHU4KaTta ranepvja Ctpymuua;

1999

Maructpupa Ha PakynTeToT 3a NIMKOBHU yMETHOCTU BO Ckonje Kako Aern
oA nmpBaTa reHepaumja Ha NOCTAWMIOMCKM CTyauu, a co oabpaHa Ha
Temara Had rnospwuHama;

2000

CamocTojHa nsnoxba co uHctanauumjata Night Vision Bo Skulpturens
Hus Bo Ctokxonm. M3nox6ara ja nogapxyea v cBeveHo ja oteopa [ljep
LLlopun, 3ameHrK MUHUCTEpP 3a HapBopeLlHu Ha LLiBeacka;

2001

MpetcTaBHukK e Ha Penybnvka Makenonwja Ha 49. MeryHapodHa usnox6a
bueHane eo BeHeyuja co nHcTanaumjata Night Vision, noctaBeHa Bo
KykaTta Ha MouapT Bo BeHeuuja;
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Ha nokaHa Ha kypaTopkaTta u gupektopka Ha DA BepnuH, ydyectsyBa
Ha MeryHapogHaTa usnoxb6a MmazsuHayuja — PomaHmu3am BO JeHa,
lepmanuja. M3noxbarta natysa u Bo bpHo, Yeluka n Bo anBej, Mpcka;

2002

M36paH e 3a goueHT n npocecop Ha PakynTeToT 3a IMKOBHU YMETHOCTH
Bo Ckonje;

2003

YyecTByBa BO MefyHapopgHata pabotunHuua ..M. / Cpedba
Ha ymemHuyume Bo Mapmapuc, Typuuwja, BO opraHu3auuvja Ha
McTaHbynckaTta ymeTHU4YKa cdoHaaumja, WTo ja BOAM MHMUMjaTMBaTa 3a
dopmupane Ha My3sej Ha coBpemMeHa yMeTHOCT Bo McTaHbyn. [enata
of paboTunHuuaTa ce nogoLuHa U3NoXeHn Ha muanoxbara ... 4... Bo Mili-
tary Museum Halls, Harbiye Bo ctaHbyn, kako Aen of Konekuuvjata Ha
NOHWOT My3ej;

2004

Mo egHa roguHa NoaroToBkM, BTOpaTta MOHYMEHTanHa uHcTanaumja R
= 1:2 / R = 1:200 e oTBOpeHa Bo MysejoT Ha coBpemeHaTa yMeTHOCT
Bo Ckonje. U3noxbata ce peanuaupa Ha nokaHa Ha My3sejoT no nosoz
jybunejHute negecert rogrHN of HEroBOTO hOpMUpPaH-E.

2006/2009

YuecTByBa BO TPUMrOAULLHWMOT MyNnTUHaUMoHaneH npoekt Lost Highway
Expedition koHUMNMpaH of rpyna og ocyM MefyHapoaHO PeHOMUPaHu
apxuTeKTun, ypbaHncTn n yMmeTHUUM. [poeKkToT ncTpaxysa Tpu rMaBHU
Temu: ,Bankanusauuja“, ,EBponemsaumja“ u ,Mana Ha wugHuHaTa“.
[pBata Tema ce ,dokycupa Ha aBTonaTtoT ‘bpaTcTBO M €OMHCTBO,
nsrpageH Bo BpemeTo Ha J. b. Tuto 3a ga rv nosp3e rmaBHWTE rpagoBu
Ha JyrocnoseHckuTe penybnmki n npeTctaByBa Hanop 3a HaaMUHyBake
Ha HaLMoHanHUTe pasnuky Bo noTpara no yronuckara nogobpa naHuHa'.
LLlymkoBCKM y4yecTByBa CO NPOEKTOT Tpu aHmuyumayuu, NpeTcTaBeH
HajHanpepn kako camocTojHa nanoxba Bo Manepujata Press To Exit Bo
Ckonje.

Bo Cité Internationale des Arts Bo Mapu3, LLlymkoscku 3aegHo co CtaHKko
MaBneckn n Tome AyuveBCkM ja 3anoyHyBaaT cepujata of YeTvpu
doTorpadpckm KOHLENT M3nox6u nop 3aenHWYkM HacnoB [Ipoekyuja
barnikon. MNpeaTa nsnox6a Bo MNapus e co nogHacnos AnekcaHdap v Ha
Hea LLlymkoBcKkM yyecTByBa co Tpu HO8U UHCmMumyuyuu, 30wmo 0a He?;
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2007

Bo Nanepwjata MC Bo Hbyjopk oTBopeHa e BTopaTa nsnoxbta of npoekToT
lNpoekyuja bankoH: Aemomoburicku npo3opey 1. LLlymkoBckM y4ecTByBa
co coTtorpadpckata cepuja Hoyjopk eo MCY, CkonjaHey, 8o Hbyjopk;

2008

OTtBopeHa e TpeTtata wusnoxba op cepujata [poekyuja bankoH:
Asmomoburicku npo3opey, 2 noBTopHo Bo anepujata MC Bo Hbyjopk.
LlymkoBCkn ce npeTcTaByBa CO BTOpa cepuwja Ha dhoTorpadckute
napanenu mery geata rpaga: Ckonje kako Hbyjopk;

CamocTtojHa u3noxba Bo YmeTHuukata ranepuwja Bo CapaeBo co
JOKyMeHTapeH coTo cepujan of uHcTanaumjata R = 1:2 / R = 1:200;

2008/2009

CamocTojHa usnoxba MsmecmeHu pasmepu Bo Mana ranepuja BO
Ckonje;

2009

MocnepHata usnox6a [lMpoekyuja bankoH: Ckapabej e oTBOpeHa BO
AnekcaHgpuja, Ermnet Bo Je3yuTCKMOT KynTypeH ueHTap. LLlymkoBcku
ce npeTcTaByBa CO cepujan oA ABaeceT oTorpadun HacroBeHU
Eeunemcku namyk-Hawu rnyre eo Eaunem;

2010

Bo JlukoBHMOT canoH Ha MakegoHckata akagemuja Ha Haykm u
ymetHocTn (MAHY) Bo Ckonje, OTBOpeH € peTpOCNeKTUBHMOT npernes
Ha npoekToT [poekyuja barnkoH,

2016

CamocTtojHa u3noxba Pempo-crnekyuu (napanenHo co bnaroja
MaHeBcku) Bo MakeoHCKUOT KynTypeH LeHTap Bo Coduja;

JaotBopa camocTojHaTa nsnoxba braucko MuHamo u eOHa aHmuyunayuja
BO HauuoHanHata ranepwvja Ha MakegoHuja — Mana Ctanuua;
YyectByBa BO wu3noxbata CkynnTypanHOo BO napkoT Ha Mya3sejoT
Ha coBpemeHaTa ymeTHocT Bo Ckonje, KagewTo ja nocrtaByBa R
=1:2/R =1 :200: lNocnedHo, puHanHata Bep3uja Ha TemaTa 3a
ONCMponopLMOHaneH rpag;

2017

CamocrTojHaTa nanox6a llpsa nnoya e otBopeHa Bo MynTumeamnjanHuot
ueHTap Bo PoBuk, XpBatcka.



Cenekumja Ha rpynHU U3noxom

1987

CapaeBo, JyrocrnoBeHcka [okymeHTa 87,
Onumnuckn ueHTap CkeHaepuja;

Pueka, 14. buernane Ha mnagu, MogepHa ranepuja;
1988
Ckonje, INlukoBeH canoH Ha mnagu, My3sej Ha MakegoHuja;

Collegium  Artisticum,

Bpbac, Jyrocnaswja, Jy nanera Ha mnagute yMmeTHUUM, JINKOBEH canoH
Bpbac;

1989

Pueka, XpBatcka, et makegoHcku ymeTHuum, MogepHa ranepuja;
Pueka, XpBatcka, 15. BueHane Ha mnagn, MogepHa ranepuja
CapaeBo, bocHa 1 XepuerouHa, JY dokymeHTta 89, Onumnucku ueHap
CkeHpepuja

1990

ManyeBo, Cpbuja, HoBu nojaBu Bo MakedoHckata yMeTHOCT, LleHTap

3a kynTypy ,Onra NeTpos®; 3pewanunH, Cpbuja, Manepuja caBpemeHe
YMETHOCTH;

Ckonje, Neometpuun, Mysej Ha coBpemeHaTa ymeTHocT; benrpag, My3ej
caBpeMeHe ymeTHocTu; Cybotuua, Manepuja ,JInkosHu cycpet; Ocuexk,
Galerija likovnih umjetnosti; KonpueHuua, Galerija Koprivnica; Mapu6op,
Umetnostna galerija; J/bybrbaHa, Moderna galerija; 3arpe6, Muzej su-
vremene umjetnosti; Capaeso, Umjetnic¢ka galerija;

1991

BawwuHrToH, CALl, N3nox6a Ha 10 MmakeQoHCKN YMETHULN;

Codmja, Byrapuja, CoBpemeHa MakefoHCKa YMETHOCT, Xy4oXeCTBeHa
ranepusi;

Ckonje, HoBa nocrtojaHa noctaeka, My3ej Ha coBpemMeHaTa yMETHOCT;
1992

Ckonje, ANCTpakTHOTO cnukapcTBo Bo MakegoHuja 1960-1990, My3ej Ha
coBpemeHaTta yMeTHOCT;

Ckonje, YeTupuHaeceT MakedOHCKM YMETHMLUM BO oOCymgeceTTuTe
rognHn, Mysej Ha coBpemeHaTa yMeTHOCT;

1994

Cao [Maono, bpaswun, 22. WHTepHaumoHanHo 6GueHane, PoHpauuja
Buenane Cao Maono- Pavilhdo Ciccillo Matarazzo Parque Ibirapuera;
Ckonje, AHTonorvja Ha MmakegoHckata ymetHocT 1894-1994, Myasej Ha
COBpemMeHaTa yMeTHOCT;

1994/1995

Ckonje, Image Box, NpBa roguwHa nsnoxba Ha Copoc LleHTapoT 3a
coBpeMeHn ymetHocTu, Mana CtaHuua;

1995
Mapwus, ®paHuuja, [jBaHaeceT MakegoHcku cnvkapu Bo Mapus, Spadem
Parvi;

Mypcka CoboTa, CnoseHuja, 12. NHTepHaumnoHanHo 6ueHane Ha mana
nnactuka, lNanepuja Mypcka Cobora;

1996
Pum, Wtanuja, Acnektm Ha coBpemeHaTa MakedoHCKa YMETHOCT,
doHpaumja Memo, Palazzo Ruspoli;

BunHuyc, JlutBaHwuja, MNoBekejasnyHu nejsaxu, MoauwHa nanoxba Ha
Copoc LleHTapot 3a coBpemenun ymeTtHocTu, Vilnius Contemporary Art
Center;

Hoyjopk, CALl, MakenoHcka Hegena Ha MnafocT v KynTypa, 3rpagarta Ha
ObeaunHeTn HaUuu;

Hoen Cap, Cpbwuja/BojsognHa, BbankaHcka ymetHocT ‘96, [anepwuja
Cpncke akagemuje Hayka u ymetHoctu (CAHY);

1997

Jbyb6reaHa, CrnoBeHuja,
ymeTHocT, Mestna galerija;

AcreKkTM Ha coBpemeHaTa MakegoHCKa

3arpeb, XpBatcka, ACNeKkTn Ha coBpeMeHaTa MakedoHCKa YMETHOCT,
Klovi¢evi dvori;

JloHpoH, Benuka BputaHuja, AcnekTn Ha coBpeMeHaTa MakegoHCKa
ymeTHocT, Riverside Studios;

Ckonje, Art City, XaB3n NawmHn koHauw;

Ctpymuua, M3bop ‘97 — MakepoHcka cekuumja Ha AICA, YmMeTHuuka
ranepvja Ctpymuua;
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1998

MwuhxeH, [epmaHuja, 3pavewa: PeueHTHa MakedoHCKa TMKOBHa
ymeTHocT, Bayerische Landesbank Galerie; benrpaa, Cpbuja, NMaBnrboH
Berbkosuh; Ckonje, My3sej Ha coBpemeHaTa yMETHOCT;

1999

HupH6epr, Mepmanunja, Kunst der Gegenwart aus Mazedonien, Kuns-
thaus Nurnberg;

2000

Tokuo, JanoHuja, 3pavera: PeLeHTHa MakefoHCKa NIMKOBHA YMETHOCT,
Japan Foundation Forum;

2000/2001

Ckonje, lNpeobpa3bu: MopganuteT Ha MakeOOHCKOTO MOLEPHO W
coBpeMeHo crinkapcTeo, My3ej Ha coBpemeHaTa YMETHOCT;

2001

JeHa, T[epmanuja, Imagination-Romantik, Romantikerhaus; BpHo,
Yewxka, Dum Umeni Mesta Brno; lNangej, pcka, Galway Arts Center;

2002

Ckonje, OnacHu Bpcku, Mysej Ha coBpemeHata ymeTHOCT; Oxpua,
Apxeonoluku my3sej — KykaTta Ha Po6eBuu

2003

WcTanbyn , Typuuja, ...and/ve...meeting of the artists, Military Museum
Halls, Harbiye

Ckonje, 50. NoauwHa n3nox6a Ha ANYM, Mysej Ha pag Ckonje

2004

Ckonje, Vipeja-Teka, My3ej Ha coBpeMeHaTa yMETHOCT;

Ckonje, OobutHuum Ha Harpagata ,Jbybomup Benoracku®, My3sej Ha
pag Ckonje

2005

Hosu Cap, Cpbuja, Medunarodni festival umetnickih zastava, Centar za
vizuelnu kulturu “Zlatno oko”;

2006

Xambypr, l'epmanuja, Das Kinstler im Gesprach. Mit wem sprischt der
makedonische Kinstler?, Theater Kampnagel Hamburg;
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2008
Ckonje, Berneuuja Bna MKLI, MnagmHcku kynTypeH LeHTap;
2009

Buena, ABctpuja, CuHectesmja, Palais Porcia; Ckonje, My3sej Ha
coBpemMeHaTta ymeTHocT; Pum, Utanuwja, San Michele; Benrpag, Cpbuja,
KoHak KHernne Ibybuue;

Codmja, byrapuja, Beneunja Bna MKL|, Manepuja Cpepeu;
2011

Ckonje, ®parmeHTn: MakegoHcka nukoBHa cueHa 1991-2011/ Frag-
ments: Macedonian Art Scene 1911-2011, Mysej Ha coBpemeHaTa
YMETHOCT;

2012
JloHpoH, Benuka bputanuja, Made in Macedonia, La Galleria Pall Mall;

Ckonje, [oHaummn-Aksuamummn 2000-2011, Mysej Ha coBpemeHaTa
YMETHOCT;

2013

Heanon, Wtanwja, Reflection: White-Black Or Not?, Casoria Contempo-
rary Art Museum;

2014
Ocuek, XpBaTcka, CBexa kako gomart, Manepuja Kasamar;

Ckonje, ConupapHocTa - HefoBplueH npoekT? llocTojaHa nocTaska,
My3ej Ha coBpemeHaTa yMETHOCT;

2016
Ckonje, CkynnTypanHo, napk Ha My3ejoT Ha CoBpeMeHa YMETHOCT
2017/2018

Ckonje, JluHeapeH upTex, Mysej Ha coBpeMeHaTa YMETHOCT;



Biography

1962
Jovan Shumkovski is born in Skopje as a second child of the painter and
scenic designer Dimo Shumkovski and Ruzha Shumkovska;

1980
Wins the Best Student Award at the final year of his five years study at
the Art School “Lazar Lichenoski” in Skopje;

1982

After completion of National Military Service - an experience important for
his Night Vision series of projects realized from 1999 to

2001 - he enters the study program at the newly founded Faculty of Fine
Arts in Skopje;

1985

Exhibits with his student colleagues Blagoja Manevski and Slavcho
Sokolovski from the Faculty of Fine Arts in the exhibition Expression in
a Painting curated by Nebojsa Vili¢;

1986
Gradutes from the Faculty of Fine Art in Skopje in the class of Petar Mazev;

1987

His first solo exhibition takes place at the Gallery of Cultural Center 25th
of May in Skopje. He shows 10 large format abstract paintings influenced
mainly by the early German Expressionism and Russian Rayonism.

He is awarded with the Purchase Prize of the Museum of Contemporary
Art at the 1. Youth Biennial in Skopje;

1988

Exhibits together with Blagoja Manevski and Dragan Petkovi¢ at the
alternative and prestigious Yugoslav gallery SKC in Belgrade, showing
a larger series of his small objects or assemblages referring to early
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modernism cubi-constructivist montage;

Participates and wins the Grand Prix at the exhibition Yugoslav Palette
of Young Artists;

1989
Participates at the 2. Youth Biennial and wins the Award from the Museum
of Contemporary Art in Skopje consisting of a solo show at the Museum;

1990

Opens his second solo show at the Museum of Contemporary Art Skopje
with a series of large objects developed from the previous smaller
constructivists montages;

1991/1993
He is awarded by one of the prizes of the Museum also at the third (1991)
and with the Grand Prix at the 4. Youth Biennial (1993);

1994

Takes part at the large-scale representation of artists from Central and
Eastern Europe at the 22nd International Biennial of Sao Paulo. As
there were diplomatic obstacles to show Shumkovski’s works under the
constitutional name of Republic of Macedonia at the time and due to the
political dispute with Greece, he and Nebojsa Vili¢, the curator of his
exhibition decide not to hang the works on the gallery walls, showing them
instead only as lying in the open transportation crates.

1995
Solo show with Stanko Pavleski at the DeZeyp Gallery in Brussels

1997

Solo show at the Museum of the City of Skopje entitled Above the Surface.
This is his first large scale ambient installation. At the end of that year
Shumkovski wins the “Ljubomir Belogaski” Award from the City Museum
for the Exhibition of the Year;

Takes part in the exhibition Parallelen — Kunst aus Mazedonien in the newly
opened Berlin Gallery of the Institut fur Auslandsbezihungen. Curated by
Barbara Barsch and Nebojsa Vilic, it includes also Jovan Balov, Slavcho
Sokolovski and Tome Adzievski;
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1998/1999

He is a resident of the SCCA Artslink Partnership Program in New York,
which is finalized with his installation Above the Surface in the Newhouse
Center for Contemporary Art, Snug Harbor Cultural Center;

Receives the Grand Prix at the Annual Exhibition Selection 97 of the
Macedonian Section of AICA in the Art Gallery Strumica;

1999
Receives his MA degree from the Faculty of Fine Arts in Skopje. His
magisterial thesis was entitled Above the Surface;

2000

Solo show with the installation Night Vision at the Skulpturens Hus
in Stockholm. Pierre Schori, Deputy Minister of Foreign Affairs and
Permanent Envoy of Sweden to the United Nations opens the show;

2001

Shumkovski represents Republic of Macedonia at the 49. International
Exhibition of Art Venice Biennale with the project Night Vision on display
in the House of Mozart;

Takes part at the international group exhibition Imagination — Romantismin
Jena, Germany. The exhibition travels also to Brno, Czechia and Galway,
Ireland;

2002
Starts to teach as a docent and a professor at the University Ss. Cyril and
Methodius University - Faculty of Fine Art in Skopje;

2003

Participates in the International Workshop ... And .../ Meeting of the Artists
in Marmaris, Turkey. Istanbul Art Foundation organizes the workshop as an
initiative to establish a Museum of Contemporary Art Istanbul. The works
are later exhibited at the Military Museum Halls in Istanbul as a part of
the collection of the future museum.

2004
After one year of preparations, his second monumental installation R = 1:2
/ R =1:200 opens on the occasion of the 50th Anniversary of the Museum



of Contemporary Art in Skopje;

2006 / 2009

Takes partin The Lost Highway Expedition a multi-national research project
designed by a group of eight international pioneering architects, artists and
urbanists, and to explore three major themes over the next few years —
Balkanization, Europeanization and Map the Future. The first theme, “which
was focused on the ‘Highway of Brotherhood and Unity’, built under Josip
Broz Tito to connect the major cities of Yugoslovia’s republics — was an
effort to overcome national differences in the pursuit of utopian wellness.”
Shumkovski participates with his project Three Anticipations presented
firstly as a solo show in the Press to Exit Gallery in Skopje;

In Paris in Cité Internationale des Arts, Shumkovski with Stanko Pavleski
and Tome Adzievski start their four part series of joint conceptual photo
exhibitions Projection Balcony. The first is entitled Alexander. Shumkovski
participates with Three New Institutions, Why Not ...?;

2007

Projection Balcony part 2: Car Window 1, takes place in Gallery MC in
New York. Shumkovski participates with a photography project New York
in Skopje/ A Man from Skopje in New York;

2008

Projection Balcony part 3: Car Window 2 opens at the Gallery MC in New
York. Shumkovski participates with another series of photographs making
comparison between the two cities: Skopje as New York;

Solo show with the R =1:2/ R = 1:200 project opens at the Art Gallery in
Sarajevo, Bosnia and Hercegovina;

2008/2009
Solo show Displaced Proportions opens at the Mala Galerija in Skopje;

2009

The final Projection Balcony part 4: Scarab Beetle, opens in the Jesuit
Cultural Center in Alexandria, Egypt. Shumkovski participates with a
photography project Egyptian Cotton — Our Folks in Egypt;

2010

Retrospective survey of the Projection Balcony, joint project with Stanko
Pavleski and Tome Adzievski opens at The Art Gallery of Macedonian
Academy of Science and Arts in Skopje;

2016
Retrospections, double solo show with Blagoja Manevski opens at the
Macedonian Cultural Center in Sofia;

Solo show Recent Past and An Anticipation opens at the National Gallery
of Macedonia — Mala Stanica in Skopje;

2016

Takes part in the Open Air project Sculptural at the park of the Museum
of Contemporary Art. Shumkovski shows hisR=1:2/R =1:200 Final
as a last installation of the theme of a disproportioned city project;

2017
Solo show The First Base opens in the Multimedia Center in Rovinj,
Croatia.

Selected Group Shows

1987 — Sarajevo, Yugoslav Documenta 87, Collegium Artisticum;
Rijeka, Croatia, 14th Youth Biennial, Museum of Modern and
Contemporary Art Rijeka

1988 — Vrbas, Serbia, YU Palette of the Young Artists, Art Gallery Vrbas;
1989 — Rijeka, Croatia, Five Macedonian Artists, Museum of Modern
and Contemporary Art Rijeka;

Rijeka, Croatia, 15th Youth Biennial, Museum of Modern and
Contemporary Art Rijeka;

Sarajevo, Yugoslav Documenta 89, Olympic Center Skenderija;

1990 — Pancevo, Serbia, New Art from Macedonia, Cultural Centre “Olga
Petrov”;

Skopje, Geometries (travelling exhibition), Museum of Contemporary
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Art Skopje; Belgrade, Museum of Contemporary Art; Subotica, Gallery
“Likovni susret”; Osijek, Art Gallery; Koprivnica, Koprivnica Gallery;
Maribor, Art Gallery; Ljubljana, Museum of Modern Art; Zagreb, Museum
of Contemporary Art, Sarajevo, Art Gallery;

1991 — Washington, Ten Macedonian Artists Exhibition;

Sofia, Contemporary Macedonian Art, Art Gallery Sofia

Skopje, New Permanent Collection Exhibition, Museum of Contemporary
Art Skopje

1992 — Skopje, Abstract Painting in Macedonia 1960-1990, Museum of

Contemporary Art Skopje
Skopje, Fourteen Macedonian Artists in the 1980’s, Museum of
Contemporary Art Skopje;
1994 — Skopje, Anthology of the Macedonian Art 1894-1994, Museum of
Contemporary Art Skopje;

1994/1995 — Skopje, Image Box: First Annual Exhibition of the Soros
Center for Contemporary Art, Mala stanica;

1995 — Paris, 12 Macedonian Painters in Paris, Spadem Parvi, Paris;
Murska Sobota, Serbia, 12th International Biennial of Small Sculpture,
Gallery Murska Sobota;

1996 —Rome, Aspects of Contemporary Art in Macedonia, Memo,
Foundation, Palazzo Ruspoli;

Vilnius, Lithuania, Multilingual Landscapes, Annual Exhibition of SCCA,
Vilnius Contemporary Art Center;

Novi Sad, Balkan Art 96, Gallery of the Serbian Academy of Science
and Arts (SANU);

1997 — Ljubljana, Aspects of Contemporary Art in Macedonia, Mestna
Galerija; Zagreb, Klovic¢evi Dvori; London, Riverside Studios;

Skopje, Art City, Museum of Contemporary Art Skopje in Havzi Pashini
Konaci;

Strumica, Selection 97: Macedonian Section of AICA, Art Gallery of
Strumica;

1998 — Munich, Radiations: Recent Art from Macedonia, Bayerische
Landesbank; Belgrade, Paviljon Veljkovic; Skopje, Museum of
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Contemporary Art Skopje;

1999 — Nurenberg, Kunst der Gegenwart aus Mazedonien, Kunsthaus
Nurnberg;

2000 — Tokyo, Radiations: Recent Art from Macedonia, Japan Foundation
Forum;

2000/2001 — Skopje, Transformations: Modalities of the Macedonian
Modern and Contemporary Painting, Museum of Conntemporary Art
Skopje;

2002 — Skopje, Dangerous Liaisons, Museum of Contemporary Art Skopje;
Ohrid, Macedonia, Archeological Museum;

2004 — Skopje, Idea-Theque: Documents on Conceptual Discourse in
Macedonia, Museum of Contemporary Art Skopje;

2005 — Novi Sad, International Festival of Art Flags, Center for Visual
Culture “Zlatno Oko”;

2006 — Hamburg, Das Kunstler im Gesprach: Mit wem spricht der
makedonische kunstsler?, Theater Kampnagnel Hamburg;

2008 — Skopje, Venice via MKC, Mladinski Kulturen Centar;

2009 —Viena, Synesthesia, Palais Portia; Skopje, Museum of Contemporary
Art Skopje, Rome, San Michele, Belgrade, Konak Kneginje Ljubice;
2011- Skopje, Fragments: Macedonian Art Scene 1991-2011, Museum
of Contemporary Art Skopje

2012 — London, Made in Macedonia, Pall Mall Galery

Skopje, Donations-Acquisitions 2000-2011, Museum of Contemporary
Art Skopje;

2013 —Naples, Italy, Reflection: White/Black Or Not? Casoria Contemporary
Art Museum;

2014 - Osijek, Croatia, Fresh as a Tomato, Kazamat Gallery;

Skopje, Solidarity — Unfinished Project? Permanent Exhibition, Museum
of Contemporary Art Skopje;

2016 - Skopje, Sculptural, Open air sculpture project in the park of Museum
of Contemporary Art;

2017/2018 — Skopje, Linear Drawing, Museum of Contemporary Art
Skopje
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