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KYKATA HA BAHA

CurypHO jieka OHa LITO Ce CJIY4YH BO TBOPEIL-
TBOTO Ha BaHa YpolieBuk 1pej HEKONKY To-
JIMHH 33 HEa 3HAYH paguKaicH "pe3" BO HEj3H-
HHOT JIMKOBEH cBeT. Taa "cinyuka' Ha MpeMUH
on mracesajEa CIuKa BO aMOMEHT, KOIKY
LITO HABUJIYM M3TJIefla Harja M HEOYEKyBaHa,
TOJIKY, TIOBHUMATENHO TIEfAaHO, 3HAYH CIEH
BHJ] TTO3NTHBHA "MyTaLuja" Ha NPETXOJHUOT
pHu3yelieH amOueHT. @akT e lexa mponecoT Ha
n3pasyBame BO MaTepHjal € HHIWKATHB IITO
Bana ro mmamie MOCpPEJHO HAaBECTEHO M BO

TPETXONHHUOT TBOPEYKH IIPOLECC.

Kaj cexoj msopey tociiou ciipas 00 Hazao
CUMHYBAIbe HA 06BUBKATIA WO ja 0304604
€O Z00UHU U KoJa Upeuiciiasysa eoeH ilpeiios-
HAluAUs, uaz‘paaeH AUKOBEH cucitiem. Bcyut-
Hocl, ciuaHysa 360p 3a HOBOMIO WO KAKO
Oe30Ha Ke ce otusopu. Ilpoyecoti Ha co3-
dasarse Hoopazbupa oopedena HCUXUHKA COC-
itiojba HA HAUHAMIOCUL WAL HA CUIPA8 iiped
Hosoio uckycitgo. Taa tlosuiteHa iiemiiep-
afiypa meopeuoiti mopa 0Oa ja 00picyea
bapajku Hosu Upedussuull, Upouiupera iep-
yetiyuja. Ilpu cozdasarbe Ha 0eno CeKOauL
flocitiojaiil 0ge eHepzuu: 6UOAUEONIO 0eao -
[poOYKIl, 1 OHA HeBUOAUBOTIO IO OCUIARY-
6a eHailipe 60 asiliopoit. Koza 6u 2u ciiope-

oyeaaa HesuodausUilie CAUKL 00 MUHAUUOM

THE HOUSE OF VANA

There is no doubt that the change that took place
in the art of Vana Urosevik a few years ago was a
radical ‘switch’ in her artistic world. Although
that ‘event’ of passing from easel painting to envi-
ronment may have seemed sudden and unexpect-
ed, upon closer inspection it proved to be a kind
of positive transformation of her earlier visual
environment. It was clear that the process of
expressing herself in material was suggested indi-

rectly in Vana’s creative work much earlier.

There is a fear in all creative people of suddenly
casting off the shield they have created over the
vears and which represents a recognizable and
established artistic system. In fact, they fear the
new which gapes open like a chasm. The process
of creation presupposes a certain psychological
state of tension or fear before the new experience.
A creative person must maintain that higher tem-
perature, striving to find new challenges and
achieve a broader perception. There are always
two types of energy during the creation of a work:
visible (the work itself, the product), and invisible
(that which remains within the artist). If I com-
pare my invisible pictures from the past with those
created today, I believe there are no great changes
in my thinking about how I see myself in the mir-
ror... Even in my earliest works I was fascinated

by drapery... As if its soft folds were hiding the




ilepuod co os6ue ceZauiHuile, cmeiliam oexa
HeMa 20aeMmU UPOMEHU 80 PA3IMUCAYBAHEULO
80 OHA Kako ce zaedam cebecu 80 02aedano-
wo... Ywitie 60 Hajpanuitie ieopbu 6es
oilvuHertia co opatepujaitia... Kako 6o Hejsu-
Hullle mexu Habopu Oa ce kpue wugpaita,
KAYUOITl 30 64€3 60 HeKou Opy2u ceeitiosl. Bo
edeH Muz tlocakas oa ja ooipam u oa ja obo-
jam, O0a wHalipasam Heuwiillo €O Hej3uHailla

uipanciapeHiiHoCH. ..

Toa ycnemHo MpeKpUIyBamke BO BHATPEIIHMN-
OT, [YXOBCH IPOCTOP, € U BUJ] KOPEKIHja WK
MOIOJIHYBakEe HA MPETXONHUOT H3pa3 LITO Ce
CIIy4’ TOKMY Ha YyBCTBHTEJIHATA JIMHAjA Kafe
MTO ce JONMHpaaT ABa Pa3IHYHH BH3YEIIHH
CBeTa, TBA HEEMHAKRBH MpoIieca Ha pa3BojoT Ha
aropor. Cemak, HOBUOT JIMKOBEH aMOHEHT

Ha Bana Bo cywTHHa e 0asWpaH BpP3 HEKOU

code, the key to accessing other worlds. At a cer-
tain moment I wished to touch it and paint it, to

make something of its transparency...

That successful refraction within the internal or
spiritual space is a kind of correction or develop-
ment of her earlier expression which took place
along that sensitive line where two different visu-
al worlds touch each other, two unequal processes
in the artist’s development. Yet Vana’s new art
environment is essentially based on specific asso-
ciative processes from her ‘old pictures’. There, in
that crucial step and in the new environment, the
work finds its new significance. But we cannot
overlook the fact that this approach and this way
of seeking a more direct tactile rendering of the
intimate world of the artist is also an imperative of
the time — its structure and definition. Through

the matter of the intimate and using the phenome-

IMPUYECTHUE
EUCHARIST
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acolMjaTHBHE MPONECH OfI Hej3UHaTa " cTapa
cmuka". Tyka, BO NPECBPTHHOT YE€KOp H BO
HOBHOT aMOMENT, JIEJIOTO ja Haora CONCTBeHa-
Ta akTyennocT. Ho, He MOXeMe f1a ro npeHe-
GperHeMe 1 (HakTOT leKa BAKBUOT HA'IMH Ha
NOOMMKYyBake H TMOJUPEKTHO, TaKTHUITHO
MIOJIOBYBakbe Ha MHTUMAaTa Ha aBTOPOT € H
MMIIEpATHB Ha BPEMETO - HErOBaTa CTPYKTypa
i gepranmja. Hus MaTepujaTa Ha HHTHMATa
1 cO TIOMOII Ha (PEHOMEHOT Ha MMAarHHaLH]ja-
Ta, aBTOPOT I'l OOJIMKYBA CITUKATE KO TH J10-
JKUBYBAME HEIOCPE/IHO HU3 CBETOT Ha CETHIIA-
Ta KaKO HEMITO ILITO C€ CIy4YWio, IITO Ce
CIyTyBa UM KE CE CILyYH.

IlenaTa aTMmocgepa Ha

IMPOEKTOT
"OmnmmuBame Ha cpda co ceuyia’ ce 0asmpa Bp3
CHCTEMOT Ha CIpoTHBCTaBeHOCTH. HUBHOTO
sroeMyBame (Mo Opoj) WM MaK MyJITH-
IANApamke (Ha OfpefieH HayHH), TH HOTEH-
mEpa W CO TOa IO aKTHBHpA aMOHEHTOT.
Kuurara - HamAIIaHAOT 300p - YATAHOTO KOC
MOKpaj He MOXe Jla ce "NmpodnTa’ M TaKTHIl-
HUOT AOIAP CO NPEBe30T MNpejl Hea IITO TOo
CHMHYBa MOCIIECAHAOT SHJ] HA HEOPa30upame;
HeBecTHHCKAa objeka Oe3 HeBecTa, "MMHCKO
none" - KXHJIETH-TIENEPYrd IOCTABEHM Ha
cBHJIEH ofiap - 3emja; "TopTa 3a o4eK Ha 2000
roguHa" - Hagex-MaMmka... Toj mpocTop co3-

MaeH O]l KOHTPagUuKTOPHOCTH, CIIPOTHBCTAaBE-

=

non of imagination, she gives shape to the pictures
which all of us experience directly, through the
world of the senses, as something that has taken

place, is taking place or is to take place.

The entire atmosphere of the project entitled
Hemming Glass Fragments is based on a system
of opposites. Their increase in number, or indeed
multiplication, emphasizes and activates the envi-
ronment. Here are some of the scenes: a book, a
written word, a text that cannot be ‘read’ fully and
a tactile contact with the veil in front of the artist
that Temoves the last barrier to misunderstanding;
bridal dress without a bride; Minefield, butterfly
razor blades placed on a silk deathbed/earth;
Trap: Cake for a Year 2000 Party, hope and
enticement... That space made up of contradic-
tions, opposites, incomplete utterances, fear, joy
and sorrow... cataclysmic truth of the traumatic
world, cosmic home hemmed by cut, or rather
ripped, silk; there you can see the womb of the
world where, in the endless twilight of time, you
can read a prayer for the salvation of lost souls,

the magic of the place and the myth of the time.

The second important point of this process of
thinking inside and together with material is the
phenomenon of memorizing and personifying
forms. Seen from a Bachelardian perspective, it is

a world which has encouraged the development




JIOLIM CHUIITA
BAD DREAMS




HOCTH, HEJIOPEUEHOCTH, CTPAB, PaJJOCT U Tara
.....KaTAKJIM3MHYHA BUCTHHA HA TpayMaTH4-
HHOT CBET € KOCMHYKH JOM OOJIOXKEH CO
HceveHa WM, nmopobpo, pacrlopeHa cCBUIa BO
KOja ce riefa yrpobaTa Ha CBETOT KaJie IITO
BO OECKOHEYHMOT BPEMEHCKH CaMpaK Ce YHUTa
MOJIATBA 34 crac Ha 3ary0eHaTa Aylla - Marm-

ja Ha MeCTOTO U MUTOT Ha BPEMETO.

BTopHOT 3HauaeH IMyHKT BO OBOj MpOIeC Ha
MHCIIEHE BO U CO MaTepHjaloT € (peHOMEHOT
Ha MEMOPHPAmbETO U HA MepcoHn(bUKalujaTa
Ha oOnmmuTe. bamiaapoBCKH MHCICHO, BO
OBOj CBET Ce pa3BUBAllE H NOTTHKHYBAILE CO3-
naBamkeTO Ha Hej3mHaTa "KyKa'(cMecTyBarbe
HA TONEeMHTE croMeHm) H "KyTmja" (mame-
Teme Ha HezanaMeTeHoTo). BaHa ja 00/mKkyBa
Hej3MHATa MHTAMHA TpHKacka (Kako Oajka
KOja BeKe Pe30HNpPa U T'M NOBP3yBa CeKaBamba-

Ta CO acouujau;mnTe BO eJJHa cexoralll KpeBKa

CTATIULIA-TOPTA 3A [IPEYEK HA 2000-ta
TRAP-CAKE FOR A YEAR 2000 PARTY

and creation of her own ‘house’ (accommodating
great remembrances) and her own ‘box’ (remem-
bering the un-remembered). Vana develops her
intimate story — a fairy tale already thinking
itself and connecting memories and associations
into an ever delicate whole — drawn from the
depths of the box/chest and placed somewhere in
the corner (of solitude) in the imaginary rooms of
the speaking house. “A box, a trunk, especially a
chest, these are objects that can be opened. When
the chest is closed, it returns to the community of
objects and takes again its place in the external

space.”

From the box/chest of these unforgettable things
where the past, present and future are concentrat-
ed there emerges, as if from Aladdin’s lamp, the
remembrance of the un-remembered: “At the
moment when the chest is opened there is no

longer dialectics. The external is wiped out in a




I[eTMHA) U3BJIeYeHa HekaJie of AnabOouHHATE
Ha KacejaTa-KyTHja MOCTaBeHAa HEKaje BO
aroJioT (Ha ocaMeHOCTa), BO MMaruHapHHTE
cobu Ha Kykara mTo 36opyBa. "Canpax,
0CODEHO KYTHja, CaHflave....Toa Ce Mdpedmeit
Kkou ce oweopaardi. Kora caHjayeTo Ke ce
3aTBOpU, TOa Ce Bpaka BO 3ae/lHAIATA Ha
npejMeTHTe U TOBTOPHO IO 3a3eMa CBOETO

MECTO BO HAJ[BOPELIHHOT IPOCTOP. "

Opn KyTHjara-kacejga Ha THe He3a0OpaBHH
HEIITa BO KOM C€ KOHI[EHTPUPaHU MHUHATOTO,
CEeralrHOoCTa W MJIHWHATA, U3JIEryBa, Kako Off
nambaTa Ha AllaJuH, IaMETEH-€¢ Ha He3aname-
TenoTto: "... Ho BO MHTOT Kora caHjiaueTo Ke
ce OTBOpH, AHWjaTeKTHKAaTa BEKE ja HeMma.
HajBopemrHoTo ce OpHIIE CO €[ieH MOTeT,
CEeTO cera My mpHumara Ha HOBOTO, U3HEHAy-
BAUKOTO, Hemo3HaToTo. HajgpopemHoTo mo-
BeKe HHUIITO He 3HAauM. YUITe Mmomapajokcan-
HO € INTO JMMEH3UNTe Ha 00eMOT MoBeKe
HeMaaT cMucia, OHfiejKH cera ce OTBOPH HOBA
IUMEH3Hja - AUMCH3Mja Ha MHTHMHOCTa. 3a
HEKO] Koj ymee [00po Ja Balopusmupa, 3a
HEKO] KOj ce TocTaByBa BO NEPCIEKTHBA Ha
BaJepoOT HAa WHTHUMHOCTA, Taa [AUMEH3H]ja
Moxke nga ©Oupe Oeckoneuna." (I'acTon

Bamunap, [ToeTrka Ha IPOCTOPOT)

Konky u fa e Ha MATOBH KOH(Y3HO "Hapejie-
Ha' compKWHATA Ha KyTHjaTa Ha He3aOopa-
BOT, KOJIKY W Ia C€ HEj3MHUTE CKAlOLEHOCTH
KOHJIeH3UpaHo 60raTcTBO 3a aBTOPOT, Taa ce-
mak Hé MOTCETyBa HAa CONCTBEHUOT "TOJIEM
crmoMeH" CBHTKaH Ha JHOTO Ha Kacenara.
Bana YpomeBuK LEeInoT CBOj MPOEKT TO 3ac-
HOBa BP3 KPEBKUTE, TOILUIM U HOCTAITHUYHH
ceKaBarba 3a JI00pOTO, 3aTBOPEHH BO IIKao-

BUTE U KYTUUTE HA HejSHHHOT OOMHHAT U HE3-

single move; everything now belongs to the new,
the surprising, the unknown. The external no
longer means anything. Even more paradoxical is
that the dimensions of the shape no longer have
any meaning, as a new dimension is now opened
— the dimension of intimacy. For someone who
knows how to valorize well, for someone who
puts himself in the perspective of the value of inti-
macy, that dimension can be infinite” (Gaston

Bachelard, The Poetics of Space).

However disorderly may the content of the box of
unforgettableness be ‘arranged’, however much
its valuables may represent condensed wealth for
the artist, she nevertheless reminds us of the per-
sonal “great remembrance”, nested at the bottom

of the chest.

Vana Urosevik bases her project on the fragile,
warm and nostalgic remembrance of good things
enclosed in the cabinets and boxes of her past and
unforgettable world, on the marks of the words on
the yellow books’ pages, on the beauty embodied
in the mysterious house of her soul and on the

sharp knife of real evil.

Towards the end of the second millennium the
quantity of evil and cruelty have increased alarm-
ingly. Although I do not believe that artists can
essentially change history, I try to resist what is
cruel, rough and ugly with gentleness and beau-
ty... They are not the product of this civilization,
they are part of the structure of any being, of the
code of nature... In this project I wanted to say
something about their conflict and their constant

transformation.

Vana does not understand that juxtaposition as a

sharp turn, as a river dividing two banks, but as a




OCTAP IIOTTIE]
SHARP GLANCE




OINIMBAKBE HA CPYA CO CBHUITA
HEMMING GLASS FRAGMENTS



aGopaBeH cBeT, BpP3 TparuTe Ha 300pOT Ha
IIOKOJTEHNTE KHUTH, Bp3 yOaBHHATA INTO ja
HOCH HEj3MHATA TAMHCTBEHA KyKa Ha JyllaTa

1 Bp3 OCTPHOT HOZK Ha PEalIHOTO 3J10.

Kon kpajoiti Ha silopuoitl MUACHUYM KOAU-
YecilBoillo HA 3400 U cyposociid aaap-
MawiiHo ce 3zZoaemysaail. Makap witio
cmeitiam O0exd YMeHUKOUL He Moxce OUITIHO
0a ja iipomenu uciiopujaitia, ceflax ce 06u008
HA CYpOBOIIO, HA HEMUAOCPOHOMIO, Ha 2pO0-
itio, O0a My Z2u CHpOIUBCINABAM HENCHOLILO,
ybasunaitia... Tue He ce UpoOyKill HA 08ad
yusuAu3ayuja, wWyKy ce ezpadeHit 60 CHUpyK-
{iypaiia Ha cexoe Ouitiue, 60 Wugpaiia Ha
dpupodaiua...Bo o0soj fpoexii caxas 0a
360pysam @OKMY 3G HUBHUOWE cyoup u 3d

HueHaitia flociiojana mpancopmanuja.

Toj koHTpanyHKT Bana He ro pa3bmpa Kaxko
PE30K CBHjOK, KaKO peKa ITO Jiesiu fiBa Opera,
TYKY KaKO MOCT-MaMKa, Kajle WITO MpHBHJE-
HHIETO HA 3JI0TO ce KpHe 3aj] yoaBaTa HaMeTKa
Ol CBHJIA, KAKO IITO 3aj] KPeBKHTE KpHUIja Ha
nenepyruTe Oj HeEj3WMHATa TajHAa KyTHja, ce

KpHe OCTPHOT yOOJ Ha UriaTa.

3a 0a ce cozdade ceuaa Holipe6HO e da ce
ybujaiti uajaoHuyu ceuneHu 6you. M koza ja
winesd ceuaaitia (itiaa ybasuna cozoadena oo
ZpOUOIN HUH HA eZ3eKyuuja) 2u 4ysciieysas
e yboou Kako cypoeo, OCHIpO HABAEZY-
saaill 60 kpeskuitie iieaa. Taa citiapa Kyiiuja,
o] UHCeKapuym Ha Moeiio O0elliciigo,
ceyutiiie Uocitou, Ho He ce OCMenysam oa ja

omsopam...*

BukTopuja Bacesa Inmecka

= Jluiftaiinidie (o0enexmenit €o KVp3us) ce 0eaoslt 00 paszosopori
wi@o Fo sooee co Bana Ypoutesur 60 nHoemspit 1998,

bridge/bait, where the illusion of evil is hidden
behind a beautiful silk apparel, in the same way
you notice the sharp prick of the pin beside the
delicate wings of the butterflies from her secret
box. To produce silk you have to kill thousands of
silkworm pupas. When I sewed the silk — that
beauty created from an ugly act of murder — I felt
the pinpricks as if my needle was cruelly and
deeply piercing their gentle bodies. That old box,
that insectarium of my childhood, still exists, but |

. *
dare not open 1it...

Viktorija Vaseva Dimeska

“The quotations, marked by italics, are parts of the conversa-
tion Vana Urosevik and I had in November 1998.
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MEPEIE HA TYIIATA (TICUXOCTACHA)
WEIGHING OF SOULS (PSYCHOSTASIA)




Ceunara ce JOOMBa 04 HHWKaTa Ha CBH/IeHa Oyba.

lMponssoygc 0 Ha CBNNa noTexHysa o4 / Kura. Ta/ [IPOH3BOACTEO e
npeHeceHa n 650 Kopeja, igoroa BO Jaﬂoml/ Csune 'KaeHHHH Bo Espora
gouwne npeky Hugnja. Oxony 520 r. Espona ce . 3anoayasa u co TajHara Ha
POH3B04CTBOTO Ha rxaeﬂuﬁa ra: jajyara Ha cemnnera 6y6a TH [IpeHesIe BO LyN/THBH
CTanosH HeKoH Kaﬂyrepu Bo BusaHT, a moroa o4 I'pqn/a THe OH/Ie NPeHeceHHn BO

iy

Hrannja n OparyHja. ™ 4 ~—

CHTHHTE XO/ITH jajqé ce craBaar Bp3 XapTHja H ce yy 5 rm%u Hu ceersin
npocTopuy CO TeMmepaTypa wro pacre o4 15° 4o 25°C, Bo fex 8 ‘wern
geHosn. O HHE HNErYBaaT LPHKAEH raCeHMYH LITO CO XPAHAT C
Kka. [To 28 - ‘_,30:;,4',9”03:1_ HHLATE HAlTOSIHO ce paaansaa u npecraﬂysaar 4a
Jjagar, npecrieKyss o-veTHpH naru. HamosiHo nopacHaT mmaar 8 g4o 10 caH-

THMETPH, CB 0/ AUIHECTH, HO MMa M Kagheash M LPHH CO LaMKH.
CraBeHH BP3 H/TH Ope3a ce 3a4aypysBaar. mroa Henywraar ogq
4Ba orBopa o ’ 'asha cyncraHymja QoHOPHOH, Koja ce pazB/iIeKyBa BO
HHLWKE WTO ‘ Ha BO34yX. Jpyra Cyncrarymja, CepHiynH, ro 0GBHTKY-
Ba M ro s1enm qyﬂq,,qaojna Huwka. Kora ce zanpesgysa, raceHmnyara
npasH gBHXe goopma Ha 8 M TaKka jJa OOBHTKYBa HHLIKATa OKOJTY

cebe. Koko 3 2 6es1a HITH XOJITeHHKaBa, Ho ”MeﬁﬂKaBa. Honra
eog3 4ol
IPeTBoOpPaH:E
KOKOHara H

Ja ga
AgecerTHor 4

! . _:‘ , HF : D,  samece

- NOTPOWEHA CE
) agar n ce
a‘!mpumun?.
Gybn:. |

peyor BeKe Ha

), 3aenen
WINOMar Ka

] _
v : DTBYBajKH

4 cTaguyM: ogegHall goara Torn/IHHara Wro yOnBa, 1eToT HHKorall He
ce ocTBapyBa, a 04 KOKOHarTa ce O4BHTKyBa TeHKa H CBeT/IHKasa, Ho
MPTBa CBH/IeHa HHLKA.
3a egeH KBagpareH MeTap cBH/1a Tpeba ga ce H3/10Xxar Ha CMPTOHOCEH BpeJ] BO3-
Ayx 120 koxypy#.
3a fga ce cowmjar cHTe oBHe NapYHiLa CBH/IA MOTPOWeEHH ce 600 YyacosH padora.
3a oBoj npoexT yrioTpebenn ce 150 KBagPaTHH METPH CBH/Ia H 3a Taa LjeJ1 ce you-
enu 18000 ceurnern OyOH.




BPATA HA HEXHOCTA
THE DOOR OF TENDERNESS




Silk is made from the filament of silkworm cocoons.

Silk production originated in China. The secret of this production was first trans-
ferred to Korea and later to Japan. Silk fabrics arrived in Europe through India. In about
AD 520 Europe came to know the secrets of silk cloth production: silkworm eggs were
transferred by monks in the hollows of their bamboo canes to the Byzantine Empire, and
from there they spread to Italy and France.

The small yellow silkworm eggs are put on paper and are kept in dry and bright
rooms at a temperature slowly rising from 15°C to 25°C over fourteen days. Blackish cater-
pillars emerge from the eggs which feed on the leaves of mulberry trees. After 28 to 30
days the caterpillars are fully developed and stopping eating, shedding four times. When
fully grown they are 8 to 10 cm long, they are bright-yellow in colour, with a flour-like
appearance and with brown and black dots. Put on mulberry or birch leaves they start to
build cocoons. In the process they produce a viscous substance called fibroin from two
openings under their mouth, spreading it into a twin filament which hardens when exposed
to air. Another substance, sericin, cements the two filaments together. When it builds the
cocoon, the caterpillar makes movements with its head in the shape of the figure 8 and
thus surrounds itself with the filament. The cocoon can be white, yellowish or sometimes
greenish. It is 3 to 6 cm long. After twenty days in the cocoon stage the caterpillar com-
pletes its transformation into a moth, softening one end of the cocoon with a special liquid
and emerging into the open. Such a cocoon is unusable for the production of silk.

In order to be used for silk production, the caterpillar is killed in the cocoon by steam
or hot air at the chrysalis stage.

Stage 1: the eggs are exposed to light and heat.

Stage 2: the hungry caterpillars eat voraciously and shed.

Stage 3: they move in the shape of the figure 8 and build a cocoon.

Stage 4: the caterpillar rests in its cocoon protection, preparing to emerge in
the form of a flying moth.

Stage 5: it is suddenly killed by heat, and never lives to fly; a fine and shining

but dead fila ment is spun out from the cocoon.

For the production of one square metre of silk it is necessary to expose 120 cocoons to
deadly hot steam

The production of these pieces of silk required 600 hours of work. ’
This project uses 150 square metres of silk, which required the killing of 18 000 silkworm
cocoons.
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MHHCKO ITIOJIE (IETAJb)
MINEFIELD (DETAIL)




W Geaogbp sana veiutaiie
anioan ko Fea b uiodibend ja
HACOT & GO, FR HECCHITE &
Cogunai®ia, ga ga ja ydujadi

Tt eTanailia og wyleio.

B pojsi na Koewanayuiie
dewce yfe&t?ie L UORE ~ CO rtyef

walruwaie Epa7,

X% waka bo bugenwe Cx
bugob korcuiic & onue bow jabaa
wa wal. widie wnad okuwoia

ainend @ CARRACTX & Cyt-

Goyprs.

Twabuiie rwa boraiic naxed
wa inabu og wabobu. aag ye-
Zaizianabna apaeiybanesian,

gan & cgr byt

A og TueFipu gra - oinod,
Gumode & cyrgbypod, ke
r;;wp.ec'yfm og walbnaia yeia,
g fpo€ @h CHur AR 09 wyiedio.

Oizekp ol enwe og
Joban & ococnol

X bugol bo gecnuyaiia na
Owaf kof cegesce wa @f eciionodc
bnwia naduuwcana ogbraiipe «
agragbot. sadewaiena co
ceg yn deHadi.,

X bugol canen anion weiito
bukaucecocaren inac: Rajegac-
Zver ga ja oiicbopu knuiadia «
9 Cu chpacn Genaiindic Kejpu -

1222 .7

X wakof we moweace. Kudly
KA HEE 00, HUdY KA FomJaid,
rally @og gomjARd. ga Ja
ciitbopu bnwiaiia, naiy, @ak,

gaIA cnega.

X jac mwoiy @nawel, geka
waksf we ce nagge gociiock 3a ja
oZibopu « ga ja it owaiiia &a
brwia, kudiy g4 7R inega.

Ozehpobenwe na
Joban T scocacl

Ehe. zumaiia bekbe mana,

GG O CO CRERA, Ef ECARANA
Leke, ybebuna ce Zojabuja @o
gonjaiia, wacikana bpene 3
bpacre wopn, & ndcodt Ha
Cylyiikaiia cecnywid é’a;m;d—
R raUcd;

cnokbuiie cu oieb op -
Fa Fyakaidie cbow, w pac-
yyenaie wopn @pajaiirio
UL UCARKE.

Ciziana, muna #oja, ydab -
wye mofd, « gaggu!

7 yraduge waosa bo bap
Zecde “ponorn, &og banerne
gacoanauiie, Zokawu wa io
wayeiia cboe, gai wa ga o
wyfam inacode debaf, pauedio
Cnacode dcw e;&’maéﬁ @ g e-
o Fw e bkt acHo.

N ecnanag Gecrnnie, Z.




Buorpadcku nogaroum

PogeHa Ha 21.05.1961 roa. Bo Ckonje. ®akynTeT 3a NIMKOBHWU YMETHOCTK 3asplumna 1984 rog Bo knaca-
Ta Ha npod). MnageH CpbuHOBMK. MocTAUNNOMCKW CTyAuKn 3aepwmna 1987r. Ha UCTUOT hakynTeT, BO
Knacata Ha npod). Pagomup Perbuk.

CTyauckm npecToj umana so Beneuuja 1988 r. Ha Akagemujata Ha ybaBuTe yMEeTHOCTH.

YneH Ha ONTYM og 1984 ropa.

LobuTHWK Ha HarpagaTa “[umutap KoHgoscku” Bo 1994r. Ha SumckuoT CanoH.
PaboTun kako NnkoBeH copaboTHMK BO YMeTHUYKa ranepwja “ Ckonje “ - ayT MNawuH Amam.

Agpeca: JloBkeHcka 1, 91000 Ckonje
Ten. + 389 91 257468

CamocTtojHu U3noxom :

1987  Benrpag, MNanepwja ®IY, Maructepcka nsnoxba

1989  Ckonje, YMeTHMYKa ranepuja “Ckonje “, fayT MNawmH Amam

1992  benrpapg,anepuja “‘Moct”

1996  Ctpyra, HapogeH my3ej - Ctpyra

1998  Ckonje, YMeTHu4Ka ranepuja “Ckonje”, AayT MawunH Amam, “Onwwvsarbe Ha cpya’.

MpynHu Uanox6u:
1984 - 1992 Ckonje - y4ecTByBana Ha roguliHn nanoxéu Ha JN1yM

1987 Ckonje, [lom Ha mnagu, Bngeo apt
Ckonje, My3ej Ha coBpemeHa yMeTHOCT, bueHane Ha mnaau
CapaeBo, My3ej Ha 301, Bugeo cpeaba
Jby6rbaHa, Llankapjes gom, Bugeo - L[
Benrpag, CKL, AntepHaTtuea, ®unm, Bugeo
Hoeu Capa, PagHunyku yHusepauTeT, Buaeo apT
OcHabpuk, EBponcku meaujcku hectusan
Ckonje, Mysej Ha MakefoHwja, Hagpeanusam v HerosuTe BUAOBK BO COBPEMEHOTO
€BPOMNCKO CMIMKapCTBO

1988 Ckonje, Mysej Ha MakefoHvja, JIMKOBEH canoH Ha Mnaau
KeHeBa, [lom Ha kynTypaTta CeH »Kepse, [leHOBU Ha jyrocroBEHCKOTO BMAEO

1993 - 1998 Ckonje, YmeTHuuka ranepuja “Ckonje”, layt MawwnH Amam, S3UMCKH
CanoH Ha TYM

1995 Ckonje, YMeTHu4Ka ranepuja, JlukosHa konoHuja Joakum OcoroBeckm

1996 Ckonje, Yudbte Amam 2, MNpoeKTu U nHeTanauuu
ranu4HukK, MefyHapogHa cnvnkapcka KonoHuja
Codowja, byrapwja, MefyHapogHO CNMKapCcKo TpueHane
Mapua, GpaHyuja, Cite des Arts, 50 rog. Moctoere Ha ATYM
lopr MunaHosay, 4-to MefyHapogHo brueHane Ha ymeTHOCTa Ha MUHWjaTypara
Ckonje, KynTypHuo nHgopmatuseH LeHtap, Crnvukapcteo Man dopmar
Ckonje, YHuBep3uTeTcka bubnuoteka, Lptex - AJTYM

1997 Ckonje, Yudpte Amam 3, MNMpoekTn n nHctanauum
Ckonje, YMeTHU4Ka ranepuja “Ckonje”, 50 roguHu noctoerse Ha [AJIYM

1998 Ckorije, YMeTHUYKa ranepuja “Ckonje”, 50 rog. YmeTHU4Ka ranepuja




Biographical Note

Born on May 21, 1961, in Skopje.

Graduated from the Belgrade Academy of Fine Arts in 1984, under Professor Mladen Srbinovic. Completed
her postgraduate studies in 1987 at the same Academy, under Professor Radomir Reljic. Study trip to Venice
in 1988, at the Academy of Fine Arts.

Member of the Association of Artists of Macedonia (DLUM) since 1984.

Winner of the Dimitar Kondovski Award at the 1994 Winter Salon. Works as art associate in the ‘Skopje’
Art Gallery, Daut Pasha Baths.

Address: Lovkenska 1, 91000, Skopje, Macedonia
Tel. +389 91 25 74 68

Solo Exhibitions

1987 Belgrade, Gallery of the Academy of Fine Arts, Master of Arts exhibition
1989 Skopje, ‘Skopje’ Art Gallery, Daut Pasha Baths

1992 Belgrade, ‘Most’ Gallery

1996 Struga, Popular Museum, Struga

1998 Skopje, ‘Skopje’ Art Gallery, Daut Pasha Baths, Hemming Glass Fragments

Group Exhibitions

1984-1992 Participation in DLUM annual exhibitions

1987 Skopje, Youth Centre, Video art
Skopje, Museum of Contemporary Art, Biennial of the Young
Sarajevo, Museum of the Winter Olympics, Video Encounter
Ljubljana, Cankar Centre, Video — CD
Belgrade, Student Cultural Centre, Alternative, film, video
Novi Sad, Workers’ University, Video art
Osnabriick, European Media Festival
Skopje, Museum of Macedonia, Surrealism and its Types in
Contemporary European Painting

1988 Skopje, Museum of Macedonia, Art Salon of the Young

Geneva, Saint Gervais Cultural Centre, Days of Yugoslav Video
1993-1998 Skopje, ‘Skopje’ Art Gallery, Daut Pasha Baths, DLUM Winter Salon
1995 Skopje, Art Gallery, Joakim Osogovski Art Colony
1996 Skopje, Cifte Amam 2, Projects and installations

Galicnik, International Painters’ Colony

Sofia, Bulgaria, International Triennial of Painting

Paris, France, Cité des Arts, Fifty Years of DLUM Existence
Gornji Milanovac, 4th International Biennial of Miniature Art
Skopje, Cultural-Information Centre, Small-Size Painting
Skopije, University Library, Drawing — DLUM

1997 Skopje, Cifte Amam 3, Projects and installations
Skopje, ‘Skapje’ Art Gallery, Fifty Years of DLUM Existence
1998 Skopje, ‘Skopje’ Art Gallery, Fifty Years of the Art Gallery




CENEKTVPAHA BUBITMOTPA®UJA:

E. KneTtHukos, Jaryap u Pyxa, lNpoceeTeHa

JXeHa, Ckonje, Hoemspwy 1987

P. Persuh, HokTypHa BaHe YpoluesuK,
(kaTanor), Manepuja ®akynreTa NMKOBHUX
ymeTHocTW, benrpag, maj, 1988

P. CapaTtnuh, Ceharbe Ha cseT, MNMonuTuka,
Benrpag, 23 maj, 1988

H. Wywvua, BaHa Ypowesuk, cnuke,15-22.
maj, ‘88, JlukosHu XKueoT, benrpag,
jyHn,1988

M. TaneBcka, JlupckmoT Hagpeanv3am Ha
B. VpoleBuK, (katanor), YmeTHn4Ka
ranepuja “Ckonje”, Hoemspu, 1989

K. KynaskoBsa, MepcoHudukaymja Ha “MpT-
BaTa“ npupozaa, (katanor), YMeTHW4Ka
ranepuja “Ckonje”, Hoemspu, 1989

C. I'yposcka, Yuerbe - TpnenusocT, Hosa
MakegoHuja, Ckonje, 24 Hoemspy, 1989

E. KneTHukog, AcounjaTuBHUTE BPCKK Ha
TajHoTo, HoBa MakegoHnuja, Ckonje, 1
aekemspn,1989

C. 'yposcka, 3uMckm canoH Ha JJTYM,
Hosa MakepoHuja, Ckonje, 1dbespyapm,
1994

N. OupjaH, MeTadunsn4kn KornHex,
MpoceeTeHa XeHa, Ckonje, jyHn, 1994

N. Awvpjax, Muemo o Kopdyna, (kararnor),
HapogeH Mysej Ctpyra, Ctpyra, 12-22
aeryct,1996

B.MeTkoBcku,HocTanrndum rnetkn (KoH

nanox6aTa Ha Bana Ypowesuk Bo CTpyra),

Mync,Ckonje, 23 asrycT, 1996

B.B.[lumecka, KykaTa Ha BaHa, (kaTta-
nor),Onwwunear-e Ha cp4a,

YMmeTHu4YKa ranepuja “Ckonje”,

9.10 - 20.10, 1998

SELECTED BIBLIOGRAPHY:

E. Kletnikov, The Jaguar and the Rose,
Prosvetena Zena,Skopje, November
1987

R. Reljic, Vana Urosevic's Nocturno
(catalogue), Gallery of the Faculty of Fine
Arts, Belgrade, May,1988

R. Saratlagic, Remembrance of the Wourld,
Politika, Belgrade, 23 May, 1988

N. Suica, Vana Urosevic, paintings, 15 -
22 May, "88, Likovni Zivot, Belgrade,
June, 1988

M. Talevska, Lyrical Surrealism of V.
Urosevic, (catalogue), Art Gallery Skopje,
November, 1989

K. Kulavkova, Personification of “Still-life”,
(catalogue), Art Gallery Skopje, November,
1989

S. Gurovska, Learning - patience, Nova
Makedonija, Skopje, 24 November, "89

E. Kletnikov, The Link of the Secret,
Nova Makedonija, Skopje,
1 December, 1989

S. Gurovska, Winter Salon of DLUM,
Nova Makedonija, Skopje, 1 February,
1994

L. Dirjan, Metaphysical Yearning,
Prosvetena Zena, Skopje, June, 1994

L. Dirjan, Letter from Korcula, (catalogue),
National Museum Struga,
Struga, 12 - 22 August, 1996

B. Petkovski, Nostalgic views(on Vana
Urosevic's exhibition in Struga), Puls,
Skopje, 23 august, 1996

V.V.Dimeska, House of Vana,
(catalogue), Heming the glass fragments,
Art Gallery “Skopje”, 9.10-20. 10, 1998
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