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Bo BTopara nonosuHa Ha 80-Te Ha MakeJoHCKaTa CKYNINTOPCKa ClieHa BeKke belue
(hopMupaH efleH NPeno3HaTNMB NNACTUYEH ja3nK, 6narofapejku Ha HanIuBoT Ha
CBEXW npen n marepujanu, nocebHo kaj mnagute Fnurop CrecpaHoB u [MeTpe
Hukonocku. Of HUB 3ano4Ha TPEHAOT Ha Clefietbe Ha CUTYaLMW BO KOWU CKyNn-
TYpUTE Ce OCTBapyBaaT Kako MPOCTOPHW WHCTanmauuW, Mako cTaTycoT Ha noe-
JWHEYHOTO [IENO Cé ywwTe ce novuTyBawe. MpuHUMNoT Ha paboTata Kaj o6ajuara
YMETHUUW Oelle CKOHLEHTPWUPaH BP3 aKTyenHWTE Cry4yBatba Ha OBa none, na
CNIOEBUTOCTA HA HUBHUTE Penu3aLun MoXelue Ja ce MaeHTMgMKYBa CO MHTepHa-
LUMOHANHNOT "CTUN" Ha T.H. HOBa CKynnTypa (6puTaHcka, LiNaHcka UK ToraliHara
jyrocnoseHcka). OBaa nojasa vmalle CBOEBMAHO HafoBp3yBarbe Bo 90-Te 1 BO
FOANHWTE Ha NPeofoT BO HOBMOT MUMEHUYM, HO Kako pedbnekc, NOTOMHO peBu-
Tanusalija Ha OHaa cKynnTypa LUTO NocefyBa KapakTepUCTMKN Ha NOKaNHOTO,
Koe Kaj Hac ce thokycupa Ha npo6nemckoT MOTMB MOBP3aH CO FeOMETPUCKMUTE
06MMLM, TOTUYHO, U3BNEYEHW 0f] MACOBHO NpudaTeHnoT niypanuaam Ha
MOCTMOJEPHACTUYKITE MPaKTUKW. TWe W ro NernTMMUpaar eknekTULM3MOT, KOj
1Ma 3a 3ajjada fla UM fiafie NpUopUTET Ha PeTpo NnojaBuTe NOBP3aHKU CO CerMeH-
TN Of NPEMUCWTE Ha MOAEpPHU3MOT. HajekcnanuWTHO OBOj AYX Ha NNAacTU4HO
13pasyBatbe Gellle MpudpateH of cTpaHa Ha: CtaHko Maenescku, notoa og Tome
Ayvescku, Wemer PamuyeBuk, nospemeHo of Buoneta bnaxecka u Borpa
[pabynocku UTH., a co cepujata cKyNNToOpcki Komnoauumu Ha loue Hanescku,
HacTaHaTW BO W3MWHATMBE LeceTWHAa rOAWHK, HAa HEKOj Ha4YMH ce NpOA0MKYBa
KOHTMHYWTETOT Ha Baka npuchateHuTe TeHAEHUMK. [pynaTa Ha HaBeJeHu aBTopu
TV Aonupa HacnefeHuTe BUAOBK HAa KOHCTPYKTUBW3MOT 1 BO CBOjOT paunoHaneH
‘TpaguTenckn’ npucran ru MHKOpNopvpa WCKycTBata Ha MUHUManW3moT (BeKe
npumeHyBaHu of noctapute Jopaad paéyn u MNeTap Xauw bolikoBs), ocobeHo Ha
NPUMapHUTE CTPYKTYpPW BO KOW NapasiefiHo ce rojasyBaar CrekynaTiBHW U KOH-
LenTyanHu KOMMOHEHTW, NPecYJHN BO KOHEYHOTO YTBPAYBake HAa HOpMATUBWTE
Ha ckynnTypanHaTa MnojaBHOCT (MOTCeTyBajKM HE Ha MpOLUMpeHata yMeTHWU4Ka
cueHa Ha 60-te n 70-te). MopanuteTute Ha CMOMEHATUTE -M3MMU HE
npuénuxyBsaat o nnypanuamnTe Ko A03BONYBaaT HaBpaKate KOH pasmuciy-
BarbaTa NOBP3aHyM co CqepuTe Ha NIACTUYHO 3aMUCTEHUTE NPOBKTY YUN KOJIEK-
CW, YCIIOBEHW O[] BOBELlyBaHETO HA CEMAHTUYKIUTE KOMMOHEHTH, v AechnHupaar
3Hayerbata W PETOPUKWTE Ha NOHYLEHUOT YMETHUYKYN 06jeKT.

In the second half of the 1980s the Macedonian sculptural scene had already
established a recognizable plastic language, thanks to the influx of fresh ideas
and materials, especially with the young Gligor Stefanov and Petre Nikoloski.
They started the trend of following situations where the sculptures were realized
as spatial installations, although the status of the individual artwork was still
respected. The working principle with these two artists was concentrated on the
actual events in this field, so the layers of their accomplishments could be iden-
tified with the international "style" of the so called new sculpture (British, Spanish
or former Yugoslavian). This occurrence had its continuation in the 1990s and in
the years of the beginning of the new millennium, but only as a reflection, more
precisely, as a revitalization of the sculpture that has characteristics of the local,
which was here focused on the topical motif related to geometric forms, logical-
ly proceeding from the widely accepted pluralism of the postmodern practices.
They also legitimate the eclecticism, which is meant to give priority to the retro
occurrences related to segments of the premises of the modernism. This spirit of
plastic expression was most explicitly adopted by Stanko Pavlevski, Tome
Adzievski, Ismet Ramicevic, occasionally by Violeta Blazeska and Bogdan
Grabuloski, etc., while the series of sculptural compositions of Goce Nanevski,
made in the past ten years, is a kind of a continuation of the tendencies adopted
in that way. The group of the mentioned artists tackles the inherited kinds of con-
structivism and in their rational "constructing" approach incorporates the experi-
ences of the minimalism (already applied by the older Jordan Grabul and Petar
Hadzi Boskov), especially the primary structures which concurrently include
speculative and conceptual components, crucial for the final determination of the
norms of the sculptural aspect (reminding of the broadened art scene of the
1960s and 1970s). The modalities of the mentioned 'isms”bring us closer to the
pluralism that allows for revision of the considerations related to the spheres of
the plastically devised projects whose codes, conditioned by the introduction of
semantic components, define the meanings and the rhetoric of the offered art
object. At the very beginning, when he had his first solo exhibition in the Youth
Cultural Center in Skopje in 1998, Nanevski insisted on strict principles and on
the clarity of his thought. The sculptural concept was then devised as forcing of
forms that were carefully constructed in the very course of the process of manu-






Ha camuoT no4eTok, kora 3a npenat camocTojHO ce mpeseHTupalle 1998. Bo
MnaguHcknoT KynTypeH LeHTap Bo Ckonje, HaHeBCKM MHCUCTHpALLIE HA CTPOTM
MPUHLMNW 1 jaCHOCT HA comncTBeHaTa mucna. CKynnTOpPCKWOT KOHLENT Toratl
GeLe 0CMUCIeH Kako hopcupatbe Ha hopMu, KO Ce TPUMXKIINBO KOHCTPYMPaHN
BO CamuoT MPOLIEC HAa MaHyenHaTa TexHW4ka nocranka. aejata my Gelue ja ce
3a[PXn UBpCTaTa U YMcTa dhopmyna Bo 06NNKyBarbeTo, I0/IeKa BraucTeHumjaTa
Ha Baka OCMWUCNEHNOT 061MK GeLle NoBp3aHa co KOpecnogeHLmujaTa u co MHCUC-
TUPaHbeTO Of HEroBa CTpaHa Aa Ce BHecaT HOBMHW, KOMNATUBMAHKM ¢O TeopujaTa
Ha dhpakTanusaumja.

[TocTanHo TOj ce MPUBAWMM KOH TUMOMOLIKUTE COCTOjBM LITO T MapKupaar
KapakTepuUCTUKNTE W3BMEYEHW OJ MOPETO Ha MOAEPHUCTUYKMOT CKYNMTOPCKM
Komnnekc. Tokmy usnoxbata o My3sejoT Ha rpag Ckonje NocBegoYn ieKa KOH-
LieHTpaLujata Ha aBTOPOT € BO HAacOKa Ha OCMUCNYBakhe Ha 06nMuM LWTO Cce
[I0JIOBEHM NpeKy ynoTpedara Ha NoeAVHEYHU aHANMTUYKO PELLIEHWN KOMNO3ULMN,
NPEKy CTPYKTypanHi CMCTEMW KOM OTBOpAar rneaulTa WTo Cce BO penaumja co
CUMYNTAHWOT BWU3YeneH Breyatok. Baka yTBpaeHNTe NpaBuna Ha CKynnTopckara
LieNnMHa HaBeflyBaaT Ha OHWE pesynTaTu WTo 6ea CBOJCTBEHM 3a NPETXOAHUTE JBe
JleKaau, a 6ea ofpaseHu BO NpakTMKYBakeTO HA rpa 3a [a Ce Kpeupa Bu3ypa of
noseKke hopmu NpW LLITO Ce pecneKkTMpaar NPUHLMNNTE Ha HUBHATA MOGUITHOCT.
OBaa cocToj6a MHALMPA HUBHO NOCTABYBaHbE BO PA3NNYHIA NO3MLM LWITO Gelle W
rNaBHOTO CPeAWLUTe HA NPOeKTOT CucTem-#, 0ApaseHn Kako MpOCTOPHA WHTe-
rpaumnja Ha pasnuyHuTe reoMeTPUCKM MeTanHu 06nnuuy.

Bo nocnefHuTe octapysatba Ha HaHeBCKM Kako Ja 3abenexysame 6nara eKoH-
CTPYKUMja Ha MOAEPHUCTUYKITE NPUACGMBKW. TPOAUMEH3NOHANHUTE 06jeKTH ce
TpaHcdhopmMMpaHK BO NMPOCTOPHA MHCTanaumja, Ho 0BOj MAT CO ANCKPETHO NOT-
TUCHYBatbe HA KOHCTPYKTUBHUTE NpuHUMNKU. HameTHaToTo Aechokycuparse Ha
BWU3ypara e pesynrar Ha NoBpemMeHOTO OTCTanyBare 04 CTporata marematuyki
OMpefieneHa rneTka v nopaan BHecyBakbeTo Ha HOBM 3@ HEr0 HeTUMUYHKU KOMMO-
HEHTW - MOHTXHA nocTanka Ha ‘pefderse’ Ha OpojyaHMun (‘no3ajmeHn” op
aBTOMATUTE 32 TOYEHE Ha BeH3uH). Heo4ekyBaHO ce cooYyBame CO OApefeHa
'packaxyBayka puTMUKA' KOja ru mopemeTyBa Beke MO3HATUTE CTPYKTYpasHu
CKYNNTOPCKM penauun. YMHOT Ha W3JBOjYBaHETO HA HOBWOT BNIEMEHT -
6poj4aHnLmM e camo (oparMeHT, HO Ce HaMETHYBa Kako AeKOpaTWUBEH, UCTOBpE-
MEHO U Kako CMMOOSMHEH acneKT npeky Koj ce coMnTpupaat CTaBOBWTE OKOJTY
chaKkarbeTo Ha MOHYAEHOTO [eno Kako LenvHa. bpojuyaHnuuTe ce nNpoaykT Ha
VHAYCTPUCKNOT AKU33jH, TBOPOW Kowm Kako readymade ja uary6une concteeHara
thyHKUMja (NPOHajAeHN Ha 0TNaf, NCKOPUCTEHW HEKONKY Wnjaga napyutba). Tue
HE MY CIYXXaT KaKo CKyNnTopcKa MUMe3a, TYKY Kako CBOEBUEH pUTyaneH npea-
MET KOj CO "HKeweTo' Ha MeTanHa Xuua ja fobusaar peanHata duamyka
MOABMXHOCT (MPETXOAHO eNeKTpOHCKaTa €& 3aMeHeTa CO  MexaHuuka).

al technical procedure. His idea was to retain the tough and pure formula of mod-
eling, while the existence of the form devised in this way was related to the cor-
respondence and his insisting on introducing innovations, compatible to the the-
ory of the fractals.

Gradually, he approached the typological conditions that mark the characteristics
taken from the modernistic sculptural complex. The exhibition in the Museum of
the City of Skopje showed that the concentration of the artist was directed
towards conceiving forms that are pictured with the use of particular analytically
contrived compositions, through structural systems that open attitudes that are
in relation to the simultaneous visual impression. These established rules of the
sculptural whole lead us to the results typical for the previous two decades,
reflected in practicing a certain game in order to devise an outline of several
forms while respecting the principles of their mobility. This condition initiated
their setting into different positions which was the pivot of the project System-s,
reflected as a spatial integration of different geometric metal forms.

In the latest works of Nanevski we can recognize a soft deconstruction of the
modernistic achievements. The three-dimensional objects are transformed into a
spatial installation, but this time with a discrete suppressing of the constructive
principles. The imposed defocusing of the outline is a result of the occasional
deviations from the strict mathematically determined view and of the introduction
of new components that are not typical for the artist - editing procedure of
"arranging" gauges ('borrowed" from gas stations). We unexpectedly face a cer-




KoHcTpympatbeTo Ha "cry4ku’ Ha 0BOj Ha4WH Npeau3BUKYBa [0XKMBYBatbe Ha
nocebeH TUN Ha FeTKa WTO MOXe Aa 6uae npomeHeTa of AWHAMUKATA Koja e
nojipefieHa Ha noTpe6uTe Kako LITO e KOH(POHTALMjaTa Ha LPHO-0eNNUTe KOH-
TpacTy, OCTBAPEHO W CO YWHOT Ha NecHOTO NofBuKyBarke. Mako HaHeBcky ja
u36erHyBsa pagnkanHara cTunmn3aluja Ha MOTUBOT, Cenak ce YyBCTBYBaaT UMMYJI-
CUTe Kora Toj e /10BeJleH /10 rpaHuLMTe Ha yucTaTa W 3a cebe 10BONMHA CKynn-
TypanHoct. MdaHTasnjata Ha YMETHUKOT OBJE € NpefojpesieHa o cybjekTusHaTa
emnupuja, HO e BO KONMW3Mja CO HEMOCPEeAHWTE MPenopakn Ha KOJeKcuTe Kow
Ba)ea 3a HEeroBUTE MPETXOAHO MPENno3HaTNUBM WKOHUYHW BapujaHTu.
AKTMBMPaHETO Ha ymMeTHWKoBaTa haHTaauja 3Hauelle MOYWTYBathe U Ha

tain "narrative rhythm" that disturbs the already known sculptural relations. The
act of extracting of the new element - the gauges, is only a fragment, but it is
imposed as decorative and concurrently symbolic aspect which filters the atti-
tudes on the understanding of the offered artwork as a whole. The gauges are a
product of the industrial design, ready-made creations that have lost their own
function (found in the junk yard, several thousand used pieces). He does not use
them as a sculptural mimesis but as a certain ritual object meant for "stringing"
on metal wire, thus acquiring real physical mobility (the electronic was previous-
ly replaced by a mechanical one). Thus the construction of “incidents" leads to
experiencing a special kind of view that can be changed by the dynamics that is




subjected to the needs like the confrontation of the black/white contrasts, accom-
plished by the easily performed act of putting to motion. Although Nanevski
avoids radical stylization of the motif we can still feel the impulses when it is
brought to the edge of the pure and self-sufficient sculptural aspect. The fantasy
of the artist is here predetermined by the subjective experience, but it is in colli-
sion with the immediate recommendations of the codes applicable for his previ-
ously recognizable iconic variants. The activation of the artist's fantasy also
meant respect for the "metaphorical exactness'. The exclusive methodicalness
did not bring the project concept to a one-way formal or ideal classification
because he manipulates with applying either the one or the other topical domain,
more precisely, one or another technical medium. The plastic world of Nanevski
was placed in a position to open to the morphological domains that are close to
the op-art. There he includes not only the black/white effects of the gauges or the
black dyed iron constructions that "frame" them (in the former artworks they were
with the existing patina on the metal), but he applies as a coincidence the mobil-
ity of the gauges and the aspect that has the role of spatial illusionism, as well.
The illusionism is a direct communication with the spectator. It means that he
introduced in this example a tactile element which distances us from the men-
tioned tendencies which follow only the programmed modalities that make
impressions where the main component is the experiencing of the visual, of the
autonomous feature of the offered ambiance. Now the conditions of communica-
tion with his artwork are set on a different level, not only because of the use of
different materials, but also because of the included videos as an addition to the
contents and the meanings. Nanevski tries to retain the pure visual perception,
based upon the plastic modeling in the mentioned techniques. He also intends to
establish the contact through the spectator's effort supposed to reconstruct the
information with the model of methodical thinking. It means that the activated
correspondence with the suggested three-dimensional solutions is broadened
with opening an alternative communication that also incites the meditative com-
ponent. It is aimed to avoid the dominant domains of pure ideas, concentrating
on the "game" with the numbers. Several months ago, in the National Museum in
Veles, Nanevski made the installation (with video) Path which includes traces of
his attitudes from the project Fifty or Fifty, where he verbalized the intention: "...to
open several questions from the domain of anticipation of the occurrences in the
space-time, the conflict with the truthfulness of the everyday, the questions on
the relativity and the imaginary feature of our individual times." In order to fulfil
the quoted he had to use another medium - the video, which he applied only to
additionally explain his attitude that "...he also analyzes the problem of paradoxi-
cal replacement of the material aspect and he tries to locate the boundaries
between the rational and the intuition." The established poetic rules of the sculp-
tural artwork are not disturbed, there is only a feeling of symptoms that require
reexamination of the narrative aspect of the nine installed objects where the plas-
tic elements are shown as signs of a coded "text" initiated by the "pictorial" para-



‘MeTachopuykaTta ersaktHocT'. McknyyuTenHata MeTOAMYHOCT He ro [oBefe
MPOEKTHWOT KOHLENT BO efHOHAco4YHa hopmanHa unn uaejHa knacudukaynja,
0/} NPUYUHK LUTO TOj MaHUNYNUpa co 3achaKkarbe Ha efiHa Unu apyra npobnemcka
06MacT, NOKOHKPETHO O/ efieH KOH ApYr TEXHWYKW MeuyM. [1nacTiHMoT CBET Ha
HaHeBcku ce Hajfie BO no3numja fa ce 0TBOPY KOH MOPchONoLWKMTE NoapaYja Kou
ce BIMcKN Ha onTn4kara ymeTHocT. Mpu Toa ce ondareHn He camo LpHo-6eninTe
edeKkTn Ha BpojyaHNLMTE WAKM LPHO OBOEHWUTE XKENe3HW KOHCTPYKLUWW KOW ru
"BpamyBaar' (B0 gocerawHuTe gena Gea co 3arekHarara natiHa Ha MeTasnor),
TYKY Kako KOWHLWAeHLMja ce 3eMa MoGMIHOCTA Ha BpojYaHuLmMTe, HO U Ha OHa
LITO ja MMa ynorarta Ha NPocTopeH Mny3noHM3am. ny3noHn3MoT e aupekTHaTa
KOMYHWKauuja co rnefgador. Toa 3Ha4u Jeka BO OBOj MPUMEpP € BHECEH TaKTWIl-
HWOT MOMEHT CO LUTO Ce OAjianedvyBame Of CMOMeHaTWTe CTpyera BO Kou ce
noYWTyBaaT camo nporpaMupaHiTe MoAanuTeTW LITO cO3/laBaaT Bne4aToly BO
KOW rnaBHaTa KOMMOHEHTA e [OXWBYBaHeTO HA BU3YENHOTO, Ha aBTOHOMHOTO
CBOJCTBO Ha NOHYAEHMOT ambueHT. Cera ycnoBUTe Ha KOMYHUKaLWja cO HEr0BO-
TO [1eN0 Ce BOCNOCTaByBaaT W Ha [pYro HWBO, HE camo 3apaju ynotpebara Ha
pasnu4Hu Matepujanu, TYKY W 3apan BKIy4yBareTo Ha BWAEO 3anucu Kako
[0TOSTHEHNE HA COAIPXKMHATA M 3HayerbaTa. HaHeBcku ce 06MayBa [a ja 3afpXKi
yncTata BM3yenHa nepuenuuja, 6asupaHa Bp3 NNAcTUYHOTO 06IMKyBakbe BO
CMIOMEHAaTUTe TeXHWKW. McTOBpeMeHO TOj MMa Hamepa KOHTaKToT ga ro
BOCMOCTaBW NPeKy HanopoT Ha HabrbyayBa4oT, Koj Tpeba Aa rvu pekoHcTpympa
WHchopmaumnTe co MOZENoT Ha MeTOAVYHO pasMuciyBarbe. Toa 3Ha4yn feka
aKTUBMpaHaTa Kopecno/ieHumja co NpeanoXeHnTe TDOAUMEH3NOHANHY peLLeHuja
e MPOoLUMpPeHa co 0TBOparbe anTepHaTiBa Ha KOMYHWKaLMja Koja ja NoTTUKHYBa 1
MeauTaTBHATA KOMNOHEeHTa. Taa e Bo (yHKUMja Ha ofberHyBame Ha AOMUHAT-
HUTe 061acTh Ha YACTUTE M/eU, a KOHLUEHTpaLujaTa e Haco4eHa KoH "wrpara’ co
6pojku. Mpen Hekonky meceuwn Bo 1Y Haponew mysej Benec, HaHescku ja pean-
u3npalle WHctanayujara (co Bugeo) f1at Bo Koja MOXe Ja ce Hauge Ha Tparu oj
HEroBWTE pasmuciyBatba Of NPOEKTOT [legeceT um negecet, Kaae LTo ja Bep-
6anu3unpa Hamepara: "...4a OTBOPKM HEKOMKY npallara off JOMEHOT Ha aHTULUNK-
UMja Ha cnydyearbata BO NpOCTOP-BPEMETO, CYAMPOT CO BEPOAOCTOjHOCTA BO
CEeKOojiHeBMETO, MpallarbaTa 3a penaTWBHOCTA W MMarMHapHoCTa Ha HaluuTe
WHAMBMAYANHW BpeMukba'. 3a fa ro OCTBapW LMTUPAHOTO, My Ce HAaMeTHYBa
KopucTetbe M Ha pyr MeauyM Kako LTO e BMAEOTO NpeKy Koe camo ro foobjac-
HyBa CBOjOT CTaB [eka: "...ro aHanuaupa u npobnemort Ha napagokcanHa sameHa
Ha MaTepujanHocTa 1 fleka ce o6UayBa a rvi nouMpa rpaHuLuTe Mery payuoHan-
HOTO WM WHTyMUKjaTa'. YTBPAEHWTE NOETCKW NpaBuna Ha CKyNNTopcKoTo Aeno He
Ce pasHuLlaHK, camo ce YyBCTBYBaaT CUMMNTOMU KOW GapaaT npeucnutyBarba Ha
HapaTMBHOCTA Ha MHCTanUpaHuTe [4eBeT 06jeKTU BO KOW NIACTUHHWTE eNleMEHTH
ce NMOoKaXXyBaaT Kako 3Halu Ha efieH WndpupaH "TekeT" UHUUUPaH of "CNUKOBHa-
Ta' napagurmatcku pellena hyHkumja Ha 6pojkute. Tue ce cooYyBaar co Hamep-
HO NpoeKTUpake Ha Cropu Kaapu Ha suaeo GenelikuTe, cuTyaluja BO Koja
aBTOPOT He [l03BOJyBAa APacTU4HKM KOH(pOHTUparba. OpbpaHnTe cekseHuwn ce
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MOHTHPaHW Ha Ha4WH fia HU O MpUKaxaT cyanpoT Ha 6aBHOTO W 6p30T0, J1a HY ja
HaMeTHaT 6eCKOHEYHOCTa Ha HUBHOTO NOBTOPYBAtbe, Kako 1 MOHOTOHOCTA LUTO €
pesyntar Ha ofipefieHn "‘cny4yBarba’. TEMUTE LUTO W KOPUCTU Ce [ABWKEHETO Ha
BO3Wnarta Wnn Ha Kyn upeu, GpaHyBareTo Ha BoJeHaTa MoBpLUMHA, Ha CeKojj-
HEBHWOT pUTyan Ha nuetbe Ha NWBO Ha aHOHUMEH NOCETUTEN Ha efHa KacheaHa BO
Ipuuja. LlymoBnTe Ha OBWe NPOLIECK Ce NOKPUEHK CO TPaHC MyauKaTa, Koja cama
Mno cebe NpeKy CBOjOT pUTam Kako fia ro pennuuupa "naeHTuIHoT" MOTHB.

Ha 0BOj Ha4yuH ro 3abenexyeame HeroBMOT pe3epBUpaH OHOC KOH MPEMUHOT Ha
rPaHNLMTE Ha 4YOBEYKMTE MCKYCTBA W CO3HaHWja. TpaHCLeeHTHOTO caka fa ro
WCKOPWUCTK BO paspelllyBatbe Ha Cry4ajHOTOo 3a Ja fonpe fo npobnemute Kou ro
akTyanusupaart npaiwlakeTo Ha NoOBTOPYBatbeTo, HO W Ha 'cynepcumeTpujata’. Bo
Baka HeBe[leHUTe NPETNOCTaBeHN 3araTtku Ha efeH YMETHUK, TyKa Mucniam W Ha
CamMmoT HAacmnoB Koj anyaupa Ha xapMoHujaTa, ceKako He MoXeme NoTNosHO fla ja
JeuHupaMe CTpYKTypaTa Ha MOHYAEHWOT MyNTUMEeAMjanHo KOHLMmupaH
npoekT. [lunemute ce cenak HagMWHaTW MPEKY NPOhUNMParLeTo Ha OfHanpes,
3aflafieHnTe TeXHWYKU KOOPAWHATM LUTO Ce OfHecyBaaT Ha HeroBute 06jeKTw,
O[JHOCHO Ha Herogara MHcTanauuja.

Ha KpajoT cTaHyBa jacHO [eka MHCUCTUPAETO Ha MpUMeHata Ha KpajHo
pauuoHanusmpaqa "opmynatneHa’ nocranka Ke ri1 Norofy nojaoBHUTE anTep-
HaTUBHW TOMKW BO KOM Ce pedpliekThpa MHAMBUAYanu3uipaHata nosuuuja.
Mpeau3BukoT Ha MaHuchecTpatbe Ha akTYyenHOTO ro MpernosHaBame BO
MOJycuTe LLUTO Ce NojaByBaaT Kako YHUBEp3aiHKU apxeTuni, ocnobosieHn o 6ut-

digmatically solved function of the numbers. They are faced to the deliberately
slowly projected frames of the video notes, a situation where the artist does not
allow drastic confrontations. The selected sequences were edited so that they
show us the conflict of the slow and fast, they impose the endlessness of the rep-
etition and the monotony which is a result of certain "occurrences”. The topics he
uses are the moving of vehicles or a bunch of worms, the disturbance of the water
surface, the everyday ritual of drinking beer by an anonymous visitor of a cafe in
Greece. The sounds of these processes are covered with trance music which by
itself, with its rhythm, seems to replicate the “identical" motif. Here we see his
reserved attitude towards the crossing of the borders of human experiences and
knowledge. He wants to apply the transcendental in order to solve the accidental
and to reach the problems that actualize the question of repetition and the "super-
symmetry". In the artist's riddles formulated in this way, where | also include the
title itself that alludes to harmony, we certainly can not ultimately define the struc-
ture of the offered multi-media based project. The dilemmas are, however, sur-
passed with the profiling of the previously given technical coordinates that refer
to his objects, that is, to his installation.

Finally, it is clear that the insisting on the extremely rationalized “formulative" pro-
cedure affects the starting alternative points which reflect the individualized posi-
tion. We can discern the challenge to manifest the actual in the models that occur
as universal archetypes, released of the crucial symptoms of the abstract
autonomous regulations, related to the ambientaly conceived sculptural forms.



HATE CUMNTOMK Ha ancTpakTHO aBTOHOMHMUTE Ha4ena, NoBp3aHn co ambneHTan-
HO OCMUCIIEHUTE CKYNNTOPCKK hopmM.

Mako Bo cBouTe nodetoun "obpazoBaHueto’ Ha HaHeBckW ce cBefyBa Ha
COBNaflyBatbe Ha 06NMKYBa4KIUTE TEXHUKM, TOManKy Ha MOTKPeBatbe Ha colujar-
HWOT W UHTENeKTyarneH npochus Ha NMYHOCTa, HeroBuTe achMHUTETY W NHTEPEecH
arpeciBHO Ce HameTHaa Mpeky NpuUMeHaTa Ha Teopwjara Ha WHdOpMaLun, Ha
M3MEeHeTUOT ypbaH nornef KOH peansocta, Ha OHa LITO W akTUBMPA W UMEH-
3W0HMpa HOBWTE TEMENW Ha CTPYKTYPWUTE HAa COBPEMEHMOT CBET, 6asupaHn Ha
ncuxonorujaTta Ha nepueniujara, Ha norukara Ha nojaHocTa, Aa He 3abopaBrme
W Ha NIMKOBHOCTA.

A, Toa ceTo COOABETCTBYBA W Ce pe3vummpa co peyeHuuara Ha lNuraropa (Ha Koro
My ce npenuiiauu 36oposute KocMoc W gunosacpuja). "Gé e opraHusnpaHo co
bpojot'.
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Although in the beginning Nanevski's "education" was reduced to managing the
modeling techniques, and less to improving the social and intellectual profile of
the personality, his affinities and interests were aggressively imposed through the
application of the theory of information, of the altered urban view of the reality, of
the agent that activates and dimensions the new foundations of the structures of
the contemporary world, based upon the psychology of perception, upon the
logic of the appearance, and the visual arts.

And it all coincides and can be resumed with Pythagoras' statement (who is con-
sidered to be the author of the words cosmos and philosaphy): "Everything is
organized in the number".
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