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MAnHPAIbA HA NPOEKTOT CBETAOCHH HHCTATALINH

Maiiuparse na fiiepenciaiiia aokayuja. TepeHcKaTa NOKALK]A Ha NPOEKTOT € OJIPE/ieHa CO NOCTABYBAILETO HA BO3BHIICHKETO MapkoBu Ky 8o Giusuna Ha [Tpusen. TIpeMeToT 3eMeH 3a yMETHHUKO
06.IHKYBaibe ¢ IPOBOKATHBHOCTA HA KAPNECTHOT LIPEJen Ha Bo3pHIleHHeT0. OCHOBEH YHHHTEIN Ha POCKTOT € TOA LUTO HCTHOT CE M3BENYBA BO KBEYEPHUTE HacoBH off ieoT. OBNULKUTE Ha KAPIHTE KAKO HOCHTENH Ha
TIOKAIHjaTa Ha NPOEKTOT (HAJIBOPENIEH ACHEKT) ce HajlONONHYBAAT Co BTaGHyBamaTa BO KapmiTe (BHaTpelet acniext). [lornejior Bp3 NONHOX]ETO Ha BO3BHIIEHHETO ja I0ONPEJIEyBa TEPEHCKATA TOKALM]a.

Matuparse na ysetinuicuitie konciiuiiyercy. YMETHIYKOTO O0IUKYBAILE ¢ CITyYyBA HA - W YLLTE OTOYHO - ¢0 KapmuTe. CO MOMOII Ha BEIITAUKOTO OCBETIIYBaIbe Ge3KHBOTHHOT KapriecT npefien
CTaHYBA HTPA HA CBCTIOCHH E()EKTH KOU BO TEMHHHATA HCTAKHYBAAT 1 Ol Hea H3JBOjyBaaT BH3yenuu censaiui. OBue ceHsauun TpeGa [1a ONCTOjyBAAT CAMOCTOJHO, COTACHO HACTOjYBAWETO 3a AKIEHTH, A He
ceoncarto. Co Toa, CBETNOTO, KAKO ATUHKATHBEH CICMEHT, TH PABH BUIIMBU [IOCTOEUKMTE crieluHYHH hOPMH Ha MATEPH]ANIOT 3a 0BAHKYBAILE, OIHOCHO THE Ce NPEoBIMKYBAHH cO MIOMOL Ha CBET/IOTO.

Maituparse wa iiepcpopuaiiusnutiie aciiextiiu. MucranupameTo/BoBERyBALETO HA CRETIOCHHTE H3BOPH HOTPEOHH 32 YMETHHYKOTO OGMUKYBAILE (CUTE ACNEKTH Ha TPHCYCTBOTO HA CRETTHHATA) H paGoTesETo
€O MPOCTOPHHATE CHELM(DMUIKOCTH Ha MaTepHjaloT 32 O6MHKYBatbe (HEroBATA TOKALIM]A, HAIBOPELIHHOT H BHATPELIHHOT ACTIEKT) 0BO3MOKYBAAT Onperenta Ha IPOEKTOT BO PAMKUTE HA MEJIMYMOT Ha HHCTAALUHTE,
OrryKa, 0N CBETIOCHA HHCTANALM]A Ce MOJPa30Hpa NPOCTOPHO OBIHKYBAIE HA MK CO CBETIHHATA, OIHOCHO OGIUKYBAILE Ha JIA/ICHUOT MATEPH]aT CO CRETIMHA, TIPH 1UTO NIPBHYHATA BAKHOCT ja IMA Pe3yITaToT

NpoH3neseH off 00MMKYBAILETO 3aPajiH CBETIHHATA, @ TIOTOA CAMKOT MATEPH]all KAKO HOCHTEN Ha KOHEUHOTO BOOO/HKYBAMhE. i

PE-MATIMPAILA HA TIPOEKTOT CBET/IOCHH HHCTAIALMH
Pe-naituparse na fiepencraitia noxauuja. Tepenckara I0Kalja Ha IPOEKTOT He € ONPEJENeHa co Hej3uuata Tonorpaduja. [IpucyTHHOT OHOC KOH TONOTpagyHjaTa ¢ MOHKINTYBAILE HA Pe(PePeHTHOCTA
K0ja IHEBHOTO CBETI0 ja 0BO3MOKyBa. TTpeoBTayBauKHOT NPHHIMII Ce HA0fa BO PHCYCTBOTO HA 3ATEMHETOCTA HA IPOCTOPOT: CO HAE TepeHCKaTa 0KaLIHja CTaKyBa HeGHTHA, GHyiejku aKUEHTHPAILETO HE Ce CTyuyBa
Ha HEJ3UHAT NPENO3HATIMBOCT (H OTTYKA TONORMMITUHOCT), TYKY Ha HEj3HHMUTE HOeTHe HH eneMenTy, F360poT Ha KBeuepuHaTa i AIITMKALM]aTa Ha CBETIOTO Ce L{EMHCXOHH: THE ja CO31aBaaT TEMHKHAT, 3ATEMHETOCTA,

CaMo TaKa CeBKYIHOTO CTaHyBa HeOUTHO, A MOEJUHEUHOTO HOCEUKO, Na: lAleyHHTe (FPaTCKH) CBET/Ia BO MOJHOK|ETO ja ‘3roneMyBaar’ ONM3MHATA HA KapnaTa, BaOHATHHATA Ha KapraTa cTaHyBa ‘JTHLE’ Ha

1I0jABHOCTA Ha BU3YENIHATA CEH3ALIN]a, NOBPIIMHATA HA KAPIATA CTaHyBa ‘TIPOLEH’, IyIKa’ BO TeMHHMHATA.
Pe-vanupamero Bpuu 3aMena Ha Maiupareeiio Ha Meperckailia A0Kauuja co MUjANTEXTHUKO HETATHBH3HPATLE Ha TONMYHOCTA,

Pe-naiiuparve na ywemnuxuille konciuiiyency. Hagpeyenocra Ha CBETIOCHOTO 00/IKYBatbe Hafl CAMHOT MATEPHjaJl 32 OOMIKYBalbe ONpefieyBa MofipeieHocT Ha Bropuor. He craiypa 360p 3a noutaxso
OOIUKYBAILE Ha KapmuTe (0GNHKYBAIbE CO CRETIMHATA), 30 BUION3MEHYBAILE HA KAPIATE, TYKY 3 OONHKYBAILE Ha CBETAMHATA: He CTAHYBAAT TEMHHTE BILTaGHYBAILA BO KAPIUTE OCBETNIEHI NIOBPUIKHH, TYKY CBETOCHH
(hopM; CBETIIOTO He T OCBETNYBA IOBPLIMHHTE HA KAPIHTE, TYKY OTBOPA ‘TIPOLEIH’ BO TEMHUHATA; CBETIOTO He OBOIMOKYBA CBETIIOCHH €DEKTH, TYKY CO3iaBa CRET/IOCHH, OIHOCHO BU3YE THU CCH3AIIMK; CBETIMHATA
He ja NPaBH BHJVIMBA KapaTa, TYKY HCj3UHHOT (BHIIIMB) NOHMIITYBaY - TeMuuKaTa, OBIHKOT Ha CBET/MHATA € lethuunpata co hopMaTa Ha TEMHUHATA KAKO eKBHBateHTeH 111aH. Co T0a, CBETIOTO He € AlIMKATHBEH
€JIEMEHT, TYKY HOCEYKH YMCTHHYKH KOHCTHTYEHC.

Pe-ManmpaseTo BpImM 3aMeHa Ha Matuparseilio Ha yMeiiHuKuiTie KOHCTIUMIYeHCl CO JIMJaNEKTHYKO HETATHBH3MPAIbE HA IOCTAMKATA.,

Pe-matiuparse Ha iteppopyaitinenuiie actiextiu. OBoj NPOEKT e MHCTANALM}A H 3APajiH IOHALITHBAILETO Ha IPOCTOPHUTE KOHTEKCTH HA TOKALU]ATA U OHUIITYBALETO HA AITHKATHBHHOT TPETMAH Ha
ceeruHara. OBKe eleMeHTH ja paBaT 0Baa HHCTATAIM)A CBETIOCHA i 3aPajli KOHCTATALMaTA fieKa cé 1To ce 06MMKyBa i € 00nuKyBaHo e ceetausara. OTTyKa, O] CBETIIOCHA HHCTATAI]A ce MOfpa3tupa 1
TOHHMIITYBABETO HA MPOCTOPHOTO ODMUMKYBAILE HA CBETIMHATA, OIHOCHO OOMHMKYBAe Ha NAICHHOT MATEPHjall CO CBETIUHA, NPH IUTO NPBHUHATA BAXKHOCT ja MMA PE3YNTATOT NPOM3AE3EH O O0IHKYBAILETO CO
CBETUIHATA (KAKO HOCHTEN HA KOHEUHOTO BOOD/IMKYBAIbE) BO EKBHBANEHTEH OJJHOC KOH TEMHHHATA, 4 T0TOA CAMATA CBETIHHA KAKO MATEpH]al 3a 06/MKYBakhE.

Ho, crieunchuuniocra 1a 0Boj NPOEKT He € BO T0A LITO TO] € CBETIOCHA HHCTANALM]a, TYKY [IEKA TOj Ce 0CTBAPYBA HCKIYHHBO NIPEKY HETOBOTO [OKYMeHTHpame. [IPOCKTOT He ce peam3upa 3a jaBHo
NIPETCTABYBAE, TO] [0 UCKIY4YBA TIOCETHTENOT/ PEUUIHEHTOT Of MECTOTO HA HACTAHOT 1, KOHEUHO, C& OCTBAPYBA 1 TPAE CAMO 3 LIE/UTE HA JIOKYMEHTHPAILETO,

Pe-manmpamero Bpuiu samena na Matiuparoeriio na fieppopmailivenuiie acitexiiu co IHjATEKTHUKO HEraTHBU3UPAILE HA MEJUYMOT.


















MAPPING OF THE PROJECT LUMINOUS INSTALLATIONS

Mapping of the terrain location. The terrain location of the project is determined by the setting of Marco’s Towers elevation, ncar by Prilep. The subject taken for an artistic shaping is the provocativeness of the rocky
lindscape of the elevation. The basic factor of the project is that it is performed at the dusk of the day. The shapes of the rocks as carriers of the project location (outer aspect) are supplemented with the rock’s hollows (inner aspect).
e view towards the foothill of the elevation is determining the terrain location in total.

Mapping of the artistic constituencies. The artistic shaping is happening on - even better - with the rocks. With the help of the artificial lights the lifeless rocky landscape becomes a game of luminous effects which in the
(larkness emphase or single out from it a visual sensations. These sensations have to exist independently, according to the intention for accents rather than for the total. By that, the light, as an applicative element, makes the existing
specific forms of the shaping material visible, i.¢. they are re-shaped with the assistance of the light.

Mapping the performative aspects. The setting up/introducing the light sources necessary for the artistic shaping (all of the aspects of the presence of the light) and dealing with the spatial specifities of the shaping material
(1ts location, outer, and inner aspects) enables the determining of the project in the frames of the installation medium. Hence, the term luminous installation has to be regarded as a spatial shaping of or by the light, i.¢. shaping of the given

material by light, where the result originated from the shaping due to light has the prime importance, followed by the material it self as a carrier of the final shaping.

RE-MAPPING OF THE PROJECT LUMINOUS INSTALLATIONS
Re-mapping of the terrain location. The terrain location of the project is not determined by its topography. The present attitude to(wards) the topography is denying of the refere?tiality which is enabled by daylight. The
prevailing principle can be found in the presence of the darkening space: the terrain location becomes unessential with it, because the accenting is not happening on its identifiability (and hence its toponymy), but on its single elements.
The choice of the dusk and the application of the light are appropriate: they are creating the darkness, the darkening. Only in this way whole becomes irrelevant, and the singlular a carrier, so: the faraway (city) lights in the foothill are
enlarging the closeness of the rock, the rock’s hollow becomes ‘the face” of the visual sensation’s appearance, the surface of the rock becomes ‘a gap’, “a hole” in the darkness.
The re-mapping performs a replacing of the Mapping of the terrain location by the dialectical negativisation of the topic.
Re-mapping of the artistic constituents. The superiority of the luminous shaping over the shaping material it self determines the subordinarity of the second. It is not about some different kind of shaping of the rocks
(shaping with light), or transforming of the rocks, but about the shaping of the light: it is not that the dark rock hollows are becoming illuminated surfaces, but luminous forms; the light is not illuminating the surfaces of the rocks, but
opens gap in the dark; the light is not enabling illuminous effects, but creates luminous, i.¢. visual, sensations; the light is not making the rock visible, but its (visible) annulisher - the darkness. The shape of the light is defined by the
form of the dark as an equivalent plan. By that, the light is not an applicative element, but a carrier artistic constituent.
The re-mapping performs a replacing of the Mapping of the artistic constituents by the dialectical negativisation of the procedure.
Re-mapping the performative aspects. This project is an installation due to the denying of the spatial contexts of the location and the annuling of the applicative treatment of the light. These elements make this installation
luminous, because of the conclusion that anything which is shaping and is shaped (in the installation) s - the light. Hence, under the term luminous installation the denying of the spatial shaping of the light, i.e. shaping the given material
by light, has to be considered where, the prime importance lies in the result deriving from the shaping by light (as a carrier of the final shaping) in the equivalent relation towards the dark, as first, and the light as a shaping material, as

second.

But, the specificity of this project is not the fact that it is a luminous installation, but that it is achieved exclusively through its documenting, The project s not realized for public presentation, it excludes the visitor/recipient

from the place of the event and, finally, it is achieved and last only for the purposes of documentation.

The re-mapping performs a replacing of the Mapping of the performative aspects by the dialectical negativisation of the medium.
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