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peauHaTa, Bo koja . Xauu Bolwkos ro 3ano4Ha cBojoT CKyNNTOPCKM NaT, npea Henon-

HG JeueHuja ¥ Non, BOrNABHO ja MNO3HABALUE YMETHOCTA HA PErMOHAnNHU MOTUBM,

a4 YMETHUUMTE, KOW LWTO Ce W34UrHAQ HAA eTHOrpagcKoTO perucTpupare Ha Oopu-

eHTanHo-apxau4uu Temu, Bea HejsuHM Boaeuku cnukapu. Kora npeute 4ekopu 6Gea

BeKe CTOpeHW, roneMuTe AUCKYCHMW OKOMy oapas-u3pas cé ywrTe Bea Bo pasrop, a
natoT ne koj TprHysawe [1. Xayu Bolukoe Moxewe ga uirnesa HeobBuued.

MpobnemMuTe wWTO TOj rM nocTasu, a KOM OCTAHYBAAT HEroBA MEPMAHEHTHA NpeoKy-
nayuja, ce noOCTaBysaaT YywWwTe O4 parareTo HA YMETHOCTA: peluasdre HA CBETNO-TEMHHUTE
nojaeM BO CKynnTypaTd, BHATPELIHA ApAMA Ha CBETAO-TEMHOTO BO KOMMO3MLMjaTa; cnopeg Tod,
npobreMn KoM ce OTceKOraw pelwasaHu, KOW He MOXAT Aa ce KOAUMPHMUMPAAT, 4A0AEKA MOXKHOC-
THTe 30 eAHO MOHOBO, NOCMeUWUPUYHO KAXKYBAre, MPeKYy HACTYTEHW MOXHOCTM Ha OBMe ene-
MEHTH, TONKy MOBP3aHW 2a CKYNNTypdTa, 3ACEKOrall OCTAHYBAAT OTBOPEHH.

Osa aproHasTcko Gapatke BO KOe WTO CKPUEHOTO PYyHO He Ce HAora Ha Kpaj oa na-
TOT, TyKy noneka ce npucobupa naTeM, 3aNOYHA CO NPBHOT UMKAYC HA FNABH, CUHTETUYHH,
O4YMCTEHW oA AucKpunuuja, co Bnaru gedopMaunu; BO HWB OCTAHYBAAT AQNEYHM ACOLM]ALMM
Ha MajonoeaTa MMNPecHMOHMCTHYKA CMeUundUKa: NecHOTH]a M HeadepUHMPAHOCT Ha dopMaTa He
ce nocTUrHyea co ¢akKTypa, TyKy €O MUKTYpPAnHoO peludeake Ha cBeTnocTa. Hekonkyre ceeT-
nocHu pednekcu HA AoHekage AedOpMUpaAHATa rnasa ro npeobpasysadT BHATPELUHOTO 3pade-
e Ha nuueto. MoTueMTe HO KOM WITO CKYNNTOPOT rU MOCTABM cBOMTE NpobreMn — UUKNYCOT
HA raBuTe, TO] CeKAKO ru Hocewe Bo cebecu ywTe of aKAAeMCKWUTe aTenjea.

Tue Hackopo ce 3aMeHeTH CO MOTUBST HA TOp3d — (POHTAMHM, YNPOCTEHM, 3AMUC-
MEHW BO €AHO AapXAMYHA, MPEeArpYKa KOoHUenuuja, co MPH3BYK OA EruneTcKo-UCTOYHWTE yMeT-
Hoctu. Bo oberte da3m, 300KpyKeHW cO egHa NMUpCKa HOTa, co BnAro NoABMEYEHM OAHOCH HA
MACH, 4Yue WTO TKUBO YWTe He ce PacTEOPA, YYBCTBOTO 3a TAKTMNHOCTA HA MATepujata e
noTnonHo. [pobneMuTe ce pewapaaT HA NOBPLUMHG.

MeryToa, myBonuTHocTa ro NoBfekyea BO BHATPELHOCTA HA MaTepujaTa. [pamata
HQ CBETNO-TEMHOTO OTBOPA HOBM MOXHOCTH, M MHOXMW (OpMUTE: HACTAHYBAAT FMNABM HA BOj-
CKApW €O Npa3eH BHATPELEH BOMYMEH, CO MOABMEYEHM OYHM AYNKW, 3AMUCAEHW BO CHIHM KOH™
TPACT¥ HAQ MOAHWM U NpasHu Gopmu. [naeuTe Ha sojckapu o M. Xaun Bolwkos kako aa cTawy.
BQAT YyHMBep3anHu encku cumbonu. Ho Toa e camMo eaeH encku akueHT. Osae dopmuTe Beke
ce odopMyBadT BO MMArMHALM{ATA HA YMETHWKOT, He HACTAHYBAAT cropes NPOTOTMMOT 04
npupoaata. HerosuoT uuknyc Ha GaMUNMjapHATA MAMNA MAjYUHCTBOTO, 3deMHATA MOBPIAHOCT
HG GAaMUIMjaPHATA KNeTKA, BHATPEWHATA KOMYHWKALM|Q HQ HEj3SMHMTE hHrypH, HEe e 3aMucheH,
KAKO LWITO TOA noHeKoraw ce Muciu, cnopea mMoTusnuTe oa Xewpu Myp. Ha dponTanHaTa, ckopo
AWBUHUCTMYKK caTeHa damunuja og Myp, M. Xauu Bowkos cnpoTuecTasysa eaHa UHTMMHA, XO-
PM3OHTANHO AMCNOHMPAHA ¢amMuauja, BO TUBOK Josepnus pasroeop. Osge dopMUTe npeTcTasy-
BQAT CAMO 3HAKOBM KOW WITO ja cyrepupaaT cdaMunujapHaTa xujepapxuja. Poprute mMerycebHo
Ce MCMOSHYBAAT, C& MHOXAT W NOB/IEKYBAAT, 3AOKPYXKEHW CO NOABMEYEHa KOXEPeHTHOCT.

»Mypoeata,, dasa Ha M. Xaun Bowxos, Be: coMHEHWE 3UOKPYKEHA CO EHATPELLEH:
COAPXKAEH MOTTEKCT, NOTEPAYBA M CO NIACTHYEH jA3MK €AHO NMUPCKO CAKare HA CKYNNTypara




KOe LITO & yOunuBO BO CYLUTHHCKMTE KOMNOHEHTH HA TBOPGATA: COAPXKMHCKOTO M OPMANHOTO,
KO, Bmpodem, oBAe JKMBEAT BO MWIBOHPEAHO eAMHCTBo. PopMUTe He ce npouucTenu objexTw
Ha npupoadra, Tue ce CBeAGHM HA MATAPOPMYHA CYLITMHA KOja WTO WUIPACHYBA OA MPUMApPHATA
3aMMCNA HA YMETHHMKOT.

MeryToa, ce nojasysa MeTamMopdosa Haa $GopMUTE, MAKAPLWITO e npHCyTeH KOHTHHYHUTET
HO nocTaseHWTe npobnemu.

Aenosu op nopaHewHy KOMNOIMUMK, NpenoMeHu OPMU, eKCTPEMUTETH HA AKTOBMTE
WTO Nexar M TOp3a, ja HAMYWTAAaT XOMOreHOCTa HA MOPAHE!UHWTE KOMNOWUMM, 3a AQ HOPMH-
paaT eAHA HOBA XOMOrEHOCT HA CAMWOT yMeTHWK. HanywTeH e cBeToT M@ TpAHCNOHOBAHATA
NPUpoAAd, CeedHO AanU YMETHUKOT ja MeHyBan crnopes HejsuHuTe opMu, unu dopMuTe M
cosaasan eo cebecu. Co MeTapModosaTa Ha Beke cosgaaeHWTe HOpMH, HOCTAQHYBA €e4HAQ KOH-
CTPYKTUBUCTUYKA KOMNOIUUM|A KOJO MHKNMHMPA KOH GPXMTEKTOHCKMOT pacnoped Ha Mack. [1Boj-
HWTe OAHOCKH Ce pafaaT NApanenHo; ACAGKA WCTYPEHMTe W MOBAEYEHUTE MACM KOOPAUHMpPAQT
HQ €AHQ penaunja, Ha HWBHWTE NOBPLUMHU 3ANOYHYBA €4HA HOBA WUIPA HA CBETO-TEMHOTO.
Bo osoj sadat M. Xaun Bowkoe kako aa noMucrysa Ha cosaasarse koMnosuuuja cama 3a cebecw,
KOMMo3MLUMja Koja Ke XKuBee CO PACMOPeAOT M NOTUKATA HA concTeeHuTe popmu. M<paHo zanou-
HATOTO MpeUCnUTYBAre HA OAHOCUTE CrpeMa MATEPMjanoT LWTO Ke My Ad4e NoBeke MOXHOCTH,
osae seke e 3aspuweHo co nobegara Ha MeTanoT, co nobBeadTa HA XKeneioTo.

YBepTupara co OBOj MATEpMjan OTEOPEHd e yWTe CO eAEH UMKIYC FAABW, PYCTUUHM
Bojckapcki cumBonu co peTarsHo obpaboTeHa MATepuja, O 3ryCTEHM, OMOPM HAHOCH HA Kene-
3070, KoM co camuTe cebecu cyrepupaat eaHa cocTojba Ha npanocToetse. MefyToa, npucTanoT
KOH HOBWOT MaTepujan Hocewe Bo cebecu BHATPEWHM npeoKynauuu wTo Bo cebecu MMmane
MOXHOCT 3a CO3A0BAHe HA eseH Apyr cseT. AmopdHaTa MATepuja HA XKeneloTo HACKOPO e cTa-
BEHA fpej Npouec HA YMuCTerse.

Bo HeroeuTe nocneaku TBOPOM Beke M3IPACHYBA KOMNO3MLMjQ CO OYEBMAEH CTpeMex
KOH MOHYMeHTanu3auuja, KOH TPGjHOTO OGhOpMyBAHKE €O HACMPOTHU APXMTEKTOHCKU OAHOCH,
Mpasoaronuu xenesHn NOBPLIMHM, HA KOW LWITO e enuMUHUpaHa BapokHaTa obpaboTka Ha Ma-
TepujaTa, NOCTABEHW Ce NOA ArfIOBM, BO 3AOKPYXeHW BAHTACTUYHU KOMMO3MLMOHM LEnHHM, npe-
CTABYBAAT MM3AHCUEH HO eAHA noAsfe4eHd ApPAMA Koja ce OABMBA BO NPEAHMOT NNAH HA KOM-
nosuunjata. CeeTnu MecuHreHn GOPMU BO XOPUIOHTANA, MCTYPEHW NpPes TEeMHWUTE reoMeTpHCKM
HenesHu NOBPLIMHK, CTAHYBAAT UEHTPANeH AaKUeHT, eNUUeHTap LUTO KOOPAWUHMPA CO CUTE TOYKM
Ha TeopbaTta. Oa TeMHWOT OH, MECHMHreHATA ANMMKALMjAQ KAKO Ad WIHOPHYBA CO COMCTBEHA
CBETNMHA. BPAKA|KU 1T FO XWBOTOT HA KOHCTGQHTHATA MAcd, Koja LUTO C& MW3AWUTHYBa BO Hej3u-
HATa 30A4HUHA.

BTopnoT uMKNyc oA OBOj GPXMTEKTOHCKW HACMPOTEH TUM HA KOMMOIWLMM CO roneMu
AWMMEHIWY, 3aCera ro enuMUHWUPA pPelldBareTO HA CBET/IOCHMTE GKUEHTM CO anaukauuja Ha
apyrn metanu. Cosaasajkn ru KOHOPOHTAUMMTE HA OTBOPEHW M 3CTBOPEHW KOMMAPTUMEHTH, W3-
BeAEHW BO HKenesHU KBAAPATHW uUNu npascarondu nospwunu, M. Xauu Bolwkos kako aa ru 3a0-
Kpy»XyBd MCKYyCcTBATA HA eAeH AOMF NPOUEC BO MCTPAXYBAHETO HA OAHOCMTE NOMery nofHuTe
M NpasHuTe BOMYMEHW, KAKO eneMeHTH 3a COo3Aaedrbe AMHAMUKA HA CBETNO-TEMHUTe Macu. Toa
BeKe He e KOMNO3WUMja KOja LUTO ACOUMPA MWKTYPASHM OAHOCH HA QNCTPAKUMjATA poAeHd Bp3
ocHOBHTE Ha KyBM3MOT, TyKy TOQ Ce HACNPOTHM APXMTEKTOHCKM NNAHOBM MTO CO3AABAAT BM3Mja
HQ MeTANMINPAHM CBETOBW, M3PACHYBAjKW €AHWM HA APYrM, BO Cy4MPM, NOCTOjAHO parare, HaA-

pacHyeatme.
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Bo koMnosMuMjaTa Koja LWTO ce CTPEMW KOH EKCMAH3M[A M KOja CO HACMPOTHM MacH
300KpYXeHH caMu no cebecu, Toa M ro NpaBu, KAKo Aa ce HaMeTHysa noTpeba 3a nocTasyea
e HA HEeKO| aKUueHTyaneH cToxXxep. AKO TOQ BO €4HWOT UMKNYC bea MeCHHreHuM cnoesu HAA
LLIBAjCOBAHOTO JKene3o, OBAE TWE Ce& MCKNYYeHW CO MNPMUCYCTBOTO HA AMHAMUKATA HA MOMHU U
rpasin sonymenu. [1. Xaun Bowkoe ce obuayea Aa ru 3amMeHU CO CHOMOBM LUAjKU LUTO W3pACHY-
BAAT ©04 TNOTO, CYXYBAajKM ce KOH BpBOT. Toa e, Moxebu, eqHa MOXKHOCT, MAKApPWTO noseke
M3rnead AeKa HA BAKBUTE KOHCTPYKTUBUCTMMKM KOMMOIMLMKM, KOW CO CBOjATA EKCMaH3uja Ha mMa-
cMTe ro YpHyBaAdT KMACMMHWOT MWUT 3a KOMMO3MLM|A, HE WM Ce MPeTMnocTABYBA CeKOordll W mno-
TpebaTa 3a HeKo] KOHBEHUWOHANeH pacnopes Ha topmMuTe.

Osaeka, u3rnead, HACTAHYBA eAH2 eCEHUMjANHO 3dOKPYXKYBaHe HA MCTPAKYBAYKWUTE
UCKYCTBA., HUBHOTO MMACTMYHO OBAMMOTYBAke BO TBOPOGW Kaje WITO BHATPELIHUOT COApXKAEH
NOTTEKCT MNOBTOPHO CTAHYBA dKTYeneH. ,ﬂ,ol‘lroroguu_lHClTG NpeoKynauKja co M3HAjAYBAHETO HA
COMCTBEHM MW3IPA3HM MOXKHOCTH, MCTPAXYBAMKATA 4BAHTYPA Of4 KOjO Ce MOHECEHW MOyKM, cera
CceTo 0BG KOKO Ad CTAHYBA Npeaurpa 3a cerawHoTo TeopewTeo Ha [1. Xayu Bowkos. WupokuoT
CneKkTap MOXHOCTW HOTOBECTEH e BeKe cera: TOj Ce HOjaByBa BO CTPEMEXOT KOH MOHYMeHTanu-
3auWja, BO eAHa eKCMaH3Mja KOH MPOHAjAYBAHETO HA MEecTO BO EKCTEPMEepOT, B0 HUKYNUUTE Ha
othOpMYBAHETO YHUBEP3ANHU YOBEYKU MEXAHUIUPAHW CBETOBM, OCTABA]KM OTBOPEHM MOXKHOCTH
30 MpUMEHaQ HA HOBM MaTepWjanu.

Llsetan lposaaHos
Kyctoc Ha HapoawuoT mMysej Bo
Oxpua




naga X| — meran 1962
Head X| — metal 1962
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de and a half ago, knew, mainly, the art of the regional motifs, while the artists who

rose above etnographic registering of oriental-archaic themes were its guides, the

painters. When first steps were made, great discussions of reflexion-expression were
still aflame, and the way Mr. HadZi-Boskov was taking might have appeared unusual.

C\ he milieu in which Mr. Had%i Boskov started on his sculptor’s path, less than a deca-

The problems he has raised, while remzining his permanent preoccupation, have been
raised ever since the birth of art: the solution of light-dark phenomena in sculpture, the inner
play of light-dark in composition; obviously, problems which have always been tackled, which
cannot be codified, while the possibility of a new, a more specific telling remains always open
through the unsurmised possibilities of these elements, so closely tied to sculpture.

This argonautical quest, in which the hidden fleece is not to be found at the end of
the journey but is slowly gathered on the way, was started with the first cycle of heads, synt-
hetic, cleared of description, containing mild deformities; they are left with distant associations
to Majol's impressionistic specification: the undefined form and its lightness is not achieved by
the modelled surface but by pictorial solutions of light. A few light rays to a slightly deformed
head change the inner reflexion of the face. The motifs in which the sculptor has set his pro-
blems, the cycle of heads, he has, no doubt, carried with himself ever since the Academy stu-
dios. They are soon replaced by the torso motifs — frontal, simplified, conceived in an archaic,
pre-old Greek conception, with an echo of Egyptian-Eastern art. In both phases, rounded off by
a lyrical note, with mildly stressed relations of masses the texture of which is still undesolved, the
feeling of the palpability of matter is complete. The problems are being solved on the surface.

His curiosity draws him, however, inside matter. The play of light-dark opens new
possibilities, multiplies shapes: there come into existence heads of warriors with an empty inner
volume, with stressed eye cavities, conceived in powerful contrasts of full and empty forms. The
heads of Mr. HadZi Boskov's warriors appear as if they were universal epic symbols. But that is
only one epic accent. The forms are here created from the artist’s imagination, not from natu-
ral prototypes. His cycle of family idyll, motherhood, the mutually linked family cell, the inside
communication of its figures, are not conceived, as it is sometimes thought, according to Henry
Moor’s motifs. To Moor’s frontal, almost divinely comprehended family, Mr. HadZi Boskov coun-
terposes an intimate, horisontally disposed family, in their confiding talk. The forms here are
only signs which suggest family hierarchy. The forms are mutually interacting, multiply, and
withdraw, rounded off by a stressed coherence.




Mr. Had#i Boskov's ,.Moor phase, rounded off, no doubt, by an inner, substantiaj
sub-text and plastic language, confirms a lyrical understanding of sculpture, which is apparent in
the essential components of the work: contextual and formal, which, moreover, live here in an
outstanding unity. The forms are not purified natural objects, they are reduced to a metapho-

rical essence which grows from the artist’s primary conception.
f
A metamorphoses of forms is heaving in sight, however, despite the presence o

continuity of raised problems.

Parts of earlier compositions, broken forms, extremities of reclining acts and tcrsos
leave the homogeniety of earlier compositions in order to form a new, the artist's homogeniety:
The world of transmuted nature, no matter if the artist has been altering it according to its
forms or has been creating forms in himself, is left behind. With the metamorphoses of the
forms already created there comes into existence a constructional composition which is inclined
towards an architectural arrangement of mass. Double relations are being born in parallel:
while protruded and withdrawn masses are being ccordinated in one respect, there appears, on
their surface, a new play of light-dark. It is as if, in this undertaking, Mr. HadZi BoSkov is
thinking of creating a composition by itself, a composition which will live through the arran-
gement and the logic of its forms. The reexamination of the attitudes towards the material
which will afford him with greater possibilities, begun earlier, is here ended with the victory of
the metal, the iron.

The uverture with this material is open by another cycle of heads, rustic warrior
symbols with the matter worked out in detail in thickened, rough deposits of iron, which
suggest, by themselves, a state of preexistence. The approach towards the new material, how-
ever, carried along in itself the inner preoccupations containing the possibilities for the creation
of another world. The amorphous mass of iron is soon submitted to the process of clearing

In his latest works there grows a composition with an expressive bent towards
monumentalization, a lasting shaping with dissected architectural relations. The right-angled iron
level surfaces with eliminated baroque treatment of the material, placed at angles in rounded
off imaginary compositional unity, represent the mizanscene of an accentuated play which takes
place at the front of the composition. The brass light forms in the horisontal, protruded in
front of the dark geometrical iron level surfaces, become the central accent, the epicentre which
coordinates with all points of the work. From the dark foundation the brass application dives
out as if by its own light returning life to the constant mass, which raises in the background.

The other cycle of this architecturally dissected type of composition of big dimensi-
ons eliminates, at present, the solution of light accent by the application of other metals. By
creating confrontations of open and closed compartments, executed in iron square or rightan-
gled level surfaces, Mr. Hadzi Boskov acts as if he is rounding off the experience of another
process of exploration of the relation of full and empty volumes, as elements for the creation
of the dinamics of light-dark masses. It is no longer a composition which associates the picto-
rial relations of the abstraction born on the bases of cubism, but dissected architectural plans
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which create the vision of metalized worlds, which grow one over the other, conflicting. in
cintinual birth and overtaking.

In the composition which inclines towards expansion and which does that by the
dissected masses rounded off by themselves it is as if a necessity is imposed of an accented
pole. If in one cycle those were brass layers over the welded iron, they are here exluded by
the presence of the dinamics of full and empty volumes. Mr. Hadzi Boskov attempts to replace
them by sheaves of nails which grow from the bottom, getting narrower towards the top. That
is, perhaps, one possibil‘ty, though it rather seems that these constructional compositions, which
brake the classical myth of composition by their expansion of mass, do not always presuppose
the need for some conventional arrangement of forms.

Here, it seems, an essential rounding off of exploration experiences begins, their
Flastic embodiment in works where the inner contextual sub-text becomes actual again. The
long term preoccupation with the discovery of persanal expressive possibilities, the inventive
adventure from which many instructions have been taken, all that now appears to have been a
prelude for Mr. HadZi Boskov's present creative work. The wide spectrum of possibilities has
already been suggested: it is announced in the tendency towards monu entalization, in an ex-
pansion towards finding places in the exterieur, in the embrious of the creation of universal

human n echanized worlds, leaving open possibilities for the use of new materials.

CVETAN GROZDANOV




1928 —
1948 — 1953

1953 — 1955

1959 — 1960

1959
1960
1961

1961

1961 — 1962

1961

1961

1962

1963

1964

1964

1964

Poaex Bo Ckonje

Cryaupan Ha AkageMujaTa 30 NMKOBHA
yMeTHocT Bo JbyBreaHa.

Manoxyean rpynHo co ANYM, Cojysot Ha
nukoBHuTe yMeTHuuu Ha CPPJ u rpynata
WwMYTPU,

Cneuujanuinpan Aa Royal College of Fine
Arts in London.

CamocTojHa u3noxba so Ckonje.
CamocTtojHa mznoxba so [loHgoH.
Manoxyean Ha Buenaneto Wa Mana nnac-
Tuka eo [Magoea.

Manoxyean Ha MerfyHapoaHHOT cuMnO3) -
yM Ha ckynnTypa so apeo so KocTame-
emua — CP Cnosenuja.

Manoxysan™ Ha u3noxbaTta , Jyrocnosex-
CKa coBpeMeHa yMeTHocT'* 8o [Mapwus, Pum,
Munano, PupeHua u Beneuuja.
M3noxyean Ha | jyrocnoseHcko TpueHane
Ha cospeMeHaTa yMeTHocT Bo benrpaga,
Manoxysan Ha uanoxbata ,,HOB so ge”
naTa Ha jYrocroBEHCKUTE NTUKOBHW YMeT™
Huuu' so benrpaa.

Wanoxysan Ha winoxbaTta ,,MakesoHcka
cospeMeHa yMeTHOCT' BO [IWXKOH.
IpynHna usnoxba so Ckonje.

Manoxyean Ha winox6ata ,,MakeaoHcka
coBpeMeHa yMeTHocT'* Bo Bpaadopa, Mow-
AOH M [abnuu.

Minoxyean Ha Il jyrocnoseHcko TpueHane
HQ cospeMeHaTa yMeTHocT Bo Benrpas

Ipynua usnoxba Bo Ckonje.

1928 —

1948 — 1953

1953 — 1955

1959 — 1960

1959
1960
1961

1961

1961 — 1962

1961

1961

1962

1963

1964

1964

1964
1965

Born in Skopje.

Studies Academy of Fine Arts in Ljubljana.
Collective Exhibitions of Macedonian Society
of Fine Artists, of Yugoslav and the gro-
up ,,MUGRI*

Specializes at the Royal College of Fine
Arts in London.

Individual exhibition in Skopje,

Individual exhibition in London.

Biennale of small pieces of sculpture in
Padova.

Takes part in the International Simposium
of Sculpture in Kostanjevica, Yugoslavia.
Takes part in the exhibition ,,Yugoslay
Modern Arts in Paris, Rome, Firenzia,
Millano and Venezia.

Takes part in the First Yugoslav Triennale
of Modern Arts in Belgrade,

Takes part in the7exhibition ,,National
Liberation War in the Works of Yugoslay
Fine Artists* in Belgrade.

Takes part in the exhibition ,,Macedonian
Modern Arts* in Dijon.

Collective exhibition in Skopje.

Takes part in the exhibition ,,Macedonian
Modern Arts* in Bradford, London and
Dublin.

Takes part in the Second Yugoslay Trie-
nnale of Modern Arts in Belgrade.
Collective exhibition in Skopje.
Individual exhibition in Skopje organized
by Skopje Museum of Modern Arts.
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Detail — metal















Uprewx XX — 1965
Prawing XX — 1965

Aetans — meran 1965
Detail — metal 1965







Ckynntypa | — meTan 1965

Sculpture | — metal 1965



Ckynntypa VIl — meran 1965
Sculpture VIlI — metal 1965




Ckynntypa X!l — metan 1965

Sculpture XIl — metal 1965



Ckynntypa XVI — metan 1965
Sculptura XVI — metal 1965




Ckynntypa XXVI — mMeran 1965
Sculpture XXVI — metal 1965




Ckynntypa XXX — meran 1965
Sculpture XXX metal — 1965
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