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SYmerHocTa e npomucsiyBare. Taa e rnpasHuK Ha yMoT LUITO HaBErysa BO fPHPOGara U ro fpoHaora 4yxXor Kof /a
ABuxn. Taa e pagocT Ha MHTeTMreHymjara LWro facHo ro I/164a BO yHUBEPIYMOT 1 OFHOBO 1o co34a8a, 360rarysajkn
[0 CBETOT. YMEeTHOCTa € HajBO3BHLLICHATa MHCHIA HA YOBEKOT BHAE/KM Taa € Halperamke Ha yMoT LWTo ce 00KgyBa 4a
ro pasbepe CBeToT, HO U1 4a Hi1 TOMOrHe 4a ro pasbepeme cB8eror. “

(.Ymernocr, Pasrosop co [Ton cen', Orucr Poger)

ATtaHac ATtaHacocku (1961) n npunara Ha reHepauujaTa MakegoOHCKW CKYNNTOPU KOW CBOETO TBOPELUTBO 1o
TemenaTt Bp3 WCKYCTBaTa Ha COMCTBEHaTa Tpaguuuja, Ho, MpWTOoa, NePMaHEeHTHO UCTPaXKyBajKU U eKCnepuMeHTH-
pajku Ha NoneTo Ha CKyNNTypaTa, OAHOCHO U3HAOajKn HOBW U3Pa3HN MOXXHOCTY KOW BO rofiemMa Mepka Ke BrnvjaaT
BP3 rpafer-eTo Ha HErOBWMOT MHAMBUAYASIEH PaKONMC U aBTEHTUYHATA NUKOBHa enabopauuyja.

OTKpPWBAjKM MM U eKCNNoaTUpajKn ra HaniacTeHuTe KyNnTypHU CNoeBu Ha TnoTo Ha MakepoHuja, Toj rpaam
NpoeKTW Kou pedbepupaat efHa XXMBa apxeoriowka u eTHorpadcka cBecT.

HeroBuoOT TBOPEYKM AUCKYPC € ANCY3HO HAaCOYeH, Taka LITO HErOBUTE CNeumUYHIN KOHLENTYarHn npoex-
TW rpaBMTUPaaT KOH BOCMOCTaBYBareTO Ha UHTEepakumja nomMelry pycTukanHute ypbaHu nejsaxku n nejaaxHo-amom-
eHTasHUTe NOCTaBKM.

ExkcnepumeHTuparbeTo 1 ynoTpebaTta Ha pasnvyHv NpUupogHu matepwjanu (LenynosHa kaiiua, cyBu nucja,
rpaHku, Tpesa, 3emja-LpBeHuua, nneea, namyk M Apyro) ru CUHXpOHW3MpPaA CO HeroBuTe PasfvyHO CTPYKTYpUpaHu
KOHLEenTw.

Kopucter-eTo Ha oBME mMaTepujann Kaj OBOj aBTOpP ro aHTULMMMPA U eKOMOLWKOTO TpeTupare BO HEeKou
HeroBu NoefuHeYHN UHCTanayumM 1 NPoeKTU. TakoB e NPUMEPOT Ha HEerOBMOT KOHLUENT 3a 3awTuta Ha wymuTte (Co
KOPUCTEHETO Ha Lienyno3Ha Kalla Koja ja Mogenupa Bp3 LUMnuHApUYHM hopmu, a nogouHa Bp3 crebnara Ha »Kusu
ApPBja, Toj ro akLeHTMpa cnojoT nomery npupogHarta n npepaboTteHara Lenynosa).

Bo Hekou UCToOpUCKM apXeoroLWwKKn fokKanuTetTu ATaHacoCKu MUHUMANHO MHTepBEeHWpa 1 M Haarpagysa co
eheKkTUTe Ha coBpemMeHaTa TexHosoruja, Npu WTo BOCMOCTaByBa penauuja nomery BpemvHbata u umBuIM3aumumTe.
Bo oBOj KOHTEKCT e n3BegeHaTa uHcTanauvja Pe(manuparsa), 1996, Ha Mapkosute Kynu Bo [lpwnen kage wWTo
Kapnute of MarM4HuoT MNPWNIEncKW fnaHWHCKKM BeHel 6ea yMETHWYKW OOSIMKYBaHW CO MOMOLL Ha CBEeTiMHaTa,
JonoByBajku aMOUeHT Ha BU3yenHa ceHsauuja.

Heroeute ambueHTanHu MHCTanauun rpageHn o4 3emMja v nresa TECHO Ce NoBp3aHnu CO eKosowkara cTpaTte-
rMja u, UCTO Taka, ce MaHudecTrpaaT U BO HErOBUTE, aKO MOXKe Aa Ce pede, pUTyanHu 1 pycTukanHo obpaboTeHu
610-ypbaHM XXMBeanuwTa, KOMMIEKCU KOU MM CMecTyBa Unv BO ypbaHu Unv BO Nej3akHu npocTpaHcTsa. BaksuoT
KOHLenT ATaHaCcoBCKM ro NpUMMeHyBa rpagejkn rm ambueHTanHute nHctanauum (AmbueHTtanHa ndctanauvja, 1996;
Oa3za cuBa, 1997; Supoeu, 1998).

AmbueHTanHaTa uHcTanauvja HacrnoseHa ,[ToTKynomHW 06jeKTU” e HajHOBMOT NPoeKT Ha ATaHacockn. Toj ro
n3bpa “Yudte amam (KynTypHO NCTOPUCKK CMOMEHWK 0, BTOpaTta nosioBuHa Ha 15. BEK) Kako HajcoofBeTeH NpocTop
3a peanusauuja Ha cBojaTa KoHuenuucka pasmucna. MmeHo, amamoT co cBojaTta crneuvduryHa apxmTekoHcKa rpag-
6a u boraTa AekopaTuBHa MnacTUka npeTcraByBalle nocebeH NPOBOKATUBEH U MHCMMPATUMBEH NPean3BUK 3a Hero.
CywTtuMHaTa Ha HeroBMOT KOHLENT NEeXW BO Hamepata ecTeTCKu ga ce 005vMKyBa M apTUKynupa npocTopoT Ha
amamMoT, NMpuToa, BOAEjKW CMeTKa HULITO Aa He ce of3eme of ybasBuHaTa Ha 6oratmoT eHTepuep Ha penjedHo
npefageHa gekopauuja Ha UCTuoT.



MHcTanauujata ja counHyBaat fBaHaeceT 06jeKTU, pa3nvMyHun Mo rofeMmuHa u chopma, MogenupaHun o Leny-
nosHa Kawa, namyk v JINCKYH, NoCTaBeHN BO NOTKYMNONHWOT NPOCTOP, XanBeTUTE U SUAOBUTE HA aMamoT.

TanHCTBEHOCTa Ha TBopeykaTa nabopaTtopuja Ha ATaHacOCKW ce COCTOWN BO MOBP3YBaH-eTO Ha NMPUPOAHOTO
CO YMEeTHW4YKOTO. 3a Taa Len Toj ' KOPUCTU TPOLLNUBUTE W HETPAjHU MaTepuvjanu of npupogaTa, BO KOHKPETHWUOT
criyyaj oTnageH namyk, Lienyno3Ha Katua v JIMCKYH, KOW LITO, KakKo KOHTparnyHKT Ha eHOCTaBHOTO, HOraTo rim opHa-
MEHTUpa co (hbopMuM Npe3emMeHr of NOTKyrnoiHaTa gekopauuja (ctanakTuTH1 u poMmboungHun coopmu). NamykoT u yeny-
nosHaTa Kalla Hajgobpo ce BKnonyeaaT U COOABETCTBYBAAT Ha HErOBUOT CKYJINMTOPCKU CEH3NBUNUTET, a BOEHO My
OBO3MOXXYBaaT TaKTUJTHO fla ro KOHTPOsiMpa NpoLecoT Ha Co34aBameTo Ha AenoTo. YnotpebaTa, nak, Ha NIMCKYHOT
(MUHepan) e BO thyHKLUMja Ha co3AaBarbe BU3yenHu eexkTu, Npu WTo, TOj, CO CBOjOT AUCKPETEH cjaj, 6naro ja opHa-
MeHTMpa ckynntypaTta. KopucTereTo Ha 3eneHata 60ja uma 3a uen ga cosgage Mo3UTUBEH KOHTPamyHKT Ha
CHe)XHaTa 6ernvHa Ha namykoT, Kako 1 Aa npefusBuka ontuyka unysuja. BakBuoT TpeTmaH npousrerysa of npet-
cTaBaTa Ha aBTOPOT 3a packowoT 1 6oraTcTBOTO Ha Mnepujata (OcmannuckoTo LlapcTBo) o Koj nepuog gatupa
Yuchte amamor.

O6jekTWTe, NOCTaBEeHM NoA KYMOMMTE Ha aMamoT, CO3L4aBaaT CONCTBEH amOMeHTarIeH NPOCTOP BO KOj Ce OCT-
BapyBa [ujanoroT co cpeAHOBEKOBHAaTa rpaaba, HO BOEAHO M KOMYHUKaLWja Co AYXOBHOTO, KOMYHMUKaLuja Mery Muc-
nara 1 4YyBCTBOTO, Mefy CBECHOTO W HECBECHOTO, UHAMBWAYASTHOTO U KONEKTUBHOTO, Mefy TBOPEYKOTO W peuen-
TMBHOTO. Kako efleH of CylITeCTBEHUTE efleMeHTH BO KOHLMMUPareTo Ha NMPOEKTOT € W CrojoT Mefy ABeTe npu-
mMapHu hopmMu: KpyroT (Kynonara), kako cuMmbos Ha ncuxarta W, KBaapaToT WNW npaBoarofiHUKOT (OcHoBaTa Ha
apxvTeKTypara Ha amamoT), Kako cMMb0s Ha Npu3emMHaTa MaTepuja, Ha TenoTo U Ha pearnHocTa.

KpyroT ja napasysa KOMMIEKCHOCTa Ha rcuxarta BO CUTE HEj3WHW acneKTw, BKIY4YyBajKu ro U 0gHOCOT Mefy
4yoBeKoT 1 npupoaara. ,bes orneg Ha Toa ganu cMMBONOT KPYr ce jaByBa BO NPUMUTUBHUTE 0O0XKYBaHsa Ha COHLe-
TO UMM BO MOJepHara penuruja, BO MATOBUTE WNW COHUWITATA, BO MaHZasvMTe LITO MM UpTaaT TUOETaHTCKUTe
Karnyrepu, BO NN1IaHOBMTE Ha rpajoBUTE UMW BO CHEPUHHUTE KOHLIEMNTY HA PaHUTE aCTPOHOMM, TOj CeKOralll NoKaxKyBsa
Ha e[leH BUTasieH acnekTt Ha >XMBOTOT - HeroBaTa KpajHa LienocHocT.

ATaHacocKkv 1 CO OBOj MPOEKT MOTBpAYyBa Aeka cTaHysa 360p 3a aBTOP, MPENO3HATMB MO KOH3UCTEHTHUOT
NMKOBEH 13pas 1 BrevaTnimBara e4HoCTaBHOCT, aBTOP KOj TBOpPeYKaTa eHepruja u nmkoBHaTa 3amucria ri KOHTponmpa co
aHanuTU4YKK ayx 1 gocrefHa UCTpajHoCT.

Menka KapanawoBcka

"Kapn I". JyHr, HoBekoT u HeroBuTe cumbonu’; AHuena Jade, ,CumbonuamMoT Bo BudyenHute ymetHoctu, 3YMIMPEC, Ckonje,
1998, cTp. 234.



JArt is contemplation. It is the delight of the mind that penetrates nature and divines the spirit by which nature
/tself is animated. It is the joy of intelligence that sees clearly info the universe and creates the universe anew by
endowing it with consciousness. Art is the most sublime missfon of man since it is the exertion of the mind trying to
understand the world and to make the world to be understood.”

(Art, Conversations with Paul Gsell, Auguste Rodin)

Atanas Atanasoski (1961) belongs to a generation of Macedonian sculptors whose work is based on expe-
rience derived not only from tradition but also on constant experimentation and exploration in the field of sculpture.
The new areas of expression he comes across during this process have greatly influenced the creation of his indi-
vidual style and authentic artistic idiom.

Uncovering and using the accumulated cultural layers of Macedonia, he develops projects that reflect a vivid
archaeological ethnographic consciousness. His creative discourse is diffuse in that his distinctive conceptual proj-
ects gravitate towards establishing an interaction between rustic/urban scenes and landscape/environmental set-
tings.

He combines experimentation and the use of various natural materials (cellulose pulp, dry leaves, branches,
grass, red soil, chaff, cotton, etc.) in differently structured concepts.

The artist’s exploitation of these materials also anticipates the ecological treatment of some of his individual
installations and projects. Such is the case with his concept for forest protection (the use of cellulose pulp, which he
moulds in cylindrical forms; using trunks of actual living trees, he later draws the viewer’s attention to the combina-
tion of natural and processed cellulose).

Atanasoski makes some minimal forays into specific historical and archaeological sites, adding the effects
of modern technology and establishing a correlation between different ages and civilizations. It is in this context that
he created his installation entitled Refmapping), 1996, at King Mark’s Citadel in Prilep: using light, he artistically
transformed the rocks of the magical hill near this town, turning them into an environment full of unique visual sen-
sations.

The artist’s environmental installations made from earth and chaff are closely connected with an ecological
“strategy”, which is also manifest in his, as it were, ritual and rustically-treated bio-urban dwellings. Atanasoski has
made use of this concept to build several such installations (£nvironmental Installation, 1996; Grey Oasis, 1997,
Walls, 1998).

The environmental installation known as Swbcupola Objects is Atanasoski’'s most recent project. He has
chosen Cifte Amam (an historical Turkish bath from the second half of the 15th century, now a gallery) as the most
appropriate place for the realization of his concept and project. Obviously, the bath, with its unique architecture,
structure and opulent decorative sculpture, was a particularly provocative and inspirational challenge for the artist.
The essence of his concept lies in his intent to shape and articulate the space of the Turkish bath in an aesthetic
way, without interfering with the beauty of the rich decorative relief of its interior.



The installation consists of twelve objects of different shapes and sizes, made of cellulose pulp, cotton and
mica, arranged under the cupolas of the Turkish bath, in its #a/vets and walls.

The sense of mystery attached to Atanasoski's creative laboratory seems to be created by the combination
of the natural and the artistic. To achieve this he uses delicate and impermanent materials found in nature: in this
case, waste cotton, cellulose pulp and mica, and in contrast to the simplicity of these materials, he richly ornaments
them using forms taken from the bath’s subcupola decoration (stalactitic and rhomboid shapes). Cotton and cellu-
lose pulp fit each other best and best suit his sculptural sensibilities, also making it possible for him to control the
creative work process in a tactile way. On the other hand, the use of mica (a mineral) serves to create visual effects:
with its soft glow, it discreetly embellishes the sculpture. The use of the colour green aims to create a positive con-
trast to the cotton’s snow-whiteness, and also to generate an optical illusion. This approach results from the image
the artist has in his mind of the luxury and wealth of the Ottoman Empire during the period in which Cifte Amam was
built.

The objects, set under the bath’s cupolas, create an environment of their own in which a dialogue with the
mediaeval building takes place. There is a communication developing with the spiritual as well: a communication
between thought and feeling, between the conscious and unconscious, between the individual and the collective,
between the creative and the receptive. One of the essential elements of the project’'s conception is the union
between two primary shapes: the circle (cupola) as a symbol of the psyche, and the square or rectangle (the archi-
tectural form of the building) as a symbol of earthly matter, the body and reality.

The circle expresses the complexity of the psyche in all its aspects, including the relationship between Man
and Nature. “Regardless of whether the symbol of the circle appears in the primitive worship of the sun or in mod-
ern religion, in myths or dreams, in the mandalas drawn by Tibetan monks, in city plans or in the spherical concepts
of early astronomers, it always points to a vital aspect of life — its ultimate totality.™

With this project, Atanasoski has once again confirmed that he is an artist with a consistent artistic expres-
sion and an impressive straightforwardness, an artist who knows how to control his creative power and artistic con-
cepts by applying his analytical spirit and dogged determination.

Menka KarapaSovska

'Karl G. Jung, “Covekot i negovite simboli” (Carl G. Jung, “Man and His Symbols”); Aniela Jafe, “Simbolizmot vo vizuelnite umetnosti”
(Aniela Jaffe, “Symbolism in the Visual Arts”), Zumpres, Skopje, 1998, p. 234.
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ATtaHac ATaHacoCKMu

PopeH e Bo Mpunen 1961 r. Aunnomupan Ha GakynTeToT 3a NMKOBHW yMeTHOCTU BO CKorje (0Tcek CKynnTypa) Bo Knacara Ha npod.
CtechaH Manescku 1987 r. 3asplumn nocTAUNIOMCKM CTyAuU Ha PakynTeToT 3a IMKOBHWM YMETHOCTW BO byaumnewTa, YHrapuja,
1995 r. YneH e Ha Acoumjaumjarta ,,CTyano Ha MNagyu NUKOBHW yMeTHULM Bo ByaumnewTa® og 1990 r. YneH e Ha [JTYM og 1987 r.
PaboTn Kako acucTeHT uctpaxkysad Bo MIHCMTYTOT 3a cTapocrnoBeHcka KynTtypa Bo [Npunen.

Appeca: yn. ,[oue flenues” 87a-10, 7500 Mpunen, P. MakeaoHwja

CamocCTOjHM U3N0XKO6U U NPOEKTK:
1988 - lMpunen, Manepuvja Ha JomMoT Ha KynTypaTa Mapko LleneHkoB
1994 - Bygumnewra, YHrapvja, Manepuja Ha ®akynTeToT 3a IMKOBHU YMETHOCTU BO ByaumnewTa
- Mpunen, uHctanauyuwja Bo MHCTUTYTOT 3a CTapocnoBeHcKa KynTypa
1995 - lNpwunen, uHcTanauwja Bo MIHCTUTYTOT 3a CTapOCOBEHCKa KynTypa
- MupaH, CnoseHuja, 3aeaHU4KK NPoekT co JaHes JleHacu (CnoseHuja)
- Ckonje, nHctanayvja so Manox6eHnoT canoH Ha AJTYM
1996 - JlunpabpyH, ABcTpuja, 3aeaHU4KY NpoekT co JyH Oxapa (JanoHwja)
- MNpunen, (Pe)manuparba, cBeTnocHu uHcTanauumn, Mapkosu Kynv
1998 - Ckonje, My3ej Ha coBpeMeHaTa yMeTHOCT, ambueHTanHa uHcranawuja ,,Sunaosmn®
- Butona, YMeTHu4Ka ranepuja - butona, ambueHTtanHa uHctanauyuja ,.Bnerysarbe Bo Jenu yamumja®
2006 - Ckonje, HaumoHanHa ranepuwja Ha MakegoHuja, Yudbte amam, ambueHTanua nHectanauuja ,loTkynonHy objektu

FpynHU U3noxom:
1992, 1993, 1994
- Bygumnewra, YHrapuja, MoguwHy nsanoxoéu Ha Acoupjaumjata ,,CTyano Ha Mnaan NMKoBHW yMeTHUUM® Bo byanvnewTa
1995 - Mypcka Cob6ora, Cnosenuja, XIl MefyHapoaHo 6ueHane Ha cutHa nnactuka, Manepuja Mypcka Co6ota
- MupaHx, Cnoeexvja, MefyHapogHa manucectaumnja Extempore, ObanHe ranepuje
1996 - Ckonje, Yudpte amam 2, HYndpte amam
1997 - Ckonje, Yudpre amam 3, HYndpte amam
1998 - Ckonje, 3uMcKU canoH, YMeTHU4Ka ranepuja

Harpagm:
1995 - MupaH, Cnosenuja, Monema oTkynHa Harpaga Ha MefyHapogHata manudgectaumja ,,Extempore®, Obanxe ranepuje
1998 - Ckonje, [JTYM, Harpaga 3a ckynntypa ,,Jopgad 'pabyn‘ Ha 3umckuoT canoH Ha AJTYM



Atanas Atanasoski

Born in 1961 in Prilep, Macedonia. Graduated in 1987 from the Skopje Faculty of Fine Art (Sculpture) in the class of Prof. Stefan
Manevski. Completed his M.A. at the Faculty of Fine Art in Budapest, Hungary, in 1995. A member of the Association of Artists of
Macedonia (DLUM) since 1987. A member of the Studio of Young Artists in Budapest since 1990. Works as an assistant researcher in
the Institute of Old Slavonic Culture in Prilep.

Address: Goce DelCev 87a-10, 4800 Prilep, R. of Macedonia

Solo Exhibitions and Projects:
1988 - Prilep, Gallery of the Marko Cepenkov Cultural Centre
1994 - Budapest, Hungary, Gallery of the Faculty of Fine Art
- Prilep, installation in the Institute of Old Slavonic Culture
1995 - Prilep, installation in the Institute of Old Slavonic Culture
- Piran, Slovenia, joint project with Janez Lenasi (Slovenia)
- Skopje, installation in DLUM's Exhibition Salon
1996 - Lindabrunn, Austria, joint project with Jun Ohara (Japan)
- Prilep, Re(mapping), light installations, King Mark’s Citadel
1998 - Skopje, Museum of Contemporary Art, Walls, environmental installation
- Bitola, Bitola Art Gallery, Entering Yeni Mosque, environmental installation
2006 - Skopje, National Gallery of Macedonia, Cifte Amam, Subcupola Objects, environmental installation

Group Exhibitions:
1992, 1993, 1994 - Budapest, Hungary, annual exhibitions of the Studio of Young Artists in Budapest Association
1995 - Murska Sobota, Slovenia, 12th International Biennial of Small Sculpture, Murska Sobota Gallery
- Piran, Slovenia, Extempore International Event, Obalne Galerije
1996 - Skopje, Cifte Amam 2, Cifte Amam
1997 - Skopje, Cifte Amam 3, Cifte Amam
1998 - Skopje, Winter Salon, Art Gallery

Awards:

1995 - Piran, Slovenia, Grand Purchase Award of the Extempore International Event, Obalne Galerije
1998 - Skopje, DLUM, Jordan Grabul Award for Sculpture, DLUM Winter Salon
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