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The Japan Foundation engages in international pro-
grams of cultural exchange in many different fields,
and one of them is the introduction to Japan of out-
standing art from overseas for which there have previ-
ously been few opportunities to exhibit in this country.
We are pleased to be the co-organizers with the
Museum of Contemporary Art, Skopje of the exhibi-
tion “Radiations,” introducing contemporary art of the
Former Yugoslav Republic of Macedonia.

After the end of World War Il, the region of the
Balkan Peninsula known as Macedonia became a con-
stituent republic of Yugoslavia. Since it became inde-
pendent in 1991, it is a comparatively new country and
little known to most Japanese. For many it evokes
associations mainly with famous historical figure
Alexander the Great and quite recently with the influx
of refugees from Kosovo. In the field of art, one exhibi-
tion of Macedonian icons was held in 1967, but cer-
tainly this is the very first exhibition to be held here of
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contemporary art on such a large scale.

Through its participation in international exhibi-
tions such as the Venice Biennale and the Sao Paulo
Biennale, the Japan Foundation has played a role in
introducing Japanese contemporary art to the world,
and while attending the 48th Venice Biennale held in
1999, | was made newly aware of the rich diversity of
expression in the world of contemporary art. This
diversity is readily apparent in the works of video art,
installation, and photography by nine Macedonian
artists active in Macedonia and other parts of the
world presented in this exhibit.

The idea for developing exchange in the field of
contemporary art between Japan and Macedonia goes
back to 1996, when Mrs. Sonja Abadzieva, curator of
this exhibition and of the Museum of Contemporary
Art, Skopje, visited Japan on a Japan Foundation
grant. This exhibition is the realization of that idea, and
the Foundation as co-organizer is pleased that the ties
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cultivated under one of its programs have paved the
way in this organic fashion for a new project under
another. It is our sincere hope that as many people as
possible will have the opportunity to view this exhibi-
tion, and that it may serve to promote further
exchange between Japan and Macedonia.

We would like to express our sincere gratitude to
the artists who contributed their works and to the
Museum of Contemporary Art, Skopje for their cooper-
ation in realizing this project. We are also deeply grate-
ful to the many other people on the Japan and
Macedonia sides who contributed to the realization of
the exhibition.

March 2000

Hiroaki Fujii
President, Japan Foundation
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The notion that is already being formed for several
years, mainly through the mass media, most often
describes the Republic of Macedonia as one among
several countries that are passing through the painful
and complex problems of transition from socialist to
capitalist and democratic society. Even worse,
Macedonia in that notion is also linked to the complex,
and for many people - almost incomprehensible prob-
lems that burden the Balkan region.

However, although it is not far from the truth that
Macedonia as a country is coping with heavy luggage
of inherited and present problems, it is still not actual
that this is the only truth about Macedonia. On the
contrary, we believe that the attempt to make a closer
insight in the rich history and cultural tradition, as well
as in the contemporary artistic production, could pro-
vide a different image of this relatively young state.

Hence, the cooperation with the Japan Foundation
provides an excellent opportunity, through the exhibi-
tion “Radiations”, for the first time the Japanese pub-

S GEFAA—TE DO THLADDTREVHERVET,
ZOEKRT. AR RELLOERMEEILLZISANE
L4 [RADIATIONS] I3, 20l ERED10EFDITK=7
EHEBRDALIZH>THSIEZHDRVERTT, [radi-
ation] VWV B EMEBRERFSTF -7 —RTHEIEhi~s
RZ7DBRAEMERICE. HEBMEICESDNEVWERSE
DN RONZ—AT. ITR=ZT7ONALDIEEEZIH
SEFNAREPERIREEINTVET,
ZLTZOEEIC. AOEIRKENEDNEMERILY
Y3 IS BBADBEANT T AMDTSERZPINESINT
WBZEERADALZIZHDTWEREEEZVWERWET, X
HER. FEET. MEARER. EOB=. BELEZIU
HELT RERETEL U EEET—T1AMDAF 2RI
BILBERAVEBVET, INSDEROEERBRPET

lic to be presented with a specific sesgment that charac-
terizes the Macedonian contemporary art of the last
decade of the century left behind us. United in the
ambiguous metaphor contained in the word “radiation”,
the characteristics of this art are marked by the lan-
guage of the global art tendencies and, at the same
time, by the specifics of the culture, temperament and
the circumstances of which it is derived.

On this occasion, | am given the opportunity to
state before the Japanese public perhaps the little
known fact that thanks to the generous donations of
many Japanese artists, among which are, for example,
Domoto Hisao, Yoshiko Noma, Sofu Teshigahara,
Yozo Hamaguchi and AY-O, the Museum of
Contemporary Art, Skopje today includes a significant
number of 78 works of art from 43 Japanese artists in
its international collection. By exhibiting these works
in the permanent collection of the Museum and in sev-
eral other representative projects, the contemporary
Japanese art provides undoubted presence and its
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own “radiation” in the creation of the contemporary
Macedonian culture. Considering this information to
be a good confirmation of the already long established
cultural links between the Republic of Macedonia and
Japan, it is my conviction that this cooperation
between the Japan Foundation and the Museum of
Contemporary Art will serve as basis for establishing
traditional cultural relations at institutional and indi-
vidual level.

Expressing sincere gratitude to the Japan
Foundation on behalf of the Museum of Contemporary
Art for the openness and willingness to cooperate, |
would like to state here my special thanks also to Ms.
Atsuko Sato for her exceptional consideration to have
the realization of the exhibition pass smoothly, as well
as to Mrs. Sonja Abadzieva for her efforts lasting sev-

eral years to carry out this project.

Zoran Petrovski
Director, Museum of Contemporary Art, Skopje
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Macedonia: | Yumi Nakajima
Its History and Culture |

The Origin of Macedonia

In 1999, as the Kosovo crisis began, tensions
were built in the Balkan Peninsula once again.
Although by no means a desirable means for
becoming better known, the war and the flood of
ethnic Albanians fleeing southward from Kosovo
across the border into Macedonia, brought the
name of this ancient region, until then little
known to Japanese, frequently into the news.

Located in the middle of the Balkan
Peninsula, Macedonia is a small country, about
the size of the Japanese island of Shikoku, with a
population of a little more than 2 million. It is
hard, mostly mountainous territory, but its com-
plex topography is rich in variety and famous for
its scenic beauties, including Lake Ohrid, whose
waters are reportedly the purest in Europe.

In 1945, Macedonia became part of the
Federal Republic of Yugoslavia, and in 1991 it
broke away and became a full-fledged indepen-
dent state.

The Balkans are a melting pot of many differ-

ent ethnic groups including the Slavs, such as

Serb and Croatian; Rumanians of Latin stock;
proud Albanians tracing their roots to ancient
peoples of the Balkans; Greek descendants of one
of Europe's proudest civilizations, as well as eth-
nic groups that have not acquired state identity.
Each maintains distinct linguistic cultures and
religious traditions shaped by this specific ethnic
and historical milieu. History left them to settle
whére they are today. What is the history, then,
that the people of Macedonia experienced ?

The name Macedonia reminds many today of
the ancient empire of Alexander the Great, but
today's Macedonians are Slavs who share com-
mon ancestry with Russians and Poles. Around
the fourth century, Slavs living in the north began
moving southward to the Balkan Peninsula,
where they had settled by around the seventh
century. In the ninth century they were affected
by Byzantine and accepted the Eastern Orthodox
Christianity, which they have embraced ever
since.

The impact of Christianity in this land was
considerable. Just as Japanese were greatly influ-
enced by Buddhism in the process of adopting
Chinese writing system, Macedonians learned to
write and came into contact with advanced civi-
lization through Christianity. At one point, the

shores of Lake Ohrid were dotted with churches

and thriving market towns. No powerful suzerain
emerged there, however, and eventually the
region fell under the control of the Ottoman
Empire. Turkish rule lasted for five hundred
years.

The destiny of Macedonia took a major turn
in the twentieth century, with the decline of the
Ottoman Empire and the rise of nationalism. As
the strategies of the big powers changed the map
of Europe, an ethnic movement among people
whose identity until then had been mainly a
vague cohesion as Christian Slavs developed
aimed at establishing a nation-state. Their goal
was realized first within the framework of the
Socialist Federal Republic of Yugoslavia as the

Republic of Macedonia.

The Influences of Various Culture

The above brief sketch of the early history helps
us to understand how Macedonia, lying as it did
in this region where major civilizations met,
should have been variously influenced from east,
west, north and south. Slavic culture struck root
first, later to be overlaid by Eastern Orthodox
Christian culture and then Turkish culture; influ-
ences from the other peoples of the Balkan region
were also absorbed. Along with the newer influ-

ences that entered during the former Yugoslavia



era, the fabric of Macedonian culture is thus com-
plex and multilayered.

The basically Slavic Macedonian language, in
particular, assumed new characteristics as a
result of contact with various peoples in the
region. The significant changes that took place in
its grammatical structure and similar changes
that occurred in neighboring languages as well
because of mutual influences make fascinating
study.

During the five centuries of Ottoman rule,
Turkish influence left an indelible mark on the
three fundamental aspects of culture: food, cloth-
ing, and lifestyles. Even today, words borrowed
from Turkish are used for kitchen utensils, the
names of particular foods, ingredients, clothes,
furniture, and many other such terms.

With regard to the spiritual life of
Macedonians, the Christian faith has been firmly
maintained, as symbolized by the icons and fres-
cos preserved there. In old monasteries through-
out Macedonia, there remain altars reminiscent of
their heyday long ago, as well as icons and fres-
cos portraying stories related to Jesus Christ and
the saints. This tangible artistic heritage has
undoubtedly exercised a strong and enduring
appeal in the minds of the people.

In the middle of the twentieth century

Macedonia was suddenly exposed to dynamism
of modern civilization. Opened to the rest of
Europe in line with Yugoslavia's independent
socialist line, new culture and values flooded into
Macedonia in every field-music, film, art, fashion,
and so on. These developments and the popular
energies of nation-building resulted in new styles
symbolizing a "future of hope." The new style in
architecture, for example, can be seen in ultra-
modern architectural structures liberated from
the old constraints of functionality and tradition,
now found throughout the country. Clusters of
reinforced concrete buildings of this style are par-
ticularly conspicuous in the Macedonian®capital
of Skopje, which was restored after widespread
destruction caused by a massive earthquake in
1963.

Skopje is a fascinating city. After the quake,
restoration projects were launched with assis-
tance and cooperation from around the world.
The idea for the new center city plan was based
on the idea by leading Japanese architect, Kenzo
Tange. Medium-rise buildings, called city walls,
form a semi-circle embracing high-rise residential
buildings called towers. A shopping center is
located in the middle of this modern urban area,
making possible short commuting distance

between home and workplace. The style of the

stations along a railway line expected to become
part of the main arteries of the Balkans is the
style of the future. Forming a striking contrast,
the hills on the opposite side of the city are home
to a restored Turkish style district crowded with
old-style cafes and craftsmen's shops. Located
further up is a lively market. Across the Vardar
river tower the remains of ancient castle walls. A
climb toward the historic site leads to one of the
institutions of which the country is most proud,
the Museum of Contemporary Art, Skopje with its
collection of masterpieces of contemporary art.

The people of Macedonia have absorbed and
digested a wide array of cultures through their
history, and today, the masterpieces introduced
in this exhibition are testimony to genuine inde-
pendence they have now won. Buffeted by harsh
realities not only in its foreign relations but also
in its domestic affairs, such in forcing a path for
peaceful coexistence with ethnic Albanians, what
messages do Macedonians seek to convey to the
world? Will these messages become the "icons"
of the new era? These are some of the questions
that we may reflect upon as we enjoy this exhibi-
tion.

(Professor, Hitotsubashi University)
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2) Hal Foster, Return of the Real, The MIT Press,
Massachusetts Institute of Technology, 1996
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Radiations” Sonja Abadzieva

[Richard] Prince manipulates the surrealistic
look of these ads... in several images a man
thrusts a woman out of the water, but the
flesh of each appears burned — as if in an
erotic passion that is also a fatal irradiation.
Here the imaginary pleasure of the vacation
scenes goes bad, becomes obscene, displaced
by a real ecstasy of desire shot through with
death, a jouissance that lurks behind the
pleasure principle of the image...

—Hal Foster

The prevailing atmosphere of the human environ-
ment in the twilight of this century is defined by
such terms as trauma, shock, schism, entropy or
eclipse. The reflection of this state of affairs des-
ignated as disastrous is global at all levels, from
national to geographic and ethical. The perma-
nent exchange of experiences between personal
ordeals and collective psychoses results in their
homogenization to the degree of unrecognizability.

Stereotypes of opposing character (life-death,
national-universal, positive-negative, optimistic-
pessimistic) — epic in breadth and persistent in
time — have been relativized over the last decade
and, more and more often, have appeared to be

in synchrony with (or replaced by) the question-

ing of one’s own identity or the individual’s con-
tact with society. The position of the artist,
regarded as doubtful vis-a-vis the collective or
vis-a-vis himself or herself, reveals both a person-
al and general scepticism. The non-articulated
role of the artist in the relevant environment or
time has been the outcome, among other things,
of the gap created between the creator and the
cothmunity. On the one hand there is the still
seductive power of phenomenological categories
that end in the zone of solitude. On the other
there are the appeals of an environment that
needs the artist and even feels the need for him
to partake in the various systems of its function-
ing (political, social, economic, ethical, ecological,
cultural). The echo of these signals is in touch
with the creator’s sensibility in various ways. His
decision to take part in the relevant contents of
the time usually acquires a concrete form through
the syncretic forms of installation and multime-
dia, with a re-affirmation of narration, functionali-
ty and interactivity. If we formulate this as an
acceptance of a specific commitment — of a cer-
tain type of “art with relation” — it is connoted
and realized differently, it is alienated from the
artistic terminology of social-realist aesthetics or
other similar forms of art ‘on order’, away from

the coarse idiom of “hammer art” (a term coined

1

by Suzi Gablik).

In accordance with this global picture of the
situation on Earth, including Macedonia, the con-
ception of this exhibition is focussed on the poly-
semous term RADIATIONS — as a metaphor of
the differently designated forms of power that
typify Macedonian artists today. Regardless of
the wide array of their reactions to current issues,
this joint presentation in Japan suggests interfer-
ence of the contrasting aspects of radiation: phys-
ical / chemical with metaphysical, positive conno-
tations (radiance, enlightenment, spirituality,
birth, purity) and with negative ones (radioactive
irradiation, contamination, burns, depression, ill-
ness, death). Basically, the smooth and glossy
surface of the works (magnifying glass, glass,
metal plate, plexiglass, silicon) bears references
to both the incandescent reflections of nature
(sun, water, steam, crystal, fire) and to the grue-
some and estranged glow of the hyper-techno-
logical pulse of the urban landscape (glass and
metal facades, screens and computers, space-
ships).

In order to bring the meanings of the term
radiation designated by the plus (+) and minus (-)
signs closer and to amalgamate them, we must
consider the geographical position of Macedonia,

as a place where various cultures and interests
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have met and crossed each other. The character
and temperament of its people shows a cos-
mopolitan openness that absorbs the radiations
of different cultures, mentalities, ideas and pro-
jects. This, together with the existing base of his-
torical and cultural artefacts, creates a unique
product which reflects and emits new values into
its surrounding. What others have abhorred, try-
ing to preserve their purity at any price, the
Macedonians, perhaps by force of circumstances,
have turned to their own advantage, continuously
enriching the volume of their culture and art.

The works presented at this exhibition are the
reflection of personal traumas (memory inscrip-
tions, reminiscences, dilemmas) with an overlap-
ping layer of the negative aspects of reality.
Some artists register the shock of their time
through a deeply suppressed manuscript which is
rather hard to read, ‘barricaded’ in the virtues of
artistic phenomenology, while others do it with
the explicitness of the referential images of reali-
ty. The connecting threads, which aim to semanti-
cally soften these seemingly opposite discourses,
are the rays of the possible miracle, which is
related to the ontological status of the myth of
the sun in the Mediterranean, in the Balkans, in
the southern part of Europe where Macedonia is

situated. In his last interview, Joseph Beuys said

that he loved the South because of its spirit for
catastrophe. Of course, he was referring to
Southern ltaly, glorifying the sun of Naples,
which he had experienced as an ecstasy, as a
leaving of oneself and entering the sun’s own
realm, heedless of its Janus-like face. Macedonia,
which lies on the same latitude as the south of
Italy, is a kind of Heliopolis (‘Sun City’) which is
the cause of both radiance and paleness on
human faces; it simultaneously radiates to warm
and make fertile but also to wilt the fruit and
scorch the earth. At times like this, to quote the
words of the Macedonian writer Petre
Andreevski, “the grass can be counted onwne’s
fingers and the birds walk on the ground”.

The criticism of the messages of the partici-
pants in this project is flexibly set along the line
of the impersonal and idiosyncratic. Unlike many
artists in the art centres of today, Macedonian
artists are not looking for the truth solely in the
ailing body of the abject subject as the only place
of “witnessings to truth and testimonials against
power”.?’ Their works may radiate specific per-
sonal states (melancholy, nostalgia, withdrawal
and tamed resistance), but nihilism, in particular
the alienated and depressive nihilism, referred to
by Hal Foster, is not a territory where they can

recognize themselves. Hence, in the long run, the

I

“traumatic real” — to which they are not indiffer-
ent — is reflected in the shiny surface of the work
as a possibility for participation, as a desire for
change, as a reaction with relation and as a need
for contact, with an obstinate determination to
survive in the realm of the enlightening magic of
the art phenomenon. They consider the shocks
and fears of reality as a locus where the search
for a higher meaning could begin, a quest for the
latent meaning or the commencement of EXEGE-
SIS.

If McLuhan’s visions of the extensions of the
media have now been brought to boiling point, if
it is suggested to us that our freedom is electron-
ic, that our space is cybernetic and that our reality
is virtual, and if all this points to multiculturalism
and multinationalism, | believe they could survive
only if every one (as an individual, nation or
state) permanently incorporates their own contri-
bution to the universal, without losing their own
entity. It is in this sense that we must understand
the joining in of Macedonian fine arts with the
global village of exchange of art information, con-
signing the long period of running behind others
to memory and to the domains of history.

1) The term radiation(s) has both positive and negative con-
notations in Macedonian, depending on the context.

2) See: Hal Foster, Return of the Real, The MIT Press,
Massachusetts Institute of Technology, 1996.
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Behind the ‘bars’ of the billboard photos of Elizabeta
Avramovska you can see daguerreotype prints of com-
mon situations taken from everyday life, shot en pas-
sant by the artist herself. The treatment of the subject
of the four basic elements of nature, simultaneously
crossed or united with the secondary elements — cre-
ated (a posteriori) as a product of the civilization struc-
ture — testifies to the fact that “great narratives” are
still possible. The Photo-Essay 4 Elements once again
initiates the incomplete contemplation of the idea of
progress. The conceptual ‘play’ with metaphors and
oppositions involves, in the technical procedure, the
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15,

cutting, re-composing and collaging of photographs,
equally taken from natural and urban landscapes,
which are in harmonic coexistence. The final impres-
sion can be reduced to a modular system, to a fractal
picture where the decentralized, disorganized and
unnatural condition of existence today is recognizable.
In the fragments from the unrecognizable reality
reduced to signs with a message, the artist expresses
her scepticism concerning technological progress, but
also her empathy. By identifying and opening the dia-
logue on this issue, Avramovska appeals to changes,
ready to participate.
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Elizabeta Avramovska

Born in Skopje (1956). Graduated from the School of
Fine Art, Skopje (1984). Received her MA from the
Central-European University, Prague (1995). Advanced
university student of the Faculty of Architecture,
Skopje, where she works. Works in painting, photogra-
phy, graphic design, costume design, set design and
teaching. Had a solo exhibition in Skopje (Museum of
the City of Skopje, 1997). Took part in various group
exhibitions in Skopje, Labin, Sarajevo, Cetinje and sev-
eral Biennials of the Young in the Museum of
Contemporary Art (MSU), Skopje.
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330, ZOBERANDTOERICELPESEL, 2HLAEZ

The basic structure of Elizabeta Avramovska'’s project
entitled Photo-Essay 4 Elements functions at the level
of replacements and substitutes...

The exploration which the artist undertakes in this
project invokes references to classical experiences and
ideas about the organization of the world. Yet the four
initial elements, through a process of repeated
replacements, turn into deconstructed wholes accord-
ing to their finality; they are the result of deconstruct-
ing processes in which they themselves have
appeared; they differ from what is expected as the
processes of replacement are everywhere around and
it is precisely these processes of replacement that
define the present. Bearing this in mind, Avramovska

CERBICBELENS . BLIIMATREZEENICRKT S
BREETIEDREICETIL. RROLREEHATEITTL
3, ZOBBEZERTIICH->THVSLSNTWEFHEEIE.
BEEOHE. BEWVAH . A5—Ta1  PBEETHS, BEI
SEEVWOIBENEANLERTHY . EBHEXHEICEBE
BABEBICIS>T. HREESHDEVEDDRMEHICIL
OEERICE—NERBIBEEEATVS, TUHFAN—%-
TIZEIZADZOEODD=E/E&RKIE. SHOEHEFRDHE
BXEIEZKIBLNDHNDNDREFEREICRBLTVS,

FRA 5 T4)=F [TUFNR=R-THTSETZXN(T#b-Ivt1 @
AEFE) ] AAEIHAUERERBSHE0OT (1997F) &V)

arranges the elements in a series of permanent
replacements and changes, refusing to decide on a
final option. The procedure used in the application of
this concept, reflected in the division, mounting, col-
laging or disintegration of the initial photographic
models — the basic elements of the triptychal struc-
ture — together with the alternate arrangement of the
segments, also bring the total visual structure of the
work within the framework of the fragmented. The
four triptychs of Elizabeta Avramovska are the reflec-
tion of such a viewpoint with reference to the organi-
zation and arrangement of the world today.

Nebojsa Vili¢c. In: Elizabeta Avramovska, Photo-Essay 4
Elements, Museum of the City of Skopje, Skopje, 1997 (exh. cat.)
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Mirna Arsovska’s installation Autobahn is executed on
a bitumen surface with yellow tape, on which she has
placed an electric motor, a glass box and glass base
with a plastic record and a ‘sculpture’ made of gela-
tine. They refer to the prevailing components of the
present moment: music, motorway/car and computer.
The dynamic structures of speed and music (with a ref-
erence to the electronic music of Kraftwerk from the
70s) are metaphorically articulated through the static
position of the record. The glass box is an assemblage
/ accumulation presented as evidence and an expert
account of contemporary living (bar code, micro-chips,
safety razor, amber, X-ray transparency, light bulb, let-

3, £ CIBENBEINRKRENLIIC. COFEE. £ER
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CRBICERNAMEEH-(VS, ZUT. ZhH5IEENDERA
BEBEBLT. A2 SEISh & TEERTAE
AESHEVERETE., P OTRBELEINTVAFZE—HISPR
RIEETH D &LV,

ters, etc.). Like a modern version of the one-time cabi-
nets of rarities (cabinet de merveilles), this box speaks
about the power of scientific thought and its unstop-
pable expansion and dictatorship within living space.
The allusions to disappearance and inconstancy are
accentuated through the brightly lit structure of the
ready-made samples, incorporated within the glass
and enlarged by magnifying glasses. The questions
she poses of physical and metaphysical, visual and
speculative nature, are made to interact freely in order
to point to the impossibility of the existence of the for-
mer ideal of unity, as an outcome of the imposed
model of life in a highly segmented society.









TIhIN—=> Autobahn, 1998 [p.19]
w7 - R—KkL At Self-portrait, 1995 [p.20]
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Mirna Arsovska

Born in Skopje (1967). Graduated from the School of
Fine Art, Skopje (1992). Works on objects and installa-
tions; occasionally does graphic design. Had solo exhi-
bitions in Skopje (1994) and Istanbul (1995).
Participated in several group exhibitions together with
Macedonian artists (Biennial of the Young in the
Museum of Contemporary Art, Skopje 1993) and at the
international exhibitions in Vrsac (Yugoslavia, Biennial
of the Young, 1996), in Manchester (Sculpture along
the Channel, 1992), Old Ham (England, Sculpture in
the Alexandra Park, 1992) and at the exhibition of
Macedonian and American female artists in Skopje
(1996) and in Providence (United States, 1997).
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The | / Other relationship represents a dialectical differ-
ence which is established not between the | and the
Other but as an internal differentiation within the sub-
ject itself, which can go on infinitely. The otherness
appears as the only way to identify the subject from
the moment when they recognize for the first time
their own reflection in the mirror as their own image,
and also as something outside themselves; different,
but as an other of the same.

Mirna Arsovska’s installation (1994) reveals a com-
plex play of meanings, internal differences in the
|/Other relationship, a relationship which is understood
as a process of identification between Man and
Nature. Nature is not something isolated or other, but
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a metamorphosis of the same whole: just as the dia-
mond and coal are merely two different allotropic
modifications of carbon. At the same time, the body is
pitted against ice. The warmth of the coal against its
own reflection in the coldness of simulated crystal.
The diamond/simulacrum is not only a mirror-like
smooth surface for the reflection of the subject and
their holographic recognition, but also a transparent
depth into which the infiniteness of something within
another delves: a superb way of disappearance with-
out dying, of dissolution within an illusion.

Suzana Milevska. In: | and the Other, Istanbul, 1995 (exh. cat.).
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In the past few years Iskra Dimitrova has replaced her
performative body with a double: with a cast of her
own body. As a result of self-observation, in her instal-
lation Umbilical Cord, a silicon cast of the artist’s
stomach area is placed as if on a sterilized operating
table. Steam comes out of the base of this separated
piece of ‘flesh’ and forms the vital pulse of the transi-
tion from a closed world to external reality. The aquat-
ic symbolism (amniotic fluid) is also suggested by the
bubbling of water in the sterilizer and the atmosphere
is fully articulated by the voice of the artist and the
smell of iodoform. The structure of silicon encompass-
es the tactile quality (sliminess, amorphousness). The
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symbolic rhetoric has many layers, but can be reduced
to the question of the female body torn between
renewal and disintegration. The ontological structure
of the problem develops through taming the antago-
nism between birth and death. The body, in this sense,
is not a place one disdains, but a place from which
mysterious and partly alluring processes radiate. More
specifically, the navel is a witness-sign of the latent
pre-life (of a body within a body), of the act of separa-
tion from the womb of an other (a body from a body)
and of the subject-body (independent body). Delving
into these states presupposes the ideas of time and
space.










BED# Umbilical Cord (Funiculus umbilicalis), 1998 [p.23, 24]
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Iskra Dimitrova

Born in Skopje (1965). Graduated from the Faculty of
Philosophy, Skopje (philosophy, 1987) and from the
School of Fine Art, Skopje (sculpture, 1990). Study trip
to the United States (1993). Carried out a number of
solo multimedia projects and installations in Skopje
(Museum of Contemporary Art), Sofia, Manchester,
Madison (USA) and Zagreb. Participated in the Sofia
International Festival (1994); Expedition / Exhibition,
Art-Pool in Budapest (1995); International Triennial of
Ecology and Art, Maribor (1995); International Biennial
of Contemporary Art — Europe and Humanism —
Selestat (France, 1997), in the joint exhibition of
Macedonian and American female artists in Skopje
(1996) and in Providence, USA (1997). Unofficial pre-
sentation of the Venice Biennale 1999, After the Wall,
Stockholm, 1999
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W INERR INUEH K) £ XD (ES50E BHhAHA.F
D) BREEVOIRBMAHRAEREHEINTL, ZLTZ
DERMFDERKIE, LERELL. ERXEVD. ABDOREDE
FEICE-TEMLT S, IHLARBFERENTF—T P
AT P—MIEB[ER | ERICRAPVHETHY 20TV
EHETHRNE . SHIAP ST IRILE—£HE-T1\5H
DED AL 295 F4IbO—S7D[EXN] 7 TO-FO
BEIL. E2 B TRBNEENRTICSD, NTF—TRE
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WMOETAEDIBIC[BR,PI|REBE)DER. BRNE[SF
] gL VS E SR EREEATS,
ZZHERDIVAR AT TICEBR1 XL~ a3 ER

A strong narrative and allegorical impulse is connect-
ed with her works executed between 1991 and 1995.
They ‘tell the story’ of the female principle in a manner
reminiscent of ritual and religious ceremonies. A scene
of rites is initiated in which the ‘ritual’ procedure takes
place... The materials used (wool, flour, dough, fire
and their sensory qualities: softness, warmth, odour)
are condensed into a symbolic world of dedication
whose meaning is activated through the direct pres-
ence of the body as a gesture, rite, ritual. This means
of expression tends towards the ‘ritual” models of per-
formance and body art, but unlike their aggressive,
provocative and extensive energy, the ‘ritual’
approach of Iskra Dimitrova is characterized by a dis-
creet poetic-mythical dimension. By emphasizing
process quality, performance and dedication, Iskra
Dimitrova introduces a different kind of feeling into the
artistic act: ‘softness’, enlightenment, spiritual ‘eruptiv-
ity’, mysticism.
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Her multimedia works dating from recent years
show a decrease in the narrative and allegoric power
of execution. Performance as a ritual presence of the
artist’s body is now replaced by the static quality of
her double (the cast of the artist’s body in dough or
wax). There is a delving into the deepest recesses of
the human psyche: the representation of the double is
a representation of life and death, and the area in
which the contorted ‘body’ of the double ‘pulsates’ in
all its mysticism and elusiveness is an abandoned,
decrepit, forsaken space, like the space of the subcon-
scious. Hence the mythical, archetypal symbolism of
her expression; hence the need for scenic quality, but
not as an opportunity for display, but for existence, as
for the artist the work is like living matter which she
does not create, but ‘gives birth’ to: she ‘gives birth’ to
it with her own body, just as life and death are ‘born’.

Liljana Nedelkovska. In: Iskra Dimitrova, Memento mori,
Museum of Contemporary Art, Skopje, 1997 (exh. cat.)
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The objects Kaum and Cidat Blagoja Manevski seem
not to refer to reality, which does not mean that reality
does not concern him. “When in isolation,” writes
Handke, “you gain... powerful structures of experi-
ence.” Withdrawal into oneself is a roundabout way of
resistance: a deliberately undefined dissatisfaction.
Nobody can decipher with certainty what happens
within the space of one’s solitude. But what has been
visually offered to us is proof of the energy invested in
the phenomenological structure and technical master-
ship (both when Manevski uses delicate paper and
when he uses copper, wood or iron). The ‘koans’
through which Manevski expresses himself speak of a
spiritual and visual accumulation of memories con-

SWTES, REOEBEEOREEPITVIED, Zns
DINTEALETITICBUELT, HIVEDDRBENLFEE
BRREICRT AV, EHZOEER. HEELDODELHE
BUTRRMEBEEEU3, BoSWEERDISATVEY
ZhSNEMBMEFTIIDANIIILEE, ERERESIEY
IFBLS, HATEPLERBEHEI TV T ROFPENRED
ERERICENES . THEDRERAR( DI, #EYD
MO PBECHB, ZHUXARTIE (Keum ICIERBIRER
EL:J%v%it:ﬁeﬁﬁi‘d'é%ﬁ’\@%%”#&B‘é%ﬂ%étLT%)\
ZOEROEHIE = FAMEEVELICEB[EBOF] &P
[an% ). [RIORSTERLEIBHDLEEESTNNESD
?Ez@iiﬁ@ﬁi%i%txﬁ%tiﬁéﬁ‘ﬁ_tﬂst;b@@%ﬁiﬁt:&aé:

cerning different cultural entities. The blurred surface
of memory storage does not reflect paradigms in a
clear way to reveal just another, hidden existence
which would metaphorically shine through the grating
of the familiar. The difficult comprehensibility of these
non-defining artistic objects seems rather close to the
obscure Icelandic poetry and to what is known as ken-
nings, for whose reading a greater intellectual effort is
necessary. In this context, if there are mild allusions in
his work Kaum to knightly equipment, by using the
language of kennings, we would say that the refer-
ences are to a sceptre of the head, fire of the helmet or
a dragon of the sword. The radiating quality of his
speech lies in the domain of the metaphysical.
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Cidat Cidat, 1995 [p.27]
Kaum Kaum, 1995 [p.28]

F5Ov -T2 TAF

19575 XAEI4.EN, 19865 AAEIXWEREE
(BHLKE) ., REEFHIELTW Y BICATVIP1242
L—a 25ET2L5108%, 1987F . RAAEI RSN
BHLURIEIMILEMNE. NFJ5—FTERERE, X3
EI.VYI4T (FWHIT) . TIUhe 1) Y2 T U —F (X
OYyz=7). ¥JL7 (VO7F7). A=< O R BETIT
K7 D7—74AMIEBII—T RIS (1995 /97 5F)
YSIRD[RIALZ|RFTLTHENDI—TRFI(T TDE
BLICHS, [VIHEBEILF—L]ICHSR (198745,
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Blagoja Manevski

Born in Skopje (1957). Graduated from the School of
Fine Art, Skopje (painting, 1986). First did paintings,
later created objects and installations. Solo exhibi-
tions: Skopje (Museum of Contemporary Art and
Museum of the City of Skopje), Belgrade (1987).
Participated in group exhibitions of Macedonian artists
in Skopje, Sofia, Washington, Paris, Ljubljana, Zagreb,
Rome and London (1995 / 97), in the Yugoslav exhibi-
tions in Sarajevo (Dokumenta) and in Zagreb, as well
as in the international biennial exhibitions in Rijeka
(1987, 1989). Winner of the Award of the Museum of
Contemporary Art, Skopje, at the Biennial of the
Young (1987), and of the Award of the Soros Centre
for Contemporary Arts, Skopje (1994/95).

XRT7RXD(ABNSEELR) CBEINLI) X3, #EZFE
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THEWEXv LN REBAEDE. 22—V aFEEBALT.
EEZXLDEEISEENLSEEELTEETIDOEES
BREH-TWS, £, (RZ2—X-7oR-ITyTX) (1987 /
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Xy Z 2= RA T ITA VS T/ 7O-LKREETE
SRUTCDEHRESE. $41T7527-ZF 5DV 1 TR F+
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3, D%V KERFOZEE., LEHBHLNIEREEVSE]
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The series entitled Simultaneous Polyphony (1986/87)
deals with the abstract-expressionist complex present-
ed through a juxtaposition of matter and gesture set
within a framework of geometric and plastic struc-
tures. Manevski reduces these different language mod-
els of the modernist tradition to a common denomina-
tor with the application of a montage procedure where
the canvases painted in advance are combined accord-
ing to the principle of Mondrian’s plastic structure...
Yet in the works of his series Stars and Edges (1987/88)
the focus of the relationship with the modernist tradi-
tion has been displaced towards those models which
connect Mondrian’s plasticism with the monochromat-
ic painting of Barnett Newman and Yves Klein, on the
one hand, and with Frank Stella’s shaped canvases, on
the other. In other words, Manevski here turns towards
the two-sided problem of the spatial: that within the
picture and that of the picture within space. This prob-
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lem of representativeness and presence, which brings
Manevski closer to the neo-abstract currents of the late
1980s, mainly based on Robert Ryman’s minimalism,
has been consistently developed in the second part of
his series Stars and Edges (1988-1990). The montage
principle here is fully freed of Mondrian’s structure,
and colour has been reduced almost exclusively to the
black pigment. The role of these elements is to give
emphasis to the processual and mechanical repetitive-
ness of the painter’s procedure and the object charac-
ter of the work. This, with the help of the reflexivity of
the arches, textures and sometimes with the insertion
of metal, copper parts, animates the viewer, or his
reflection in the picture, and thus makes him experi-
ence the work as sculpture is experienced: as a contact
between two bodies, two entities within a real space.

Zoran Petrovski. In: Blagoja Manevski portfolio, Soros Centre for
Contemporary Arts, SCCA, Skopje 1994
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When the reality reflected by the media prevents an
encounter with genuine reality, that is, when this reali-
ty is absent, it is replaced by an impaired reality. The
crisis of time in Antoni Maznevski’s installation
Meantime is reflected in the silence and darkness of a
peculiar psycho-landscape. Introspection is manifested
as a non-subjective language, although the intimate
realm of the artist is deeply hurt. A human representa-
tion absorbed in its own vacuum languishes in a
monotonous context, in a state of permanent vacation,
such as that seen in the films of Wenders or Jarmusch.
This representation and its surroundings (loudspeak-
ers and a record player where two parallel instances of
existence chase each other endlessly) have absorbed

WHNTAD) IE. 82N 25503 EWMIINLTLED, ZTh5
EEREHOBELATVWERARICE-T BRICEENEL
BBDFE, ZOTEEELEBEEOENTIE. RIEHIEPRDHESR
BIENTERL, HEABRELE-BEBOENTERERST
WBDEELTH. BHIRZBIEN TEBDIEEEZ LR
DEEBLEBZOAZPHLALL, (PP TR RVEIFICHES
BCABRDEREENHDTHD, ThIZTEERRUIAT
Trilks BANEEBOUERENT, BRAMTE. Bu
AR, EUREEIRICHHON-EBRLEUDI5NS,
ZDEIEBRICEST, BIRLIBEBDITATHS. D&
RDEINE 2 ELREN D LISRFIENEDDEAID?

all possible radiations; they have become an over-
dosed black matter with an amorphous structure and
chilly atmosphere. The eye is no longer sure of any-
thing in this huge darkness; it may perhaps only sense
the melancholic movement of defunct time, even
though time, too, has lost its meaning in this self-por-
trait. Meantime is the result of a year-long self-therapy
— the picture of a personal confession in the company
of music and mute objects. In psychoanalysis the black
sun is connected with the unconscious, to which joy
and happiness are considered immanent. Can this
interpretation mitigate this carbonized state in which
there is more verification than protest ?
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Antoni Maznevski

Born in Skopje (1963). Graduated from the School of
Fine Art, Skopje (painting, 1991). Painted, now works
on objects and installations. Study trip to Salzburg
(1995) and New York (1997). Carried out solo projects
in Skopje (Museum of Contemporary Art). Participated
in group exhibitions in Skopje and in the 16th Biennial
of the Young, Rijeka (Croatia), 1991.
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According to all features, the work of Antoni Maznevski
belongs to ‘the art of the nineties’. Impersonality and
non-expressiveness are the traits of his art.

In conditions controlled by technology, informa-
tion and mass-produced cultural values, art can no
longer provide a shelter. It can no longer create “alter-
native images if those proposed by the media are ‘pri-
mary
levels in Maznevski’s work. In his 1991/92 paintings he
applies the principle of repetition of existing products,
representations, images: a television test picture, a

ro

(Celant). This assumption is reflected at several

chessboard, the page of a book, pin-up calendars, etc.
Since 1993 he has worked on installations. He uses TV
set cases where, from all the moving pictures and the
memory of them, only the picture of The End remains.
Or he creates a ‘landscape’ of TV set cases: ‘screens’
(canvases painted in the colours of the spectrum) and
screens on which only a thin line remains from the pic-
ture (the horizon of our cultural landscape?), as opposed
to the line on the empty screen drawn on the wall.
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Antoni Maznevski’s installation entitled The End,
carried out specially in the Museum of Contemporary
Art, as a textual expression, follows the best traditions
of minimal and conceptual art. But according to its sen-
sibility and the context of meanings... it belongs to the
art of the nineties... It consists of words only: of the
expression ‘The End’ (solid black letters mounted on a
wall) as well as words directly printed on a wall as
vocabulary definitions of The and End...

The installation conceived in this way, as a textual
occupation and utilization of space, does not invoke
any analytical concentration of the literal meaning, it
does not mobilize any in-depth archaeology of thought
nor does it initiate a dialogue or debate. The words are
simply there, used such as any other material would be
used in order to form the ‘representation’, to articulate
one’s own artistic expression...

Liljana Nedelkovska. In: Antoni Maznevski, Museum of
Contemporary Art, Skopje, 1996 (exh. cat.)
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Monika Moteska’s work Untitled is an environmental-
ization of a painting once the significance of its notion
is expanded and altered. An attempt has been made to
genuinely enter the third dimension of the classical
canvas: a second artistic component — a radiating
black drawing, executed on plexiglass — is projected
onto the formal body of the painting within a frame-
work, embedded into blue-coloured sponge. The mul-
ticoloured surface is in fact a mirror in which the nar-
cissistic drawing is reflected, following the lines
marked by the invisibly channelled energy. The light
that comes from outside (artificial or natural) animates
the strokes still further, making them constantly differ-

hi-v) AEENANTBRO—1 T B ICE{ELTVB LD
B3, BEANERO—( T DEEIR. REEVERIINT
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(F=TR-T2) EVIBEEEIPEDNDET S, IILTEK
DERIIRSOBREEREICRBALTIVANDTHD,

ent: arranged, lit or emphasized in different ways. The
structure of the reflected drawing is the place of the
penumbra, of the encounter between light and shad-
ow. Moteska’s artistic writing, which is related to the
decorative and colourist poetics of Henri Matisse,
underlines, in another way, the two axiological points
of the great master: colour and drawing. The organiza-
tion of lines, in keeping with the codes of magnetic
fields, forms the rays of the sun’s warmth, radiating
additional light and confirming the thought that “the
sun turns the attention from intellectual to sensory
phenomena” (Thomas Mann). In this context, the feel-
ing of radiance is suggested unreservedly.
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& (KE4FE) Untitled (The Big Blue), 1996 [p.35, 36]
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Monika Moteska

Born in Prilep (1971). Graduated from the School of
Fine Art, Skopje (painting, 1996). Paints and creates
installations. Carried out solo projects in Skopje (1994
and 1997). Took part in group exhibitions of
Macedonian artists in Skopje (1994-1996) and in the
Days of Macedonian Young People in Strasbourg
(France, 1994).
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The colour blue is one of the dominant features of
Monika Moteska’s installation (The Big Blue), but it is
not the only problem that preoccupies her. Starting
from the structural elements of painting, she also
regards the space outside the picture as an expanded
medium.

Firstly, drawing is conditionally separated from
colour. The separation of drawing — executed in black
strokes of varying length, thickness and density — has
been the result of its being carried out on glass, which
is a constituent part of the framework and equipment.
This is the first step of an integral work of art: the out-
lying areas of the framework become structural ele-
ments of the picture which is fully completed by
expanding towards the surrounding space.

The second step is even more radical: the pictures
are set in a space specially designed for this installa-
tion (a space within a space), painted in blue, on
whose floor a blue sponge has been placed. Now the

37

EEZ=DRT. DFEVENLETHY . RERMICIIHEER
EEBIROONBZEILED, ESNVRESEEND, BE
VWIBFDERITEATV , ThIZEBFZOMERDELIC
EEASTUVKELEEAET,

12 R2L—23> ORBICEHEZRTENIZDTOERIC
0T BELEREDBICHBETHRVTIT T4 T4H
FREINTL, ZUTBEIREREICESICROEELLS
ET37:35, BEDRFICIE. pBShFISEA2RO—1
ST(TLEAVISADLEDEVG) & DD 5 (BHDEIC
EE5320F) PH3N. ThEEEShAEZEEUDVT
W3, LEP-T, FO—12713 FEVWOHTERDIERIC
BUHMATNZERELESTWS,

24 —=FILTRH [E=H-EFRH K&EEF| XAEI-2-ZX-H)
Fr—trs—RESHZ07 (19965F) &V)

landscape of colour is fully developed: it acquires its
third dimension, its path and, finally, its tactile quality;
walking over the soft surface and sinking into the blue
colour simulates a feeling of direct entry into the mate-
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