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Kora Ke TIpHCTANATE Ha OBaa H3/10K0a Ha Koja ce NPEeTCTaBeHH
cnukuTe/00jekTr Ha Jardo Kam'yer (Ckomje, 1957) o mocnefsaTa HETOBa
nukoBHa (haza (1992-1997) He ce oGecxpabpyBajTe BE[HAL Off €JHO YyBCTBO
Ha HEJIarogHOCT KOE YecTO HE NMPHPYKYBa BO JOMUPOT CO YMETHHUYKHTE
flesia Off KpajoT Ha BeKoB. Ml BO yMETHOCTa, HO M BO eCTeTHKATa Ha HALIETO
BpeMe, Ha MOKa3 € e/IeH paHKaleH elmHCTeMOMOLKH Pe3 1ITO TO JyBCTBY-
BaMe W Ha oBaa W3710K0a, leKa U3/e3Ha TOUKa HA YMETHOCTA, HO M Ha I0CT-
MOJIEPHHATE ECTETUYKH KOHIEII[HH [IeHEC, CPENINIITHA KATETOpH]a MOBEKE He ¢
y6aBoTo, TyKy Bo3BHIIeHOTO. Hema COMHeHHE jieKa MO yMETHOCTa T.H.
TIPEKHH CO TPajHIHjaTa’ ce YyBCTBYBa Ha yHuBep3aneH nias. Toj e ocoGeno
narnace, cnopej Jlnorap, Bo )eHOMEHOT Ha HOBHOT 04aj BO T.H. OMIUT [PO-
rpec Ha YOBEMITBOTO, TPEIM3BHKAH O (hakTOT INTO Pa3sBUTOKOT Ha
TEeXHOHAYKHTE ,,CTAHYBa CPEJCTBO 3a 3rOIEMYBambE, a He 3a yOuakyBame Ha
Oemara*. CMeHaTa HAa MapaJHrMHTE BO YMETHOCTa M BO €CTETHKaTa Ha
HAIIETO BPeMe, H3MECTYBABETO Ha Y6aBOTO OJf BO3BHILEHOTO, OBEE 10 TOA
HAMECTO eCTEeTCKO 3a[OBOJICTBO M MPHUBIEYHOCT HA yOaBUHATA C& moBeKe [a
JyBCTBYBaMe HEKO] CBOEBHJIEH CTPAB M HENArOJHOCT, €IHO TaKa [ia ce peye
HEraTHBHO ECTETCKO 3aJ0BOJICTBO O YMETHHUKOTO feno. OTaje, 0BOj 4yeH
CBET IITO HA TO OTKPHBAAT OBHe cIHKK/00jeKTH Ha Jando Kan'ues Haj KoM,
HCTO TaKa, 1e0IH HeKOe HeJaCHO YYBCTBO Ha CTPaB, HE € HAIMOT PALHOHATICH
H TEXHOJIONIKN PALMOHATH3APAH CBET Sic et nunc, TYKY — KaKO ClIeH CBOCBH-
[IeH PEBOJIT KOH HETO — HETOBHOT aHTHIIOJ — CBETOT HA MPBOOHTHOCTA, HEro-
BaTa NPBHYHA 30pHAHA. Breryeajkn Bo MIKOBHUMOT onyc Ha [anuo Kan'ues,
KOj KaKO [1a H3HYPKYBa O] HICKOHOT, HAE, BCYNIHOCT, BIETYBaMe BO TAWHCTBE-
HHOT CBET HA MATOT; BO IPHMOPIHjaTHIOT UMATHHATHBEH ECTETCKH NOPEOK
HA HEIITaTa; BO CBETOT Ha KYJTOT, MardjaTa, PUTYalloT; BO CBETOT Ha NpeJ-
JIOTHYKOTO MHCIIEHE i MUTOJIOMIKATAa CEMHOTHKA; CO efleH 300p, BO mpacTap-
HOT MCKOHCKH CBET Ha MAONuTE, (PeTHINHTE, TOTEMUTE KOH, CHTE BKYIOM,
SHPKajkH Off HeropHTe OGjeKTH/CTHKH TajHaT HEKOH HEHCKAXIJIMBH, HO
[1aGOKO M3BOPHH JIMKOBHM 3HAIN, OPAKH W CHTHAJH CO KOH, HHAKY, locera
HE cMe ce cpeKaBasie, He GapeM BO HajHOBOTO MaKeJOHCKO CIHKApCTBO.

Bo NMKOBHHOT CBET HAa OBOj aMOMIIHO3€H MHTENEKTyalleH CIuKap
wITO mpou3Iese off mKkonara Ha Jumutap KOHIOBCKH, JOMHHAHTHA € HETOB-
aTa pevucu (paHaTHUKa OICEIHATOCT Off HCKOHOT, Of IPAH3BOPHTE, Off MHT-
CKOTO HACJEJICTBO IITO IO OCTABMIIE JANEYHHTE H JaMHa NPOTATHATHTE CBE-
toen. OTafie, MPOCTOPOT HA JIHKOBHHTE eKcnoHatu Ha [audo Kan'ues e
HACEKAJIE W O]l CHTE CTPAaHH OMKPYXKEH Off MUTCKH CITHKH, CHMOOJIH U UIOIIH,
OJ] apXamdyH{ MHTCKH IIPEIMETH, CLIeHH 1 HHcleHauuu. OBoj cluKap Kako ja
€ yBEpEH JieKa CfieH ToJIeM JIeNl Off CTUKAPCTBOTO Ha HAILETO BpeMe My Jaje
noseKe NPEJHOCT HA ArncTPaKTHHOT CHHEHTH(UIHUPAH pasyM, Ha JIOTHUKO-
[MCKYP3HBHATE JTHKOBHN eabopaniy, 3a[lyllyBajKu ja co T0a CIIOHTAHOCTa,
MHTYHTHBHOCTA, CETHIIHOCTA, MITCKATa M MHCTMYHATA €BOKALja; CO ejleH
360D, 3ayIIyBajKH ja TPajHO KHUBATa U XKHBOTBOPHA HPAIHOHATIHA PEANTHOCT
Ha MHTCKOTO H KYyJITHOTO, Ha MaricKOTO n puTyamHoTto. Hemro noseke, co
CBOjOT TMKOBEH OIUT TOj CAKa fIa HE YBEPH JleKa BO MATCKATE TBOPOH, O]
HA MHTCKATA HMaTHHAIM]a, HCIOIHETH cO CHMGOIH U (DETHIIN O] 30pHHHATA
Ha HACTAHYBAKETO HA CBETOT H YOBEKOT, C& KPHjaT HEKOM TPajHH aHTPOIO-
JIOMIKM KOHCTAHTH Ha YOBEKOT KOH e, BO CBOjaTa M3BOPHOCT W
aBTeHTHYHOCT, TpaHcucropuckn. Oraje, la ce TPecTojysa BO TOj W TaKOB
CBeT Ha MPBOGHTHOCTA, HA 30PHAHATA HA CBETOT, 3HAUM JIa CE NMPECTOjyBA BO
OHA IITO € OGUTHO ¥ M3BOPHO 4OBe4KO. TOj CBET MIIOJ HA €IHA aBTEHTHYHA
MHTCKa JTMKOBHA MMArMHAIMja HE € CTBAPHHOT CBET IITO HE ONKPYXKYBa BO
KaTajHeBHUIATa, TYKY €fleH BHII CBET BO KOj C& ¢ IOMHAKBO, BO KOj Hema
Kay3aJuTeT M T.H. IPHYHHCKO-IOCTIEHYEH OIHOC, BO KOj Hema (pabyna, a ce
e cBefleHo Ha cuMOOTI, 3HAK, CHrHAJ. Bo HEro cé e mopasiaMyHO Off CETHIIHATA
nepleniija Ha OHa IITO CMe KaTajleH HaBHKHATH [a rO OTKpHBAME BO
HEMOCPEHATE TJIEeI0N, HO, MCTOBPEMEHO, W MHOTY OIHMCKO, KakKo ceKoja
qyn6a u uyAecHja [pH [TO JANETHOTO M3HYPKYBa IPEJ HAC KaKo OIMCKO,
OTCYTHOTO TaK, KaKO OBJie-H-cera-npucyTHo. ExcnoHarute Ha [laHuo
Kair'ueB Hi 0GjaByBaaT e[leH HCKOHCKY, IPUMOp/IHjaneH CBET BO KOj Off 1071-
THOT MPOTEK H UCTEK Ha BPEMHULATA 3aTPYHaHy Ce HEKOW TaWHCTBEHN 3HALH
1 cuMOOJIH LITO cera, OBOj Yac, HEroBaTa CIHKA-NAaJIUMIICECT HE TH HCTPYTY-
Ba O]l MATHHHTE Ha BPEMETO, OTKPWBAjKM HHM T'M KaKO HEIITO MarmdHo,
MHCTHYHO ¥ MECTEPHO3HO, KaKO HEIITO TPAHCUEHAEHTHO MTO € Haf
MCTOPHCKOTO BPEME BO KOE € HATAIOKEHO U CYOJIMMHPAHO apXeTHIICKOTO
KONEKTHBHO HCKYCTBO Ha YOBEUKHOT POII.

TlocTamkaTa Ha HEroBaTta cliiKa chaTeHa Kako INaJHMIICECT He e
NHKTYpajiHa, TyKy oTKpusauka. Toj He ru crmka cUMOOIUTE W 3HALUTE Ha
cBOMTEe OOjeKTH, TYKY HHB TH OTKPHBA, CUMHYBajKH TH HACIAruTe WITO I'H
3aTpynane unu 3anperane mporaTHarute enoxu, Taka [anuo Kan'ues oTmnpe-
TyBajKy 0 MaJieMHUTE Ha HCKOHCKOTO, pgoara [0 MAUTOT, a CO TOA [IO CHTE THE
KYJATHH W OKYITHH €leMEeHTH, PHTYAlH H MarnCKH IMOCTalKH BO HETOBUTE
cnuKn/06jeKTH BO KOH 36MHOTO H HeOeCHOTO, CTBAPHOTO M HECTBAPHOTO,
BHCTHHATOTO M PHBUJIHOTO MOCTOjaHO CH TH Pa3MEHYBAaT MeCTaTa: 4ac 3eM-
HOTO e HeGecHo, a HeGeCHOTO 3eMHO, Yac CTBAPHOTO € NPHBWIHO, & NPUBHL-

A s you approach this exhibition which features the paintings/objects
from Dancho the latest phase (1992—1997) in the work of Dancho Kal'chev
(b.1957) do not be discouraged by the strange feeling of discomfort which has
become our common companion in the contacts with the artifacts at the close
of this century. Both the art and the aesthetics of the time we live in demon-
strate a radical epistemiological cut which can also be felt at this exhibition,
that the point of exit of art — as well as the postmodern aesthetic thought — that
their central category is no longer the beautiful, but the exulted. There is no
doubt that the 'departure from tradition' in art is felt universally. This departure
is, according to Lyotard, particularly acute in the phenomenon of 'new desper-
ation' in the general progress of humanity which comes as a consequence of the
fact that technology and science 'have become a means of augmenting rather
than soothing of the misery'. The shifting of the paradigms in the art and aes-
thetics of our time, the displacement of the beautiful by the exulted. has result-
ed in our experiencing a unique form of fear and discomfort, what one could
call a negative aesthetic satisfaction from the artefact, rather than an aesthetic
pleasure and attraction to its beauty. Hence, this strange world revealed to us
through Dancho Kal'chev's objects/paintings which are also overcast by a
strange feeling of fear, is not our rational and technologically rationalised
world sic et nunc, but a rebellion against it, its antipode, the world of prehisto-
ry and its primal dawn. Whilst entering the visual opus of Dancho Kal'chev
which appears to spring out of the primeval, we actually enter the mystical
world of myth, the primordial imaginary aesthetic order of things, the world of
cults, magic and ritual, the world of pre-logical thought and mythological semi-
otics — in one word, we enter the ancient primordial world of idols, fetishes,
totems which all added together, peeping from behind his paintings/objects,
keep secret the unutterable but fundamental original visual signs, messages and
signals which, we have not encountered before, at least not in more recent
Macedonian painting.

In the visual world of this ambitious intellectual painter who was a
student in Dimitar Kondovski's school, the predominant idea is that of his
almost fanatical obsession with the primordial, with the primal source, the
mythical heritage left behind by the distant and long ago extinguished worlds.
Hence, the space in Dancho Kal'chev's exhibits is surrounded on all sides by
mythical paintings, symbols and idols, archaic mythical objects and scenes.
This painter appears to be confident that a great part of painting nowadays has
given emphasis to the abstract, scientific mind, the logical-discursive visual
elaborations, thus suffocating the spontaneity, intuitiveness, sensuality, mythi-
cal and mystical evocation; in other words, permanently constraining the life-
giving irrational reality of the myth and cult, of magic and ritual. Moreover,
Kal'chev's visual practice seems to be trying to persuade us that the mythical
works which are a product of a mythical imagination, full of symbols and
fetishes from the dawn of the creation of humanity and the world, hide some
permanent anthropological constants of humanity which are transhistorical in
their originality and authenticity. Therefore, to reside in this world of primor-
diality at the dawn of humanity is to bear witness to that which is essentially
and originally human. This world, a product of an authentic mythical visual
imagination is not the real world of everyday routine but a higher world where
everything is different, there is no causality i.e. no relationship between cause
and effect, there is no narrative and everything is brought down to the level of
a symbol, a sign or a signal. In this world everything is different form the sen-
sual perception of that which we are accustomed to discover in immediate visu-
al contact, but at the same time it is also very familiar as miracle or wonder in
which everything distant springs forth before our eyes as familiar and the
absent appears to us as present. Dancho Kal'chev's exhibits proclaim a primal,
primordial world where the long flux and influx of time has covered up some
secret signs and symbols which his palimpsest painting has carved out of the
the most noble srata of time, and revealed as something magical, mystical and
mysterious, as something transcendental, above historical time which is con-
tains the manylayered sublimated archetypal collective experience of humani-
ty.

The methodology of his painting seen as a palimpsest is not a pic-
turesque one but a revelational. He does not paint the symbols and signs on his
objects, but discovers them, removing the layers which have covered them up
or buried the epochs passed. Thus, Dancho Kal'chev, digging out from the
paragons of primordiality, reaches to the mythical and through that to all of the
elements of the cult and the occult, the ritual and magical proceedings in his
paintings/objects in which the earthly and celestial, the real and unreal, the fac-
tual and illusionary constantly trade places: the earthly becomes celestial, the
celestial — earthly, the real becomes illusionary, the illusionary real, the ficti-






HOTO CTBAPHO, Yac BUCTHHUTOTO e (DHKTUBHO, a (PUKTHBHOTO BUCTHHUTO. Off
HIB, OTKAKO & CHMHAT NPEBEe30T Of] HacJarATe Ha MAHATOTO, IONAPaaT 0 Hac
60H W TOHOBH IITO HE MOTCETYBaaT Ha APEBEH MHTCKH FOBOD, OHOCHO Ha
HHTEpaKIHjaTa Ha MATCKOTO H PHTYATHOTO, Ha MAaTHCKOTO 1 OKYJITHOTO. 3a
HETOBHTE CITHKW/0GjeKTH, BO yXoT Ha JlnoTap, MoKeMe fla pedeMe Kako Ja
HY HCIpakaat Off JaleuHOTO MHHATO .,TeJlerpama 110 IOBOj| KOH(y3HjaTa Ha
MpHYMHATE™ KOja € BO TEK U 3apafd Koja cMe CKpIITHaNe Off BOCTAHOBEHHOT
pep, 3a00paBajKn Ha CBOETO JETCTBO | I'y0ejKi To HeTo, OIHOCHO CTaHyBajKH
KyITypa i [HBHNU3anmja Ge3 fercTBo. Heropure cukn/o0jeKTH, 3HAYHM, HAC-
TOjyBaaT TOKMY TOa — [a HH ro oGHOBAT HETO, 0OHOBYBAjKH TH HAa HHB CHTE
OHHE HAclaru HAa MPOTATHATHTE EMOXH, cé AypH [0 MAaleONUTCKO H
HEOMTCKO 106a, ONHOCHO OGHOBYBAjKH 'l HHBHUTE MATHCKN M MUTCKH TajHH
IITO THE TW MOCEAyBajie, HO IITO BO AyMAaHHTe Ha BPEMETO TH H3ryOHIE.
HeropuTe cHKI/0GjeKTH HMAaT HEILITO APXATEKTYPHO, HEILTO FPagUTelICKO,
HEIITO Ojf MAarkMCKHOT KapakTep Ha HEeMMapCcTBOTO BO YHE CPEIULITE €
Maruckara (yHKIHja Ha OalBaHOT HJIH IpefaTa KakKo OCKa, KaKo CToJ0, Kako
GoxKecTBeH (PeTHIIl IITO TO cpeKaBaMe BO MPaclOBEHCKAaTa MUTONIOTHja KaKo
cTonf Ha JKUBOTOT, T.e. Kako cuMGon Ha crofofara H Ha YOBEYKHOT MPOC-
TYM; HOTEM ITO3HATHOT OTIEYaTOK HAa KpBaBaTa YOBEYKa paka o ANTaMupa;
IIa MPaRCTOPHCKUTE TPAacdUTH U NPTEKH, HeKOH MHCTHYHH aMajlTHi H KaMEba
IITO BHCAT HA CIMKaTa-0GjeKT, HEKOH »KeJe3HH KOBAaHUIH H MOTKOBH, HEKOH
TAMHCTBEHH BpAaTH H 3aKaTaHUYCHN INOPTH 3ajl KOM Ce CKPHEHH MeTa-
(hU3HIKATE MECTEPHH 1 HEM3BECHOCTH HA YOBEKOBHOT OIICTO] TOJ, SBE3/IUTE
BO KOM HHKAaKO He ycleBaMme a HypHeMe H [a ['H OfiraTHeMe; IOTeM HEKOH
TAWHCTBEHH LIAPDKH H [PAcKd, HCKOH IIPEKHHATH BPBHIM IITO MefyceGHO ce
BKPCTOCYBAaT, a MPeKy KOH HEeKOTalll YOBEKOT ce NpoOHBal BO foaToT Ha
HEKOoja Lell Hin BO onaToT Ha cBOjaTa 3aMpceHa YoBevKa Cyl10ouHa.

IIpn ceTo Toa, MaTEepHjalOT BO/HA KOM ce pabOTEHH CIHKH-
Te/oGjekTn Ha Jaruo Kan'ueB ja couyBan cBojaTa NMPHPOIHA PyIAMMEHTap-
HocT, GUI0 fa e Tanna, rpejia, 0anBaH, KPOCHO, KaMEH, KIIMH, alKa, Tell, Wi
CTapo KeJie30, CHTE 3eMEHH BO HHBHATA IIPBOOHTHA MPHPOAHA (hOpMa KaKo
J1a ce TTPOHAjIeHH HIIN OTKOMAHH €O c¢ 'pfaTa Ha BpeMeTO W KaKO U Ha HHB Jia
€ HMIIPErHUpaH METEKOT Ha MPHPOJHATE H HUBAIM3ALUCKUTE CTHXHH LITO
npoTaTHajle HU3 MPETXOJAHUTE BPEMEHCKH epH H emoxu. Ha Toj nauun Hu3
conte cnukn/o6jektn Janwo Kan'ues HI TH cyrepupa HEpasIauHOTO €J[HH-
CTBO M XapMOHHja HA IIPHPOATA U YOBEUKATE apTehakTH BO pasfaoljeTo Ha
HUBHATA MPUMOP/HjaTHOCT U IAaHTOHOMHUOT KapakTep Ha YMEeTHOCTa, BHa-
TpelIHaTa TOBP3aHOCT BO HEAa HA CHTE BHAOBH H (DOPMH Ha >XHMBOTOT,
BKJIYYYBAjKH ja H TAHHCTBEHATa BPCKa Mel'y OpOjOT M CTBAPHOCTA LITO HH CE
cyrepHpa oji CEKOj HETOB JIMKOBEH €KCIIOHAT.

Cé ce Toa moBeKe 3araJlovHH Ipalliama IITO 'M NOKPeHyBa BO HAC
crmkapeTBoTo Ha [Janyo Kan'ues. A npamamara mTo HE ce [IOCTaByBaaT BO
A HH3 YMETHOCTA Ce HAJIHMK Ha OHHE BHCTHHCKH (pHI030(hCKH Mpallama
YHjIITO O[COBOP, KaKo cMeTalle [1naToH, HwocTaHyBa HEMO3HAT.

Akxap. I'eopri CTAPJEJ/IOB

tious becomes factual and the factual fictitious. Having been stripped of the
veils of the past, the colours and sounds of all of these reach us and remind us
of the ancient mythical language, that is the interaction of the mythical and rit-
ual, the magical and the occult. In the words of Lyotard, Kal'chev's paint-
ings/objects could be said to be sending us from the distant past 'a telegramme
on account of a confusion of reasons' which is currently in progress and which
is the reason why we have departed from the established order of things, for-
getting our childhood and losing iti.e. becoming a civilisation and culture with
no childhood. His paintings/objects insist on the very restoration of this child-
hood, the restoration of all of those layers of epochs passed all the way back to
the paleolithic and neolithic periods, the restoration of the magical and mythi-
cal secrets which they possessed but which were lost in the whirlpools of time.
His paintings/objects have something architectural about them, an element of
construction, something of the magical character of building in the centre of
which lies the magical function of the tree trunk or beam as an axis, as a col-
umn, as a divine fetish which we find in pre-Slavonic mythology as the sup-
porting beam of life i.e. as a symbol of freedom and human dignity, the famous
imprint of the blood-stained hand of Altamira, the prehistoric graffiti and draw-
ings, some mystical talismans and stones hanging on the painting/object, some
iron implants and horshoes, some mysterious gateways and locked doors
behind which lie the metaphysical mysteries and the uncertainty of the human
existence under the stars into which we never managed to dive and discover
them, enigmatic patterns and scrawlings, interrupted intersecting roads which
humanity once walked upon in its attempt to reach a goal or simply as part of
its intricate human fate.

In all of this the material which these paintings/objects are painted
on/in has retained its genuineness as a natural medium whether it be wooden
board, a beam, a column, a stone, a rivet, a link in a chain, wire or scrap iron,
they have all been taken in their original natural form as if they had been dug
out or found together with the rust of time and as if they had been imprinted
with the chaos of the natural and civilisational catastrophes which have
thundered through the preceding eras and epoch. In this way, Dancho Kal'chev
has managed to suggest the inseparable unity and harmony of nature and the
human artifacts at a time of their primordiality and the pantonomous character
of art, the interrelatedness as part of it of all categories and forms of life,
including the secret link between number and reality which is put forward in
each of his exhibits.

All of these are provocative questions which are brought up inside
us by the art of Dancho Kal'chev. The questions thought which are raised in and
through art are not unlike the real philosophical questions the answer to which,
as Plato stated, remains unknown to us.

Acad. Georgi STARDELOV
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