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Jlaszo Ilaasescku
PETOT KAKO BAPOK

Wecnaeceii keadpi co Ousenauja 68 x 200 x 100 cat. ghopsupaaill fipocitiop 60 kKeadpailina hopsa.
Husnuoll pactioped 60 HeZo ja (pe3eHfiupa oCHOBHATA To3Uija Ha OpoeKiiol: wecHaece e
eaeMenitit ce paciiopedeHl 80 Helllup 2pylill co Heluplt Keaopl, 0OHOCHO CHOMEHAllaltla
xeadpattina gropsa (900 x 900 car.) e doltoanuitieano Ho0eACHA (Pa3aoKeHa) Ha Hedliupl Keadpaitiil
(400 x 400 cm.) kKou 2u pazoeaysa (wau 2u Gospaysa) siutiarn kpetd. Bo ocHosa, 0o paciiopedoill
Ha cuttte keadpu Ciaanxo Iasaecku doutoa paspaboiliysajKu 20 OUHAMUMKUOWE paciioped Ha 4
apasoazoanuyu (apotopouu 2:1) 6o edewn ksadpaiil. Pactiopedottl ce flositiopysa velliupu fartiu
CO [MOa WITO 80 Z0AeMUOTT K6aOpalll (00 16 Tpasoazoanura) weftiupuiie eaesmeHtit 60 eHaapoiti
UMAZUHAPHO ja hopsupaalll 1Ay Z0 Maepujaiuaupaaiil GpasHitoit OuHamiter pociiop
co30aden fioodeano 8o cekoj Keadpaiii co Ousmensiu 400 x 400 em. Popsupanatiia canka
seflaghopuyno yiaiiysa Kox fpeiliciiasaiiia Ha Aasupunii. Hpequsnuoii pactioped u 0OHaiped
oiipedeacnuilie TpoRopuitl (i OUMEHILU HA OCHOGHIITE eACMECHITI Ha deaallia Ja dpesenitiupaaitl
paboitinaitia fipeliiocliasica 3a 06aa U3A0c0a: 60 KOHITIEKCIT HA 340AAeHIE 2eOMCTIPUCKU HPAGLUAa
6p3 HOBPUILHGIG HG KYOUMHIOT Zadapuill Ha Keadpuilic 0a ce Ape3eHitiupa pasHopooHa i
paznosudna codpxcuna 00 HeHdeHyuw, udeu, Mmallepujani, seiiagpopu, olcecu,
PEMUHUCHCHILI. .

Yompedaiia va 00pedHuyatiia bapork 60 nacao6ol Ha U3A0MOATIA € SMOMCHITL HA USHCHAOYBAHE
80 cayuaj kKoia cllanysa 300p 3a asiiop wuu dead HOCHOJaHe ¢e [eseaed Ha UCKYCilisaiia 00
MuHusmaaussmottt. Camuoltt oj ce apucerasa dexa GpauvHataa dooyoda 3a uoHuine deaa ouaa
woejailia 3a Meltiod u saepujaan Kou pedaao 0a OUOal HPUMEHCTn " .. OHAKA KAKO WO
Citanro Hurxozaut He pazsucaysaa oa padoitn". Toj 3a osaa usaowoa u padoiieie 00A20 U
HallopHo. Biiewalliok ¢ dexa 60 [HaHOpaMAllta HA PeyeHIiHAld AUKOBHT apodyxuttja 6o
Maredonuja 08oj ipoekil c¢ H3060[/y6a o AudHuom Haitop Ha Tlasaecku Oa cAIpyKLypupa
KOHUeTHT Koj Ke 21 Apeuciitdlia Ho6eReiio HeZoB MONCHOCTIN L Ke Ja [olupout yeaailld He2osa
enepiuja. Cuilie Zoaesmu Qpoeniin 21 Hocedysaaiil osue Hapaeiipil, Ho 860 060] cayudj iioa Oetue
I CACMeHIll 00 KOHICTITOL.

Tpeminocimiasysan dexa o8aa OusMeH3ja 60 padolilaliia ¢ HeZO6( Peartiija (He3ado6oAcHiso) 00
[HCKOBHILITIC CAVHYBAM HG HAWGITA AUKOGHA Clerd. Bo kpalliKuo {eKCeil 3a HaMepuile Ha
13A03c0GITHaA, HOTUWaH TIped O ToYHe LAl HA CaMUol HoNeloR Ha u3padolllcailia Ha deaartid,
TMasaecku 2o Tuuysa caeoroio: "deilaauiie Ha MOeOUHeHITTE eAeMeHIT 00 AdGUPIHITONI ce
AOHYOQ HA CAURY 00 WUBOMMOI, CAUKI 00 YMeIHOCTHa [yKY u Holtiasy ce dooteicit "sa" u
APOITIUS, CAUKI 1 eOHO U OPYZO - QICYMYAGUUTA HA DOPIL 1 SHANCHE, KUKO UCTOGE), CIIas, peaKuitja
U pesoalll, KAKo pehepeHulja Ha OHA IR € CAYHYGA I WO MU CC CAYUYBA 6ACTYBAJKU HA o]
HAHitH GO IPOMUPCHOITO [loae Ha "Kaxcysarse "

Ho HesMupoiil Hesa Hacoka caso KoH Haosop. Bo ¢den dpyi flacyc 00 clloMeHalinol [Hiexcii
aGUopoi, Koj dcuie GpelosHallialg [To ClipoZuoll, AHEAUTUYKI Meo0 Ha padoliierme, 0
odeaencysa 6epojailine KAYYHUOM Opedussur 60 padoiiialiia koja Jy iipedicition: "Ja nocas
Hasepaitia Oa ce cayuit 00Zaimicilico 00 Malliepiijan, hopad, COOPUCUHA, 3AHACIT U Hloa QOKpPa), HA
pacolt na Korflipoaaitia Ha "dosaitia .

Ha kpajoiit cettio toa u ce cayuit... Ho Ha eden CHlankos Hayvun. IIposieneitn so vattiepujan it 6o
GUIYPA e 1 TOHAITAALY Ja HOCeOYB8adlll OHau HeZ08a ACTIPARTIHA MUCAG 00 CPeOtHaitia Ha
QCYMOCCCTUTUTe 200U, MOXMedtt tt MHOZY [0BeLe 00 HCKOU Oead Kot [Ipellixoded Ha 060] ile-
puod. Hopadu {iioa, 60 (030 HE BOBHUMATTCAHO UCHUTHYGUHC HA Tocialivuide 1 hopsudie ce
Hasmeiny6a ToMipeOaiia cloMeHauoT 843 60 ... IPOULIPEeHOITio [oae Ha "Kaxysarse " Oapet
donrexade 0a ce Qosede 60 OOHOC [.e. 04 C¢ IMOAKRYBH KAKO OUCTUUHKLIfa 00 opaaanuie
peutenuja Apusedy8ant 80 HeZoBUTe oceapyeard 00 deseiliitaiia u 00 Houelokom Ha
deceltiiuiatia e eHiya.

Bo tiioj tiepued deaaitia fipedaa O oclicapalll cuand TPUCYIIHOCI GO TPOCIopolll HOCIiuzHalia







co pedyyupanu, komiakitni gpopmu. Toa e cé widio 2u HoBp3y6a o MURUMAAUIMOLL TToHaitiamy
ftine ce undusuOyaau3upaaill ipexy tiendenyujaitia kon snaxoitt ("Lpn kpaa, cjajua kpaauya "
00 1987. uau "Apxuitiexkitionu-tucuxoghobuyru..." 00 1989/1990.) wau ce konyenitipupaaill 6p3
iipobaemckuitie HyHKIOBL HA MeOUYMOI (cepujaitia "[IUHAMU-CAMOCTIOCH CIIAMIUYKI MUHLL-
smys" 00 1989.) u fin. Bo ciiopedba co axiiiyeanatlia u3aoxcoa, Ha HUGO HA OUCTUUHKWU]a UAl
KOHITHY Uilie i, peba da ce 00pHe sHUMaHLe Oeka itue floparo (1) bea Loclasy 6kl OUPEKIIHO
Ha {00, Willo 60 KOHIIEKCIl HA HUBHAING CHpYKIAYpa HoHallamy pesyaitiupaue co (2)
AKUBHIOIT OOHOC Ha OeAaiiia co Gpoclilopoill 80 Koj ce llociiiasent (apXuilieKIMOHCKU UPOCIiop,
Apocitiop 60 KOj ce aKiUEHI ZeOMEIIPUCKL KOOPOUHAITIL), a HOCIOJaHO Ho0 IPUITUCOK HA
aceabaitia (3) deaattia Oa HOCAIN 3ZyCHAITIA, HA MOMEHITIL XepMelliina, Meiiagdhopa 3a 00pedeHu
Hezosu olicecuu, 00HOCHO e HOCHojano Mopaaill da usmaaitl peghepeHiujarseH 0OHOC KOH
HeWLiio Wwito ce Haoéa HA08op 00 HILG.

Iojasysarsetlio HA KBAOPUIe 60 060] UPOEKIL BEPOJAIIHO ¢ B0 BPCKA [HOKMY CO flocaedHatia
sabeaewra. Tue ce nasecilienu 60 "ApxuiliekToHu 06pedHlL ,,,- celliuaen wpiisentk " 00 1991.
Cryafiiiypaina Zu QOYUy8a OCHOBHUITE (ropMl HA K6A0APOIL I CO MAAU UHILEPBEHILLL
(fipexputysarse Ha ZOPHAIIA HOBPUILIHG, HOIHOA GePIIlKAACH UCHYCIU 00 HEZO U SHAKOWL Ha
fipecevenuoill Kpeill Ha fpednuoill dea) e hopsupan apiteharxitt koj jo Hocu udejaitia Ha
apinsenur. Toj e kosilakitied iemer o6jexill lociiasen Ha t00. [leaysarbeiilo Ha UpusapHatia
hopma e fiperacosena KoH CuMOoAUMKIITe OUMEH3L HAa Jeaolllo. Bepojaitino ve sucaejiit cano
Ha 06a 0eao 00 HeZosailia camociiojHa usaoxcba so Myzejoitl Ha coBpeMeHatlia yMelliHOCIL 80
Croiije 6o 1991. Corma AGayuesa Juauitiposa 6o Kailiaaozoll sabeaexcysa: "Hezosuite wecmiu
cpedbu co mucauilie 3a Hocilioereitio /Heldociioerselllo (Wi peiiKo Koj 00 Hac 20
fowiTiedysaaill) ce cMpitino peaanu. Heipoguackailia Ousmensuja nHa osue deaa e peMHoOzy
cepuo3na u clityoeHa 3a 0a modce 0a Oude upeanHa Ul HeolipedeaeHa, youCKa Wil UpoHidHa .
Buodejiu o0peder komilaexc 00 osue 3abeaettictt uMaai GpucyiHoCcli i 60 HajHOBuUITe
ociisapyearba, omeano e odpedeno goxycuparse Ha 060j iipobaes. Moj siiewaitiox e Oeka
paboitieweio co Zeosellipucku gopmu kaj Iasaecku focedysa uau e 0oMMIUKHATIO 00
Hezoauitle HallipeH Holpedu Ko Willo UMane MoXCHOCH, cYyOOUHCKU, 60 olipedencH Mo-
MeHITl 0a ce udeHMupuKysaaili co HeKou Hemy 6030y0AUGU AUKOBHI HPABLLL Yeaosho,
cliomenaifiuitie To6you soxce 0a ce UOCHTUPUKYBAalll uAl 0a UM ce Hajoaill napaneait co
Bopunzeposuitie (Wilhelim Worringer. Apstrakeija i uosecavanje. Samostalno izdanje: Bogovada, 1996)
aHaAul Ha aiicilipakinuiie mendenyuu kaj Hapooutite Ha Opuenitioit. "Bo  WexcHeHUenio
KOM QilcilipaKijija uHIeH3UIHe ol Ha HAZOHOM HA CAMO0OPEKYBAHE € HECPAZMEPHO [I0Z0AeM
U e koHceksenitien" (ciip. 53) 3abeaexcysa of a MOHAMIAMY [0 20 3AOKPYHCYBA CO CLLABOL -
"Bapem 060] HaZoH 3a alictipakyija Oua Hewilo Apy2o OKOAKY HAUOP 80 MUHAUBOCIIA HA
ffojasuitie da ce cozoade MOHKA HA MUPYBAHbe, HYHHOCH 80 BHATUPEUHOCIUAG HA CAMOBOAHOTILO,
cliacenue 00 uamauysarbeitio co peaaitiuenoitio? " (ciip. 95). Iasaecku fociiojano Kako oa e
okylupar co smucaudie 3a eQHoMo, Gapes WAKes e slleyaliokoill doouen 00 HezZosaiida
apittucitindka 0ejHOCH, 4 IPUMAPHOCTIA HA hOPMUILE CO KOU TAQCTHUMHO Ce pedal3upa ce COHO
cperno fipekaoilysare HA AUKOBHUIIE KOHYeN co HAlipewHullie Doiupedu. Bo sakos
KOMHITEKCITl hopMailia HA Cakpaanoiio kaj Heio e sodea, meduys, 3a 00HOC CO
[ApancyendeHiHOTO 1ilio 8006 aeHO ce [TOCTIasysa GAUCKY 00 MOHOMCUCTTUY KOO UAlt BO
sapujaniiaitia na Iagaecku-EOHoito.

Ho, ra osaa u3aoxc6a iiped nac e eOna 4yOnd, YCA0BHO 6ecend, MyAIUILANYUPARA sapUjaHinia.
Hejzunuoiii Hacaog e: "bapok 60 edHoitio".

Beke ja yuilupas HeZosailia pevexuya 3a"... Hasepuiie da ce cay4u 002aUCBONNO HA
saltiepujan... na paboiti Ha Kouidiposa va "dosaitia”, 0OHOCHO Oa padollilt 60 HUCOKA 60 Koja
[Tioj "... HuKozau He pazmucaysan 0a padoiu . IMofpedaiia 00 0c20000ysarse 00 ClIeZHALIL
opsti do6u wydHa Hacoka - e ce HaOOTOAHYBAAL CO MYATUUTANUUPArbE HA PEOYKULalla.

"Bapok 60 eOnoMo" e ambueniti pearudupar co 16 cezsmentiiu 2pyiiupanit 60 4 OUHULL 60 KOl




foaoxcbattia u tpoliopyuuitie Ha Keadpuilie (ocHoB8Hallia Zabapuilina maca Ha Oeaaiia) ce
HaoZaaill 80 cOCiojOa Ha OUHAMUYHO PACHACHYBAHE HA K8AOP A0 YU UMAZUHAPHIL CITIPAHLL
Zu ofiuwysaaili HugHUIe HadsopeluHl padost.. O00eaHo, ceKkoj cezMeHITi Tocedysa pasauyeH
opmanen fpodaem 1 pazpaboilika, a yeAUHalla Ha amMOUEHITON e BKYIHOMIO 0enysarse Ha
cuitie 16 0eaosu.

Oiiucoit 00 Opellixo0Hallla peveHUya ce 3aHUMasa co UpobaeMOll Ha LeauHallla Ha
PeaAusUparuolll HPoeKtll I 80 O] KOHIeKCil ce ylolpedysaHit 00peOHIuille: CeZMeH,
denosu, eduruull. Bo eden hokycupan 1ozaed 6p3 cexoj 00 Hu6 smoxce da ce 3abeaexcu dexa
denoeuile, ceZueriminilie way deaallia ce HA0ZAalli 80 HEOOPeJeHAllla 30HA MeZy CAMOCHIOfHU
yatefliHuKl OCcii8apysarka i 0eaosu 00 Howpokra yeauxa. Peaana e u sapujaniiaitia ifive 0a
MOXCQIT Oa 20 HocluzHall 6apaHiolll edherill 1 80 HO3UUUIA HA HelBOPKI B0 UMAZUHADEH
K68adpait, HO BepPOJAiliHO TOCOUHEUHOTIO eKCHORUPArLe, OOHOCHO HUBHAIIA COUHEHHOCITL He €
0080AHA 3a pelipe3enitialuja Ha lobydaitia 3a HUBHOIIO co30asarse. Osaa o3uuja Ha Oeaoauitie/
Oeaaitia ja HACoOMysa peueliujalia kox ToCojaHo akliu6Ho HadolloaHysarse, fipoekiiuparye,
ciiopedysarbe uail QOHULWLTLY8arbe. [JB0OJHOCTIA CeIMEHIT/0eN0 UMA BEPUNHO BAUJAHIE BO
3amazaysarseilio Ha ZpaHuyaitia smedy ciyailitiypaitia u oojexitiowd. Tue 6o kpajra sapujanita
00jexiiu He ce, HO 60 HUBHOIIO (hOPMUParbe, 60 HAACHIIUHOIIO UCKYCIUBO, B0 JusmeHaujatta Ha
"aficlipakiUHOMo Mucaemwe " ce 4yacilisy8a OlTIONIo AU3Zarbe Ha meduyMuitle i HocillaiiKuite
edHu KOH OpyZu uau eOHu 80 Opyzu, witio 060] dpoldaes 70 006e0y6a HA HUBO Kade WHITOo
dopmaaroiio odpedysarbe Hema A0ZudHo yioiipebausa yea. Osa e éepojatlino cydOUHCKA
[o3uLja Ha eder yMelliHuK Ko ito oOpazosarue e ckyaiiiiop. Jeoymerellio 60 00pedysarseliio
watt 3a foitipedaitia 00 00pedysarbe e cllomeraifio Hopadu Hoipedaltia 0a ce Hazaacu eOHa Opyia
[fleH3uja, Koja ce Ha0Za 80 Hea - ceZmeHITiuiTie/0ena HOCIHOJaHO ce 80 IPOCHIOPOI HA OAUNYBAHE
Ha 0OHOCOIT MeZy (heHOMEeHOM Ha KyOUHHOCTG HO CKYATIYPAIia 1t HeJ3UHALa TOBPUIUHCKA
paspadoiika. Ilpeiixodno eder kpailiox oluic. Keadapoili e ocHosHaitla smaca Ha Oeaaitia/
cezmenitin. Popsuilie, Opelliciliaguilie ce HA0Zaaill, 0OHOCHO Ce CAYHYBAAlll HA HUBHAI Z0PHA
HoBpuILKa, KOJa Hako e cocliasgeH 0ea 00 KBadapoll, sudyeaHo e oodeaeHa. Kako fipocitiop 3a
QuUCKype ZOpHUOM Ipagoazoaniik 60 080] cayyaj usma gucoquna 00 10 cm. Hauitikoiio
XOPUIOHITAAHO PACIpOClipanysarve Ha Qopsuilic ¢ HapyuleHo camo 60 064 CAYHaAlL
"Axymyaawuja lll ... " 1 deaymro o "Heok...". H daellie Oeaa/cezmeniiin umaaili HeKoja 6pcka
co [pellix0OHUOITL OlYC HA QBITIOPOITT - KAKO 8eKe UA0MYBAHU UALL [peodAUKY8aHl Oeaq.
Marttiepujaauiie yiioilipedysanu 3a HUB ce QOHOAHUITICAHO 00padoitieHu UHOYCUPUCKU
{POU3BOOU-ALUM, MEOUJATAH, UBEPUII, CHIGKAO, OaKapHL A0, HOYCIUPUCKE KOXCA, (HeKCITIA. .
Tenoenuuija e ie Oa He ce Meaail IpesHoZy Ha ucil fpocitiop. HueHallla pasHosuoHOCH ¢
paciipocitipaqeitia o HeAUOTT aMBUen.

Bakesuoil KoHWelill (Keadap Ha 4uja Z0pHA HOBPUILHA CC HA0Zaalll HAQCTHUYHIL hopmit 80
HAUTKO XOPUIOHIUAAHO PACUpOCUpany8arse) Oapes o HeKoja [HapadoKcaiHa cAuYHOCH
acouupa Ha eOHo pasmucaysarbe Ha ckyaiiiopoitt Adoagh Xuadebpaniti 6o kHuzaitia "Ipodaemu
Ha hopmainia" o6jasena tiped loserke 00 edew ek - 1893. Ese ja tiaa pevenuya: "o kade utitio,
iiped ce’, ce Holepoysa KaKo Hewtio Kyou4Ho, iaacitiuiHaita guzypa e cé yuiitie 6o floeilieH
CIHAOUYM Ha cB0€llo 00AUKYBar:E, [Tlaa 000U6a ymeliHuYKa hopaa (Tl.e. CleKHYBa 3HAYCHE 34
su3yeara lpeiticiiiasa Oypu [MoOzali kKoZa 0eaysa HOBPUUHCKL, HaKko e kyOuuna " (yuitiaitioid e
3esmeH 00 cliomenattiaitia kHuza Ha Bopunzep, citip. 53 ).

Bo apifiucitittikollio uckyciiieo Ha [lasaecku HOCOjaHo € NPUCYlieH heHOMEHOITT Ha OejciiBoilio
na Apusapnuilie hopmu. Toa e caywaj koza 0d0eaHu HeZogu lepuodi ce daucku (HO He It
UOEHITIHMHIL) CO MUHUMAAUIMOI, HO U KOZa [Hlo] 00 08aa OAUCKOCI IPasu GUOCH LUCHEKOP.
"Bapok 60 eOnoilio" ¢ 0eao 80 Koe, Ha HUBO HA [IPOCKIl, C6ECHO UAU KAKO pe3yalllaill Ha
Tanoxcerse Ha AslopeKl UCKYCIUEa, MPaAHCIapeHitino € Pa3AoHeHd eOHa peaina iHensuja.
Meaaitia / cezmenilin 60 060] ambUEHIT ce KOMTARTIHI UpHU ([HemHu) kKeadpu (itieaa) Ha quja

[OBPIUUHA Ce CAYHYBA HEKO] hopMaAAeH LCKA3, 00HOCHO ce [OCasysa Mellagh)opiiHeH caoj 8p3



ochosHa KyGuuna maca. DenomeHoll Ha yxueare 60 co3dadexalia Lo3uuuja
(TpaHcaapeHiTHOCIT Ha edeH dyaausam) modice 0a ce 3abeaexct i 60 usOopolli Ha lipsuolt 360p
60 HACAOBOI HA u3A0KcOaila.

Keadpuitie ja umaail 1 hyHKU4aitia Ha dociamenili, 0OHOCHO 0en 00 HUBHAIIA pegheperiiiHocti
e HacoueHa KoM Hezo. [leaallia co30asani iiped osaa uzaoxla bea Hocasysanu OUPEKIUHO Ha
{100, Bo "Bapok 60 ednoitio " flocitiou paciioped co 3adadenu 00nocu u oumensuu. Iloveiinuitie
ycaosu ce 008p3HU 60 culle HodoyHexcHu cayyau. Toj e peaaiiueHo He3asuceH 00
KOOpOUHAIHUITIE HA OKOAUHAIUQ, UM [Hendenyuja Ha 8HUBAME UL He3AUHILEDeCUPAHOCTL 3a
ona witio ce cayuysa Hadsop 00 Hezo. TlocameHiliol co Hezoauille OUMEH3ULL ce Haoia Ha
HUGO Ha UOeHITIMHOCTI co apiliehaxifioin. Hezosoiio uzdeojysarse Ha deaailia 00 peaanocia,
yilatiiysarseiilo KoH cepaitia Hadeop 00 ipupodaitia 60 080] MO0CA UMA L{eA HUS [[0BIIOPHO da
21 8pAiTilt HA 2aePUCKUOTT HOO KAKO WPHU KB8adpu, wuj paciioped sMoxce 0a AcouUpa Ha AABUPUHIL.

A AGBUpUHITION e IPOCIlOPHA 3a2atliKa.

Lazo Plavevski
ORDER AS BAROQUE

Sixteen parallelepipeds the size 68 x 200 x 100 cm are surrounding the space in the form of a square
Their arrangement presents the basic position of the project: the sixteen elements are arranged in four
groups composed of four parallelepipeds, that is, the mentioned square form ( 900 x 900 cm) is addirion-
ally divided (disassembled) into four squares (400 x 400 cm) that are separated (or linked) by an in-
scribed cross. Pavleski came to that arrangement basically by elaborating the dynamic arrangement of
four rectangles (proportions 2 : 1) into one square. The arrangement is repeated four times while in the
large square (composed of sixteen rectangles) the four elements imaginary Sform or materialize the
empty dynamic space created in each square with the size 400 x 400 cm. The composed picture meta-
phorically leads to the presentation of a labyrinth. The precise arrangement and the previously deter-
mined proportions and dimensions of the basic elements of the works are making the working hypothesis
for this exhibition: to present heterogeneous and diverse contents of tendencies, ideas, materials, meta-
phors, obsessions over the cubical volume of the parallelepipeds in the context of given geometric rules.
The employment of the entry Baroque in the title of the exhibition is a moment of surprise when it comes
to an artist whose works have been continually based upon the experiences of the minimalism. The artist
vecalls that the initial impetus for his future works was the idea of a method and materials that would
have to be applied "...the way Stanko never intended to work'. He has been working long and hard for
this exhibition. The impression stays, however, that in the miliew of the recent artistic production in
Macedonia this project is marked with the personal effort of Pavleski to structure a concepl that would
reexamine mos! of his possibilities and waste all his energy. The great projects always posses these
parameters, but in this case it was also an element of the concept.

I suppose that this dimension of his work is his reaction (dissatisfaction) with the ongoing occurrences
at our artistic scene. In his short text considering the intentions for the exhibition, written before or at
the very beginning of the creation of the works, Pavleski said the following: "The details of the particular
elements of the labyrinth are an offer made of pictures of life, pictures of the art and they are still
widerlying "pro" and contra, pictures and one and the other - accumulation of forms and meanings, as
a confession, attitude, reaction and revolt, as a reference to what is happening and what is happening to

i

e, thus proceeding into the extended field of "telling""




But, the turbulence is not directed only outwards. In an other paragraph of the mentioned text the artist,
who was recognizable by his strict analytical method of working, states the crucial challenge in the work
that is ahead of him: 'l am intending to make happen an abundance of material, form, contents, craft, to
the very extreme, to the edge of the control of the "doze"".

In the end, it all happened... but in a Stanko's way. Changed into material and into a view, they still
posses his abstract ideas from the 80s, maybe even more than in some works that preceded this period.
Therefore, in order to read more carefully the procedures and the forms, we must relate, ie. interpret the
very approach into the "extended field of telling" as a distinction from the formal solutions applied in his
works from the ninth and the begging of the tenth decade.

In that period his works were expected to achieve a strong presence in the space acquired through
reduced, compact forms. It is all that relates them to the minimalism. From that point on they are indi-
vidualized through the tendency towards the mark ('Black King, Shiny Queen’, from 1987 or 'Architectones-
psychophobic III', from 1989/1990) or they concentrate on the problem points of the media (the serial
‘Dynami-independent Static Medium', from 1989) etc. Compared to the current exhibition, at the level of
distinction or continuity, we must pay attention to the fact that they were earlier (1) placed directly on
the floor; where the context of their structure further on resulted in (2) the active relationship of the
works with the space they were arranged in (architectural space, space with active geometric coordi-
nates), and all the time under the pressure of the desire (3) to present the works with a dense, sometimes
hermetic metaphor of certain obsessions, that is, they always have to bear a referential relation rowards
something that is outside them.

The occurrence of the parallelepipeds in this project is probably referred to his last notion. They were
announced in 'Ritual Architectons Il - sensual sacrificial altar', from 1991. The sculpture obeys the
basic forms of the square and with small interventions (fracture of the upper surface, a vertical protru-
sion and the sign of the cut cross on the front side) it is a formed artifact that bears the idea of the
sacrificial altar. It is a compact dark object placed on the floor. The influence of the primary form is
redirected towards the symbolic dimensions of the work. Referring, probably, not only to his solo exhibi-
tion in the Museum of Contemporary Art in Skopje in 1991, Sonja Abadzievanotes in the catalogue: 'His
[frequent encounters with the thoughts of existence/non existence (that rarely spare any of us) are deadly
real. The necrophilic dimension of these works is too serious and cold 1o be unreal orindefinire, utopian
or ironic’. Since a certain complex of these notions could be found in his latest works we must focus on
this problem. My impression is that Pavleski's engagement in geometric forms possesses or is being
stirred by his internal needs that were able, by destiny, to identify ar a certain moment with some exiting
artdisciplines. The mentioned urges could be identified or paralleled to Worringer's (Wilhelm Worringer.
Apstrakcija @ uosecavanje. Samostalno izdanje: Bogovadja, 1996) analysis of the abstract tendencies
with the nations of the Orient. 'In tending towards the abstraction the intensity of the urge for self-
denying is disproportionally larger and consequent' (p.53), states the author, and concludes it with the
attitude: "Was this urge towards the abstraction anything else but an effort 1o create, in the temporari-
ness of the phenomena, a point of stillness, a necessity inside the self-willing, a salvation from the
torture of the relative?" (p.95). Pavleski seems to be constantly occupted by the thoughts of the One,
Jjudging by the impression his artistic activity makes, and the primaries of the forms that were used for its
plastic realization are a happy overlapping of the artistic concepts with the internal needs. In this con-
text the form of the sacral in his works s a model, a medium of the relation with the transcendental that
is usually set close to the monotheistic or, in Pavieski's variant, to the One. But, at this exhibition we are
encountering a strange, questionably happy, multiplied variant. Iis title is 'Baroque in the One'.

[ already quoted his sentence of "...the intention to make happen an abundance of material ... at the edge

of the control of the "doze", that is, to work in the direction he '...never intended to work'. The urge to
liberate from the stiff forms got a strange dirvection - they are supplemented by multiplying the reduction.
' Baroque in the One' is an ambiance equipped with 16 segments grouped into four units, where the

position and the proportion of the parallelepipeds (the basic volume mass of his works) are in a state of
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dynamic disassembling of the square whose imaginary sides surround their external edges. Fach seg-
ment possesses a formal problem and elaboration, and the whole of the ambiance is the total influence
of all sixteen parts.

The description from the previous sentence is dealing with the problem of the whole of the completed
project and in that context were employed the notions: segment, parts, units. In a focused view over each
of them we might see that the parts, the segments or the works are in the indefinite zone benween inde-
pendent artistic achievements and parts of a larger whole. It is also possible that they could achieve the
requested effect in the position of quadruplets in an imaginary square, but the particular exposing, that
is, the particularity is probably not enough to represent the uige for their creation.

This position of the partshworks is directing the reception towards a permanent active supplementing,
projecting, comparing or annihilating. The duality segment/work has a chain influence in blurring the
borders between the sculpture and the object. In the final variant these are not objects, but in their
creation, in the plastic experience, in the dimension of the 'abstract thinking' one might feel the general
sliding of the media and the procedures towards each other or one into another, which raises this prob-
lem to the level where the formal defining does not have logically applicable aim. This is probably a
doomed position of an artist who is educated as a sculptor. The confusion in defining or in the need to
define is mentioned here because of the necessity to point out an other tension that is in it - the segments/
works are constantly in the space of reflecting the relation between the phenomenon of the cubicalness
of the sculpture and its surface elaboration. But, first a short description.

The parallelepiped is the basic mass of the works/segments. The forms, the presentations are located,
that is, they are happening on their upper surface, that, regardless of the fact that it is a part of the
square, is visually separated. As a space for a discourse, the upper rectangle is, in this case, 10 cm high.
The shallow horizontal spreading of the forms is disturbed only in two cases: 'Accumulation 3..." and
partly in 'East...". Both works/ segments have some relation to the previous opus of the artist - as already
exhibited or reshaped works. The materials used for them are additionally processed industrial products
- tin, mediapan, chopwood, glass, brass, industrial leather; textile... The tendency is that they are not to
be mixed too much in the same space. Their diversity is spread all around the ambiance. This concept (a
parallelepiped with plastic forms in shallow horizontal spreading on the upper surface), by some para-
doxical similarity, reminds of a notion of the sculptor Adolph Hildebrand in the book "Problems of the
Form", published more than a century ago - in 1893. The notion goes: ‘As far as something is proved to
be cubical, the plastic figure is still in the initial stadium of its shaping it acquires artistic form, Le. it
acquires the meaning of a visual presentation only when it influences on the surface, although it is
cubical’ (the quotation is taken from the mentioned book by Worringer; p.53).

In the artistic experience of Pavleski the phenomenon of the influence of primary forms is constantly
present. It occurred when some of his phases came to be close (but not identical) to the minimalism, but
also when he stepped out of this closeness. ' Baroque as One' is a work where, at the level of a project,
deliberately or as a result of sedimenting of artistic experiences, a real tension is transparently disas-
sembled. The works/segments in this ambiance are compact black (dark) parallelepipeds (bodies) with a
formal expression going on the surfaces, that is, a metaphoric layer is being placed over the basic cubic
mass. The phenomenon of enjoying in the created position (the transparency of a dualism) is obvious in
the choice of the first word in the title of the exhibition.

The parallelepipeds are functioning as a base, that is, a part of their references is aimed towards it. The
works that were created before this exhibition were placed directly on the floor. In "Baroque as One"
there is an order of given relations and dimensions. The initial conditions are obligatory in all the
coming cases. It is relatively independent from the coordinates of the environment, it has the tendency of
absorbing or being indifferent for what is going on out of it. The dimensions of the base place it at the
level of identicalness with the artifact. The distinguishing of the works from the reality and the refer-
ences to the sphere outside the nature is aimed, in this model, towards bringing them beck on the gallery
floor as black parallelepipeds whose arrangement could remind of a labyrinth.

And the labyrinth is a spatial riddle.
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Ambuenitioii “Bapok 60 eIHOWO " 70 COMURYBaalTt 16 ceInenilin co QuMeH3ul

(70-100) x 200 x 100 cs. QOCOUHEHHO UMEHY BAHU KAKO!

1. Quiliaj kaxo witio ¢ "HAuano "~MoAKY6aj Kako witlo pasoupau; 2. Bo fipuao? Ha
moakysaredio, ¢é e dapue, cé e MpPaHcIapeHiiiie 1AL CUMHYBARE 00 KPCll; 3. Aficypona
T wau eyuwddinma 60 c6p3HUKoM "uan” wiio 20 Gapa GandaHO HA HACA0BOTL, 4. AlicypOHa
11, cusyaauuja wan 3a edna 3aaimina tpukasua; 3. JTuuna kapilia Ha MyOpuoit wau
squiiuiiaitia He ¢ HeZoea fipuopultieina 3adaua; 6. Mupuc u 6KyC Ha Maiiepujaaout uall
cé ce spaka Ha foveinomo; 7. Kpaj u Goueiliok 60 OHEBHUKOI HG MASOXUCTHONL 8.
Crandaaosro uau xe asliiopolll e cexoZaw, "konfpa” uau "suzasu ;9. "Heimior™ -
UpeobAUKYBaH pedseili Ha JHAYCHA AU KAKO COCH eaeMeHIll 20 asopiiusupa
fipucyciisoiio Ha fipedsemont; 10. He mowes dokpaj 0a ja usopuas madaaia-npso
YYCi6o 3a 0OHOCOM Ha doitieZott u smailiepujaitia; 11, Hasectio snak, Hus crkeaeltinuiige
AuHu yitipureka cgeliiauna; 12. Ipucycttiso - ne 2u 3a00pacus payeltie TyxKy 2aasatia
wan 3a Maiflepujaaor Hus aperauiie; 13. Hu ospuisaiiia, c6eialta, 3HakK, CA0eBUINO,
{@peiiepalso, eOHO WAl KOMAO3ULLjallla 1 acoyujaiiusHolio oliciiaiysaall iapeo
cenzanujaitia; 14. Haseciio cauka Gpucyciio Ho we t caso moa; 15, Axymyaauuja 117 -
" Agimioquiiaid 917 16. Axysyaawuja IV - w ona witio ne ce u3dopu 3a seciio, a ¢

Pe3yAail Ha Mojaiia cA0000a 1 HeHPeLUSHOCHL

Maitiepujaau: xeaesen aus, Ui 00 MECURE, TQOI-HUTTHI, MECUHE B0 (LAY, MCCUHZ GO
WK, AUEH MECUHE, TUIMEHIT CO 6P3UGO, PURCUPGH TUIMEHIT, TUZMCHI, HAMYHHO
PUKO, DaMyHeH TA, el Ka KOXed, CIIAKA0, MCIIAIHI PAYKL, ftoauectiep KU ¢o
fnzsenid, sedujailan, OpseHu Aetlisl, usepud, 0pooeHa caamd, MO0CAUPAH ACCOHUIL,
dpaeru Zpeott.

AMbueniolli ¢ paboitieH 80 Tepuodoll janyapti - Hoesept 1998,

The ambiance 'Barogue in the One' is composed of sixteen elements with dimensions
(70-100) x 200 x 100 cm, individually titled as:

1. Read as “written' - interpret as understood; 2. In addition 1o interpreting, everything is a piece,

evervihing is transparent or getting of the cross: 3. Absurd 1 or the essence of the pariicle "or"
that is searching for the pendant of the title; 4. Absurd 11, simulation or on a golden story; 3.
Ideniity card of the wise man or the protection is not his priovity task: 6. Smell and taste of the
material or everything comes back to the initial: 7. End and beginning in the diary of the mas-
ochist: 8. Scandalous or not, the author is albvays "contra" or "across"; 9. "East” - reshaped
object of meaiing or how an element amortizes the presence of the objeci; 10. 1 could not wipe
the board thoroughly - first feeling of the relation benween the stroke and the matter; 11. Instead
of a sign, through the skeleton lines a morning light; 12. Presence - Idid not forget my arnis but
ny head or on the material through the fingers: 13. On the surface, light, sign, layers, nwinkling,
one or the composition and the associative retreat before the sensation; 14. Instead of a picture
a presence but not only that; 15. Accrunudation 111 - "Auto-quotation 91"; 16, Accunwlation 1V -

and the one that could not get a place the result of my freedomn and imprecision.

Materials: iron sheet, brass riveis, pop-rivets, brass sheet, brass bars, casted brass, pigment
with connective tissue, fived pigment, pigment, cotton jersey, cotton velvet, artificial leather;
glass, metal handles, polvester putiy with pigment, mediapan. wooden boards, chopwood,
crumbled hay, modeled fibrevood, wooden planks.

The ambiance was arranged in Janvarv-November 1998,
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