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Korua NMMPKOCKA

FMACHUKOT HA MUTOT

“Kako YMETHUYKO UMK KHWKEBHO KOPUCTEH:E Ha PENUTMO3HWTE BepyBarba pacrnoncnaHu Hekaae mMery
Mana Aswja u TockaHa, mefy MakefoHwja u KpuT, MmuTOnOrMjaTa noyHysa Bo BpemMeTo Ha Espunug u
He 3aBpllyBa co Hac..."

Maprapert JypceHap

WNHTepaMcumninHapHUTE U TEXHOMOLKKM METOAM KOW MM KOPUCTU COBpemMeHnaTa apxeosowka Hayka
NPY UCKOMyBaksata W aHanuanparata Ha apTethakTuTe', ceyliTe He MOXKe HajpeLM3Ho aa rv aaTupa v ga
r NPOTONKyBa CUMBONMUYKUTE 3Ha4Yerba He caMo Ha MaTepujanHaTa, TyKy M Ha AyxoBHarta KynTtypa, T.e. Ha
BPEMETO Ha noveTouuTe Ha MuTonorvjata. OHa WTO CO CUIYPHOCT ro 3Haeme e Aeka, ‘muTonorujara He 3a-
BpLYyBa co Hac". Ho, UCTo Taka cMe CUrypHuW, ieka NoBEeKeTo aBTOpU-TETH, AEHEC MOXe Aa MOMoHMpaar Ha
JypceHap, geka mMuTonorujaTa, Kako “yMeTHUYKO WU KHUKEBHO KopucTerse” He 3arno4Hyea of Espunua.
HajHoBWTE apxeonolKn OTKpUBarba MHAMLMPpaaT AeKa noYeTouuTe Ha Hej3MHOTO KOPUCTeHse BO pasfinyHm
hopMU MW XaHPOBK, gaTvpa ylWTe BO BpeMeTo Ha HeonuToT . OBWE npeanaTpujapxanHu, TakaHapeqeHu
“napTHepcku onwTecTea’, Mapuja MmbyTac ru Hapekysa Luusunuaauuu Ha Ctapa EBpona, KouwTo rv noyw-
pa Ha BankaHoT’ v Bo Mpuwja. MNMoKpaj AeLeHUCcKUTe ncTpaxyBarsa, Aeludpuparsa U ToNKysaka Ha cuMBo-
nuTe, T.e. HA MOpaKWTe Ha YMEeTHOCTa, penurvjata u mMutonorujata Ha HeonUTCKUTE (KOW MM Hapekysa)
martprghokanHu onwTecTsa, Taa cMeTa, Aeka uneunusauuute Ha Ctapa Espona uMane nucmo noctapo 1000
rod. o4 CyMepcKoTo.

Ho, WTo e Toa LWTO HaWWOoT BOBej 3a oBaa u3noxba Ha CseTo MaHes ro 3amnodHysame TOJKY
anaboko Bo BpemeTo? bea coMHeHue, Toa e HeBOOOMYaeHOTO KOPUCTEHE Ha efjeH MUTOMOLWKK MoTHe. Ca-
MWOT Ke Harnacu eka npowvpeHvoT MOTUB HE Ce jaByBa Kako CYLUTUHCKA KOHCTUTYTUBHA CTPYKTYpa, TyKY
caMo Kako WHTepecHa BW3yenHa npoBoKauuvja, Kako efeH efHOCTaBeH HapaTwseH (DOH KOj roBopu 3a
MarynonoBata fbyboB, 3a rbyboBTa Mely KOHOT U HOBEKOT, W 3a CrpeYyBarbeTo Ha HUBHWUTE [AEeCTPYKTUBHU
HaroHu.

Ho, 6e3 ornes Ha aBTOPOBMOT MUTOSOLWKK HEMPETEHLMO3eH, cuMmninduumpaH UMKyc, HalaTta auc-
TaHLMpaHa peuenuuja, Ke Hé ncnposoumpa fa rm 0OTKPUMEME HEKOW CKPWEHU, U 38 HAC CYLITUHCKU efleMeHTH
KOW CE O/JHECYBAAT Ha apxeTUnoT Ha MUTOMOeTCKaTa CTPYKTYpa Ha HEroBWOT KOHLENT 3a oBoj MuT. Ho, npeq
enabopupar-eTo Ha OHa WTO ce KpYe 3a HEBUAMMBUOT MOTKOHTEKCT, Ke HanpasuiMe efHa penaTueHo Kyca
aurpecuja 1 Ke ja npocnegume TBopeykaTa xpoHonorija Ha Mares Koja ro nogpastupa nocTanHoTo U CroH-
TaHo Aoafarbe [0 Herosarta akTyenHa TeEMaTCcKa v CTUICKa Npeokynauuja.

Hakyco, Ke ce HaepaTumMe Ha npeaTa asa Ha MaHes, Ha HerosaTa Crno)KeHa upTaqka, MUHYLUO3HO
ucumsenupara, paarpagbeHa MopdhonoLka CTpyKTypa Ha 4oee4koTo Teno. Osaa dasa, CTUNCKKU U MeauyM-
cKU Ke buae usaudepeHumMpara o CUTe HEroBW HapeaHu Cnukapcku dasu. ['poTeckHaTa maHudecTayymja
Ha TerecHata NpUpPoJa Ha YOBEKOT, HW3 cuMynauujata Ha efHa, pequcu, eH(OopMenucTUYKo-Hagpe-
anncTUYKa NoruKa, Ke rv npeseHTupa BHaTPELUHUTE NCUXONOWKU KOHMNKTY, AMHaMuKaTa Ha AeCcTPyKTMB-
HaTa, AEMOHV3WpaHa Npupoda Ha AYXOBHOTO BUTUE Ha YOBEKOT.

Mo Mopchorolwku hparMeHTUpaHaTa, pasrpagbeHa KoHuenuuja, MaHes Ke NpemM1MHe Ha MAMETUHKOTO
rpagere Ha Tenoto. CTUNCKMOT U MOTUBCKM MPECBPT Ke o KOHLEHTPWpAa Ha XXWMBOTUHCKOTO Teno. Toa
MOPCHOSIOLKK Ke BWAe 3aMeHETO, HO CUMBONMYKK Ke Brae NoBp3aHo co BUTUETO Ha HoBeKOoT. HW3 3ameHa-
Ta Ha YOBEKOT CO KOHOT, aBTOPOT BCYLUHOCT MOBTOPHO Ke ja akTyanuawpa aHumanHaTa cTpaHa Ha 4o-
BeYykoTOo 6uTue. Bo cBETOT Ha cumbBonuTe, AyanucTndkara npMpoa Ha KOHOT ce TpeTupa Kako eKBuBareH-
THa Ha YoBeYKaTa npupoga. KomoT MCTOBPEMEOHO ro NoceyBsa XTOHCKUOT-NyHapeH, Ho M HebecknoT-cona-
peH npuHuMn. 3a ncuxoaHanusaTta Toj ro MaHUecTMpa HeCBECHWMOT MCUXUHKK KUBOT, KOj € 6nnsok Ao
apxeTunoT Ha MajkaTta, 04HOCHO 40 apxXeTUnoT Ha MeMopujaTa Ha cBeToT.Toj UCTOBPEMEHO ja cuMmbonmanpa
HaroHckaTa OecTPYKTUBHA, U TBOpeykaTa, KpeaTuBHa npupofa Ha HoBeKOoT. 3aBefleHn o/, AJoMUHauujaTa Ha
UPTEXOT, O apOraHTHUTE AUHAMWUYKM MOTE3W Ha NMHUUTE CO KOW ja rpadu CeBKynHaTa aHaToMCKa KOHUry-
paLuja Ha HEeroBMTE KOMMO3WLUMKM, YNOBEHW BO cTanvuaTta Ha MuMeTu4KaTa orfiefanda cnvka, ja npenosHa-
Bame pedyiekcujata Ha concTBeHaTa aHumanHocT.[No “6yaereTo” of dhacuymHaumjata Ha MOponoLWKOTO



3aBeflyBarbe, CUHXPOHWYHO HE MpeYeKkyBa OCMMOTO Ha MpoHWjaTa, HO U Ha asTouMpoHujaTa. Taa camo Bup-
TYErHO Hé 3aWTMTYBa 04 XvepapxvjaTa Ha npupoaata, 04 eThdkarta camosabrysa 3a nosucokara, noHag:
MOKHa npupoaa Ha 40Be4koTo GuTHe.

Mo 0BOj LMKNyc, MaHeB cynTUIHO Ke M aHTULMiMpa 1 Ke r1 apTukynupa CepuckuTe U TemaTcknTe
MPEMWUHM U IPOMEHM Ha HAPEAHUTE MPUHUHCKO-NOCIEA0BATENH UnKycK. OTCYTHOTO BUTWe Ha YOBEKOT, Ke
ro BpaTV BO Heroeata, NMPeTX0AHO co3fageHa eprena. Y6aBuHaTa u eneraHumjara Ha TefoTo Ha KOoHOT 1 Ha
TeNoTO Ha KOHaHUKOT, Ke uaaT paMHoNpaBHo TpeTupaHu. HanameHWHHOTO npeseBarse Ha aHumanHara Bo
YoBeykaTa eHepruja, 1 0bpaTHO, aBTOPOT Ke ja cnee Bo eAeH putam. JyanncTuHKnoT npuHuMn Ke ro ceefe
Ha efeH rnac, Koj Ke roBopu 3a 3aefHW4KOTO 36peBTaHO AuwWerbe W nyrcvparse. [UHaMUdKuTe nuHUN
CMHXPOHU3UPaHW Mefy KOHOT U KOHaHMKOT, Ke B1aaTt KoopAuHUPaH! HA3 HUBHUTE pas/iniHo pasvrpaHi Te-
NIECHW ABWXKEH-a, HU3 PasNUYHMTE PaKypcu, CKpaTyBarea U Hacoku. BHatpelwHarta aTmocdepa Ke rv cyre-
puUpa AUCTaHLMPaHUTE MPOCTOPU KOW M3Nerysaat Hazeop o4 pamkuTe Ha nnatHara. KoraHUKOT, 0AHOCHO
“InacHWKOT", BUPTYENHO Ke Tpeba, BO BpemMeTo WTO My MpeTcTou, Aa r'i MiHe HeOCBOBHUTE NPOCTOPU, 3a Aa
ja npeHece nopakaTa W da cTaca A0 UMariHapHo 3amMucreHarta Len Ha asTopoT.

Toj ke Aojae 4o UenTa, U Ke npemMuHe BO HOBO3aMUCEHWOT LIMKMYC Ha aBTopoT, HajaByBajKu ro, T.e.
aHTULMNNPajKK ro parfarbeTo Ha CTapo-HOBMOT aHTWHYKW MUTCKU MOTMB, apTWKyvpaH BO LyKnycoT
KenTtayp(K)n. Kako 1 BO MATCKWTE CIMKK, OBOj MOTUB Ke ce MaHU(ecTpa H13 B1ayenHara v cumbonu4ka
TpaHcthopmaumja, T.e. HU3 TEMECHUOT, (U3NHKMOT CMoj Mefy HOBEKOT U KOHOT. Co zaemHarta rbybos mefy
4OBEKOT 1 KOHOT, T.. CO nonoBaTa AudepeHumjaumja, asTopoT Ke ja npolwvpy cTapata gadyna Ha MuTo-
noLkaTa KoHuenuuja 3a KenTaypute. Bo cTpykTypaTta Ha 0BOj XepMeTUsMpaH MUT, Ha HeKOMNKy pamHuTa
AVPEKTHO Ke nHTepBeHupa. Ke W3BpLuu cy6Bepavja Ha naTpujapxanHara aHTu4Ka Haypa. LLnpym Ke ja oTBO-
pU U Ke ja HaMeTHe concTBeHaTa WAeja 3a mpukasHata Ha osoj MuT. Co oBaa hasa Ke npogpe BO Mo-
WMpoKaTa “peanHocT” of oHaa Koja e hykcupaHa 1 3aTBopeHa BO JIOTUHKUOT CUCTEM Ha 0BOj MUT. MUTCKMOT
thoH, ke brae camo NoBog BU3YesHO Aa ‘nonemMuanpa’ co oThpreHnTe, U BO CaMUOT MUT U3HErpanu, oTcyT-

HU 6uTUja. MONEeMU3NParbeTo Ke HIMMo OTKPHE NPeenoT Ha 3a60paBeHaTo Koj € 41aboKo 3anpeTaH BO Tem-
HWOT BUMAET Ha MATCKOTO. BO MATCKMT ja3uk Ha HawwTe NPeauu, Bo KOj YeCTO MOXAT Aa ce HajaaT Hefope-
YEHOCTMW, aBTOPOT Ke MV corneaa ocTaTounTe Uk HeJocTaTouuTe Ha efeH Croj 0J KOHKPETHO TpeTupaHaTa
npukasHa. Bo Hea, Toj Ke ja npeno3Hae ceBkynHaTa hanokpaTtcka CTPYKTYpa, HejauHaTa UCKy4vBo naTpu-
japxanHa, HacunHa gomuHauuja.

Mpeky 0BOj LUMKNYC aBTOPOT Ke HITM OTBOPU HOBUTE MOXHOCTM 3a TpaHcopmauuja, 3a peadupma-
uMja Ha cTapuTe COLMO-KYNTYPHU W monosBW dpkcaumm. Hws “vcnpasarbeTo” Ha Henpaegata, Ke v pe-
nechuHupa 1 NpeobnvkyBsa 3HayeraTa, co WTo Ke ro co3fjaze HOBOTO JIALE U MOWHAKBOTO Y1Take Ha 0BOj
MUT. VIHTYMTWBHO Ke Anabu U HecBecHO Ke gonpe Ao ‘Memopwjata Ha CcBeTOT', T.e. OO apxeTunoT Ha
MonemaTa BorvHka. Kako WTo Beke nocounsme, MaHas paluoHanHo Ke W3Bplun cybeepamnja Kako Ha ha-
6ynarta, Taka U Ha CUMBOMMYKMOT MOPeAoK Ha OBOj MWT. Bo CBOJOT CNMKapPCKM MPOCTOP, HE Camo HW3 BU-
ayenHarta, TYKy U HU3 MeHTanHaTa aHafiowka KOHCTPYKUWja, CnoHTaHo, BO AyXOT Ha LlyauT Batnep, Ke
yKaKe Ha MO>KHOCTa 3a “Ae/pe-KOHCTPYKuMja Ha MUTOT . CO BaKBUOT [EPEKOHCTPYKTUBUCTUHKM MPOLIEC Ha
KOHKPETHNOT MUT, K& Hanpaseu NMpecepT BO HapaThBHaTa cTpaTerija. CNoHTaHO Ke HE Haco4W He Camo KOH
apxeTunoBMUTe, TYKY 1 KOH MPOHajAeHNTe apXeosnolWKN apTeakTv o4 BpeMeTo Ha 3arybeHnoT paj Ha xap-
MOHWYHUTE MapTHepcky onwTecTea. CUMBOUYKKM apTUKYNIMPaHUTe apxeTUnoBK Hema Aa rv npenosHaeve
camo BO AOMWHAHTHWTE XapMOHMYHW NapTHEPCKM MOTWBM, TYKY W BO LpTaqkaTa, fIMHepHO HannacteHa
nanumncecTHaTa CTPYKTypa Ha aBTOPOBUTE MNaTHa KOjLUTO Ce HACMOBeHM KakKo: “MpomeHaga’”, “XapmoHuja”,
“by6og”, “fyen”, “MaTysarse”, “ConepHuWwTeo” UTH. CO HENOrM4HOTO OTCYCTBO Ha €HNOT NON BO KOHKPET-
HUOT MWT, aBTOPOT BO HErOBWMTE CIIMKM MOTMOMHO KE ja M3Hernpa MoXHocTa aa ce 6uae Hafsop o4 MUTOT.
Co BoBeflysarbeTo Ha KeHTaypkuTe, MaHes, a npes Hero v PofeH, AUPeKTHO Ke ja NoTKpenu 1 Tesata Ha
Nesu-CTpoc Aeka, “Ha jasaukoT NpupoaHoO My e NorndkoTo”. Ha 0Boj MUT Ke My noamMeTHe U Ke My HameTHe
HeLWTO, WTO He & CaMo MUTOSOLIKN hyHAAMEHTanNeH, TYKY 1 hakTUHKK peaneH KycoK, HeWTo WTo My HEA0C-
Tacysa 3a ga GuAe LenoceH, xapMoHuyeH. HekorawHata TaTKoBWHa Ha KeHaTtypuTe-MarHesuja, Ke ja 3a-
MeHW CO COMCTBEHWOT TBOPEYKW npocTop. Bo Hero, Ha MecToTo Ha OTCYTHWUTE Nanutu®, Ke ™ cmecTtu
KeHTaypKnTe, UrHOPUPAjKU M HACUMHWYKATE, A@CTPYKTUBHU 8HTarOHM3MW KapakTepucTuHH1 3a KeHTaypo-
maxujaTa. KeHTaypomaxuvjaTta Ke ja 3ameHu Co Mp1CycTBOTO Ha NMMTOMKOT 1 MyZap XWpOH, KOj Ke ja HeyTpar-
W3npa 1 XapMoHuanpa AyxoeHaTa 6op6a mefy nonosuTe. Co NpUCYCTBOTO Ha KeHTaypkuTe, Hema Aa ro akTy-



anuavpa CrOHTaHO camo apxeTwroT Ha MajkaTa Ha KeHTaypuTe®, UnM 4a ja peakTtyanusupa TakaHapedeHa
Tpaguumja Ha [eja’. TyKy BO HEroBUTe CMMKMW, HW3 JyKCTanOHMPaHUTE NIMHeapH! CroeBu W AWCKPETHOTO
CYMTUMHO KOMOPUCTUYKO aKLEeHTUpPare Ha (DOHOT, eKCMMULUMTHO Ke ja N3rpaau aypata Ha pajckuTe, Lmeu-
NU3NPaHU, U 3a AEHELUHOTO Bpeme He3amUC/IMBU, NapTHepPCKKU OMUITECTBA, KOW HeKorall peasiHo ersucTu-
pane BO UcTopujaTa Ha Yoeedkara esonyuuja’.

Mokpaj KNacu4HUTe MeTOAN 3anajHUTe apXxeonosn M Kopwc-
TaT MarHeTHWTE CeH30pW, nacepckarta W caTenuTcka TexHo-
noruja.

Og 1961-65 r. Llejmc MenapT npe ro oTKpuBa gocera Haj-
roneMmnoT HeonuTCKK ypban rpag Yatan Xyjyk Bo AHagonuvja
Koje e gaTupaH mefy 7400-6500 r. n.H.e. Bo nepuog o 4eT1pu
r. oTkpuenw ce 200 3rpagu Ha 13 pamHuwra. MNokpaj osue
HEBOOOWYAEHW APXMTEKTOHCKW MOBEKCIOjHKM, CynepnosupaHi
rpaabu, OTKPUEHW ce aHcambrn Ha MOHYMeHTanHo suAaHo
CNMKapcTeo U penjedu, Kako u BpojHKU Apyrv 3HaqajHu npesa-
METW KOW rosopart 3a efeH 6oraT couuo-KyNTypeH WU eKOHOM-
CKMOT XWBOT. BpojHUTe onTapu-cBeTUNMWITa UHAWLMPaaT 3a
nocToere Ha rofieM penuvricku LexTap. Ha swaosute Gune
HACNWKaHW pasfnu4Hi  300MOPMHM, AHTPONOMOPCHHU U
nejaaxkHn MoTueu. CumbonuamoT 1 churypatueHaTa yMeTHoCT co
Koj e mpeborar NoKanUTETOT, yKaxyBaaT Ha NoHYUTYBareTo Ha
KynToT Ha Borunkata Majka. Vickonyearsata of pasrivyHu
APXEONOLWKW EKUNW Of, CUTE CTPaHW Ha CBETOT, NMepMaHeHTHO
TpaaT ce A0 aeHec. Co CUrypHOCT Ce 3Hae AeKa XXMBOTOT Ha 0BOj
nokanuTeT Tpaen og 7400 r.n.H.e. 4o 900 . H. e.

Mog BankaH, MMmbyTac ja nogpastupa nopaHewHa COPJ,
ogHocHo Makeponwja. Bo Monumenta Arhaeologica 1, 1976, v
o6jaBuna peayntaTuTe of HejaMHUTE UCKONyBarba Noj Hacros:
Neolitic Macedonia as reflected by excavation of Anza.
Southeast Yugoslavia. Taa ce hoKycupa Ha KynTYpHWOT passoj
Ha HeonuToT npeg WHAo-esporckute snvjaHuja. HejsuHWTe
ucTpaxysarba v objasuna Bo: The Civilization of the
Goddesses; The Living Goddess: Ho. B0 KHurata The Goddes-
ses and Gods of Old Europe 6500-3500 b.c.: Mythos and Cult,
Taa e Mefy NpBuTe Koja roBopy 3a couujanHara CTpykTypa, 3a
YMEeTHOCTa, penurujata, mutonorujata v 3a nUCMOTO Ha Heo-
NUTCKUTE XuTenu. Mpeky HejsMHUMOT WHTEePAUCUMNNUHAPEH,
TakaHape4eH “apxeoMMTONOWKKU" MeToA, Taa ja aucepeHuupa
matpuuyata Ha Ctapa Espona oa natpujapxanHata WHAo-
eBponcka 6poHaeHa epa. [loafarsTo Ha VIHao-eBponjaHuTe Kou
ja ‘nounTyBane MOKTa Ha CMPTOHOCHaTAa OWTpWUE”, BCYLWHOCT
ro 03Ha4YyBa NOYETOKOT Ha nponararsTo Ha CTapoeBponcKUTe
LMBUNU3AUMK, T.€. KPajoT Ha MaTpuoKanHUoT, MaTpunvHeap-
HWOT, MUPEH 3eMjodenCcKu nepuoa,.

Bop6aTta Ha KeHTaypuTe co JlanuTute ja cumbonuuspa topba-
Ta Ha puuTe co BapeapuTe. [oJoUHa apxeTunoT Ha KeHTay-
pomaxujata Ke Ce npenosHae Bo 6ubNuckuTe Jasadv Ha
Anokanuncarta. CospemenuTe KenTaypu-JaBaqun u aeHec, Haj-
rofeMMoT Aen 04 OCTATOKOT Ha CBETOT, CUMBONUYKK ceyLiTe
ro naeHTUdmnKysaat co Jlanutute.

Cnopes, Hekou npepaHwja, KeHTaypute 6une feua Ha
WNKCUOHOBUOT CUH KeHTayp W Ha MarHeswckuTe Kobunwu.
TOpPHWOT Aen of TenoTo ro Hacnedune of TaTkoTo, a JOMHUOT
oag MmajkuTe. Ha HajeTapuTe cnomeHuuu, Tue 6Gune
NPpVKaKyBaHK BO BUA Ha HOBEYKK hrypu co YeTUpy Ho3e, Ho,
oA, KpajoT Ha 6 B. M.H.e., 4ONHWOT fen GWN NpuKaxysaH co
KOH:CKM HO3€.

XunoTtesata 3a Tpaguumjata Ha Meja-aemjata, NOTOYHO BpeMe-
TO Ha HEOnWTOT, Ke ja nmpoMoBupaat naneobuonosute Lynn
Margulis n James Lovelock.

ApxeonollkaTa HayKka ywTe 8o 19 B. He NpoHajae aokasu gexka
XeHaTa My Ounia NoTHUHETa Ha MaxoT. 3a nHTepnpeTauuuTe
OKOMy JoMuHauujatTa Ha MaTpujapxaToT W naTpujapxartor,
ceylTe HeMa apxeonoLikv fokaau. Tue, HanpoTWs, UM 0AAT BO
NPWNOr HA COBPEMEHWTE OMUTECTBA KOW ja NoApXKyBaaT A0MU-
HalujaTta v cybopavHauuvjata. HuBHaTa BMCTUHCKA anTepHa-
TWBa, Koja & W Hay4HO noTeBpdeHa, Owne napTHepPCcKuTe
onwTecTea. Bo Toj ONWTECTBEH CUCTEM, PACBET/IEH & HauUHOT
Ha opraHuavparbe Ha YOBEYKWTE OAHOCH BO KOW, MONoBUTE
pPasnuKky He ja nosHaeaaT WHEPUMOPHOCTA W CynepuopHocTa.
OHa WTo A0 cera cMe ro y4ene noj noMMmoT uctopuja, ouna
camMo WCTOpMja Ha AOMUHAHTHUTE BMAOBK, 3anncK 3a Malikarta
NOMWHauuja, 3a aBTOpPWTapHWTE, HacUMHW LUBMNU3ALMK KOW
nodHane ga enageat oA npef 5000 r. na cé Ao AeHec.
HajHoBMTE apxe-Haoaw Kou Hi  ru nocodysa [umbyTac,
nokaxkyeaaT Aeka co goafareTo Ha MHhoesponjaHuTe, (Kako
WTO e BeKe NocoYeHo), nponagHana uusunusauuwjata Ha Ctapa
Eepona, a co Toa W napTHepckuTe onwTecTsa. MoaeTanHo 3a
oBaa npobnematvka Buam v kaj: Eisler Riane, The Chalice and
the Blade: Our History, Our Future, Harper, San Francisco, 1987



Konca PIRKOSKA

THE MESSENGER OF THE MYTH

As an artistic and literary use of the religious beliefs spread out somewhere between Asia Minor and
Toscana, between Macedonia and Crete, the mythology starts in Euripides’ time and doesn’t end with us...
Marguerite Yourcenar

The interdisciplinary and technological methods used in the contemporary archeology during the exca-
vations and analysis of the artifacts’, are still incapable to date precisely and interpret the symbolic meanings
not only of the material but also of the spiritual culture i.e. the beginnings of the mythology. We are only posi-
tive that the “mythology doesn't end with us”. But, we are also certain that many authorities may oppose
Yourcenar that the mythology” as an artistic and literary use “doesn’t begin with Euripides. The latest archeo-
logical finds show that the beginning of its use in various forms or genres goes back to Neolithic Age.* These
pre-patriarchal, so called “partner societies”, were called civilizations of the Old Europe by Maria Gimbutas, and
she locates them on the Balkans® and Greece. After many decades of research, decoding and interpreting of
the symbols, i.e. of the messages of art, religion and mythology of the Neolithic societies that she calls matri-
focal societies, she considers that the script of the civilizations of the Old Europe was 1000 years older than
the Sumerian one.

But, what is the reason to start this introduction to the exhibition of Sveto Manev diving deeply into the
time? Undoubtedly the reason is the unusual use of a mythological motive. The author himself emphasizes that
the enlarged motive doesn't appear as an essential constituent structure, but as an interesting visual provoca-
tion, as a simple narrative background speaking of love among the sexes, of the love between the horse and
the man, and of preventing their destructive drives.

But regardless to the unpretentious, simplified mythological cycle of the author, our distanced reception
will provoke us to unveil some hidden and essential elements for us, referring the archetype of the mythologi-
cal and poetic structure of his concept.

But, prior to elaborating the hidden behind his invisible sub-context, we would make a relatively brief
digression and we will follow up the creative chronology of Sveto Manev, which means to come gradually and
spontaneously to his current topic and style preoccupation.

We will revisit Manev's the first stage and his complex drawing, meticulously sketched decomposing
morphological structure of the human body. This stage is differentiated in style and in terms of media in all his
next creative stages. With grotesque manifestation of the carnal nature of man, through the simulation of logic
in I'art informel and surrealist manner, he presents the inner psychological conflicts, the dynamics of the
destructive, demonized nature of the spiritual being of the man.

After the morphologically fragmented and decomposing concept, Manev directs towards a mimetic construc-
tion of the body. The style and motive landmark makes him concentrated on the animal body. It is replaced morpho-
logically, but on the other hand it is closely connected symbolically to the being of the man. Through the replace-
ment of the man with the horse, the artist actualizes the animal side of the human being. In the world of symbols,
the dual nature of the horse is treated as an equivalent of human nature. The horse simultaneously possesses the
chthonic-lunar and the celestial-solar principle. In the psychoanalysis he manifests the unconscious psychological
life that is close to the archetype of the Mother, i.e. to the archetype of the world’s memory. The horse at the same
time symbolizes the instinctive, destructive and the creative nature of the man. Seduced by the domination of the
drawing, by the arrogant and dynamic moves of the lines with which the total anatomic configuration in his compo-
sitions is constructed, we are trapped in a mimetic mirror image wherein we see the reflection of our own animal-
ism. Being “awaken” by the fascination of this morphological seduction, we are welcomed in a synchronized man-
ner by the sting of the irony and self-irony too. This irony protects us only virtually of the Nature's hierarchy and the
ethic self-erring about the higher and over imposing nature of the human being.

After this cycle, Manev in a subtle manner anticipates and articulates the serial and topic passes and
changes in his following cycles. The absent human being takes him back in his afore created stud farm. The
beauty and the elegance of the body of the horse and of the rider are treated equally. The artist directs into a
unique rhythm the alternate shading of animal into a human energy and vice versa. He brings down the dual-
istic principle to a single voice that speaks of a common gasping and pulsation. The lines synchronized between
the horse and the rider, are coordinated through their playful movements of the body, through various angles,
shortcuts and directions. The inner mood suggests distant spaces coming out of the canvas frame. The rider,
i.e. “The Messenger”, should stretch out within his time framework over the unconquered spaces; he should
bring the message and arrive to the imaginary destination created by the artist.

The messenger arrives to his destination and steps into the artist's newly designed cycle anticipating the
birth of the old-new ancient mythical motive, articulated in the cycle She-Centaur. As in the other mythic images
this motive is manifested through a visual and symbolic transformation, i.e. through a carnal and physical union of



man and the horse. With the mutual love of the man and the horse i.e. with the sexual differentiation, the author
expands the ancient tale on the mythological conception of Centaurs. The artist intervenes directly in several lev-
els and overthrows the patriarchal and ancient cocoon embedded in the structure of this hermetical myth. He
opens widely the door and imposes his own idea for this mythological tale. With this stage he penetrates into the
larger “reality” and not into that one which is confined in the logical system of this myth. The mythic background is
just a cause to “polemicize” with cast away, repudiated and absent beings. The polemics makes us aware of the
region of oblivion, deeply buried in the dark spaces of the myth. The artist sees the remnants and the deficiencies
of one layer in the tale, in the mythical language of our ancestors, where very often there are a lot of understate-
ments. In this tale he recognizes the complete phallocratic structure and its patriarchal and violent domination.
Through this cycle, the author opens new possibilities for transformation and re-affirmation of the old sacio-cultur-
al and sexual fixations. “Correcting” the injustice he re-defines and re-shapes the meanings, he creates a new skin
and a different reading of this myth. He carves intuitively and reaches the “world’s memory” i.e. the Great Goddess,
unconsciously. As mentioned before, Manev performs a rational subversion in the narration and in the symbolic
order of this myth. In his creative space, he points out the possibility to “de-reconstruction of the myth” sponta-
neously and in the spirit of Judith Butler, not only through a visual but also through a mental analogue construc-
tion. By this de- reconstructive process of the myth, he produces a turning point in the narrative strategy. He directs
us not only to the archetypes, but also to the archeological artifacts of the period of lost paradise of the harmo-
nious partner sacieties. We do not recognize the symbolically articulated archetypes only in the dominant harmo-
nious partner motives, but in the drawing, lineally piled up palimpsest structure of the artist’s canvases which have
the titles like: “Promenade”, “Harmony”, “Love”, “Duel”, and “Journey”, “Rivalry” etc. The author denies complete-
ly the possibility to be out of the myth with illogical absence of one of the sexes in it. Introducing the she-Centaurs,
Manev similar to Rodin, supports directly the thesis of Levy - Strauss which says that the “logical is natural for a
language”. He imposes and plants something on this myth which is not only mythologically fundamental but is a
real deficiency in order to become entire and harmonious. The fatherland of Centaurs —Magnesia is replaced by
his own creative space. He places she-Centaurs in place of the absent Lapithae* , ignoring the violent and
destructive antagonisms which are specific to centauromachia. He replaces the centauromachia with the presence
of the gentle and wise Chiron, who neutralizes and harmonizes the spiritual battle among the sexes. The pres-
ence of the she-Centaurs, he does not actualize not only the archetype of Centaurs’ mother® neither he reactual-
izes the tradition of Gaea®. Instead of that, he builds explicitly the aura of the paradisial, civilized and unimaginable
for present times, partner societies that have existed in the history of man’s evolution, through juxtaposed lineal
layers and with discreet colorist accents on the background.”

The battle of Centaurs with Lapiths symbolizes the battle of
Greeks with the barbarians. Later on, the archetype of the cen-

Footnotes: 4.
1 The archeologists from the West beside classic methods also

use magnetic censors, laser and satellite technology

tauromachia is going to be recognized in the biblical Riders of

2. Inthe period of 1961-1965 James Mellart finds the greatest the Apocalypse. The contemporary world still identifies the
Neolithic urban settlement in Catal Hoyuk in Anatolia dating Centaur Riders with the Lapiths.
from 7400-8500 B.C. Within this period 200 buildings on 13 According to some legends Centaurs were sons of Ixion's son
fields were excavated. Besides these unusual, multi-layered, Centaur and the Magnesian mares. The upper part of the body
superimposed buildings, complexes of monumental mural was inherited from the father, and lower part from the mother.
paintings and relieves a proof for a prolific social, cultural and In the ancient monuments they were presented as human fig-
economic life, are discovered. Numerous altars and sanctuar- ures with four legs, but from 6 C B.C. they were presented with
ies indicate the existence of a huge religious centre. The walls horse legs.
were painted with zoomorphic, anthropomorphous and land- The hypothesis on the tradition of Gaea-the Earth, precisely the
scape motives. The symbolism and the figurative arts in this Neolithic Age, was promoted by the paleobiologists Lynn
archeological site, shows the worshipping of the Mother Margulis and James Lovelock.
Goddess. The excavations have been continuing up to present The archeology even in the 19 century has not found a proof
days. It is confirmed that this site was active from 7400 B.C to that the woman was subordinated by the man. There is not
900 AD. archeological evidence on the domination of the matriarchate
3. Balkans for Maria Gimbutas is ex Yugoslavia, i.e. Macedonia. or patriarchate. This evidence is useful for the modern societies

In Monumenta Arhaeologica 1, 1976, she published the
results of her excavations under the title: Neolithic Macedonia
as reflected by excavations of Anza, Southeast Yugoslavia.
She focuses on the cultural development during the Neolithic
age before the Indo-European influences. Her researches are
published in “The Civilization of the Goddesses;The Living
Goddess, but in her book “The Goddesses and Gods of Old
Europe 6500-3500 B.C. Mythos and Cult, she is the first to
speak of the social structure, arts, religion, mythology and the
scriptures of the Neolithic inhabitants. Through her interdiscipli-
nary, so —called “archeomythological” method she differentiates
the matrix of the Old Europe out of the Indo-European Bronze
Age. Arriving of the Indo-Europeans who “respected the force
of the mortal blade”, denotes the beginning of the destruction of
the old European civilizations and the end of the matrifocal,
matrilineal and peaceful agricultural life.

that support the domination and subordination. Their real, sci-
entifically proved alternative was partner societies. The rela-
tions in that social system in which the sexual distinction is not
recognized by inferiority or superiority, the manner of organiz-
ing the human relations are enlightened. The history we stud-
ied up to present days was the history of the dominant species,
of the scripts on male domination, authoritarian and violent civi-
lizations that started their rule 5000 years ago. Recent archeo-
logical finds, pointed out by Gimbutas, show that the fall of Old
Europe's civilizations (therefore of the partner societies too)
began with the arriving of Indo-Europeans. For detailed infor-
mation on this see: Eisler Riane, The Chalice and the Blade:
Our History, Our Future, Harpes, San Francisco. 1987















e

N LA

=















CBETO MAHEB

PopaeH 1945 Bo CB. Hukone. Akagemuja 3a npuveHeTa yMeTHOCT 3aBpLinn Bo Genrpag 1970. YneH e Ha AJIYM u Ha
nukoBHaTa rpyna ,77". CTYAWCKW NPecTon Bo AHrvja, Tpunja u Moncka.
Anpeca: Hukona Tpumnape 24/3-5, Ckonje Ten 3238 269 (aTere 2057 195)

CamMoCTOjHU M3NoX6u:

1975 -Bbutona, YMeTHUYKa ranepuja

1986 -benrpag, CTyAeHTCKN KyNTypeH LueHTap
Ckonje, LleHTap 3a kynTypa 1 MHchopmaLmm
Benec, YMeTHUYKK canoH

1987 -Butona, YMeTHu4Ka ranepuja

1988 -Bpounag ([Moncka), ®akynTeT 3a NoymTexHuKa
JbybreaHa, Fanepuja ,Komepy"

1989 -butona, lanepwja ,Apc*
Ckonje, lanepuja ,besncteH"

1992 -HeroTuHo, My3ej Ha rpaf HeroTuHo

1995 -CpeTun Hukorne, [lom Ha KynTypata
Ckonje, Mpadudka mana Ill, Fanepuja ,Ctobn”

1999 -buTtona, JlukoseH canoH ANYE ‘99

2000 -Ckonje, KynTypeH MHhopMaT1BeEH LeHTap

2006 -Ckonje, My3ej Ha rpag Ckonje

WNanox6u co rpynara 77

1979- Butona, YMeTHU4Ka ranepuja
Oxpug, OJom Ha KynTypaTa
Crtpyra, XoTen ,LpH Apum*

1980- Ckonje, CanoHx Ha [1JTYM
BuTtona, JInkoBeH canoH

1981- butona, YmMeTHW4Ka ranepuja
KymaHoBO, YMeTHuqKa ranepuvja

1982- benrpag, KHwxapa - LietnHcka 8
BuTtona, YMeTHU4Ka ranepuja

1983- Ckonje, LleHTap 3a kKynTypa 1 MHhopmaLm

1985- Ckonje, YMeTHWUHKa ranepuja

1987- butona. [lom Ha KynTypaTta

1991- Ckonje, Manepuja AHuma”

2002- Ckonje, IlnkoseH canoH Ha MAHY

TpynHM 1 MefyHapoaHW U3NoX6u - cenekuyuja:

1977 - Ckonje, Mnaga rexepayuja Il
1980 - Hukwwuk, CanoH mnagux
1980- 1997 - KOHTWUHYMpaHo Ha cuTe MoANLWHN N3N10X6M
Ha yptex - ANYM
1984 - Combop, TpveHane Ha cospemeH JyrocnoBeHCKM
UpTex
- Xepuer Hoeu, YMeTHULW 0A NpWjaTesicki rpagosu
- Ckonje, 40 rognH1 Ha Make[oHCKOTO JIMKOBHO
TBOPELWTBO

1986- EpoTMKaTa BO MakefoHCKOTO CrIMKapcTBo
1988- Bpounas (Moncka), MHTepHaumoHanHo Tpuexane
Ha ypTex
1989- JbybrsaHa, JIMKoBHW yTpUHOK MakefoHuje
- MpuwTtuHa, BueHane Ha upTex ‘89
1990- Butona, TpueHane Ha JyrocnoeeHcka rpaduka
1991- 13 3arpebeka Manoxoda Ha JyrocroBeHCKU LpTex
- Bpounae (Moncka), V MefyHapogHo TpueHane Ha
upTex
1992- 1997 - Ckonje, Bo KOHTUHyUTET, SUMCKU CanoH
1994 - butona, MefyHapogHo rpacunyKo TpueHane
- Apxyc (JaHcka), MakefoHcKa KyKa
1996- Mapua, 75 Cnvkapu og MakegoHuja
1997- Ckonje, 50 roguHn Make0oHCKO CnMKapcTBo
1999- butona, 4/1VYE 99
2001- Ankapa, Typuuja
2004- Codpuja, p. bByrapuja, A1YB
2005- by Jopk, CAl

Harpagu:

1976-Harpaga Ha 4J1YB (Majckn canoH - butona)

1981-Ckonje, Liptex ‘81 - ANYM, OTtkynHa Harpaga Ha
Myaej Ha coBpemeHa ymeTHocT - Ckonje

1982- Majcku canoH - Butona, Harpaga Ha ANYB
Liptex ‘82 - AN1YM, OTkynHa Harpaga HYB
KnumeHt Oxpuacku” - Ckonje

1983-MoauwHa nanoxoa ‘83 - ANTYM OTkynHa Harpaaa
Ha habpukata .11 OxTomepu” - Ckonje

1991-Man chopmat - ANYM, Harpaaa .Baxren Kouomar®

1994 - Mpachunuka uanoxba ‘94 - ANYM, OTKynHa Harpaga
Mujadku 3orpadgpu”

1995- IV 3umcku canoH AJTYM, Harpaga sa cnukapcteo
Jlazap JlndeHocku®

1999- XVI Wanox6a ,CnukapcTso man chopmat”, Harpaaa
3a cnukapcTso ,MeToauja ViBaHoBCcKM - MeHae"



SVETO MANEV

Born in 1945 in Sveti Nikole. Gratuated from the Academy of Applied Arts in Belgrade in 1970. Member of DLUM
(Macedonian Fine Artists Association) and the group ,77¢. He has had study tours in England, Greece and Poland.
Address: Nikola Trimpare 24/3-5 Skopje, tel. 3238 269, (atelier 2057 195)

One-man exhibitions:

1975 - Bitola, Art Gallery
1986 - Belgrade, Student Cultural Center
- Skopje, Cultural Information Center
- Veles, Art Show Room
1987 - Bitola, Art Gallery
1988 - Vroclav (Poland), Faculty of Polytechnics
- Ljubljana, Gallery ,Komerc"
1989 - Bitola, ,Ars" Gallery
- Skopje, .Bezisten* Gallery
1992 - Negotino, The City Museum
1995 - Sveti Nikole, Culture Hall
- Skopje, Graphic map llI, ,Stobi* Gallery
1999 - Bitola, Art Show Room DLUB ‘99
2000 - Skopje, Cultural and Information center
2006 - Skopje, Museum of City Skopje

Exhibitions with the group ,, 77"

1979 - Bitola, Art Gallery
- Ohrid, Culture Hall
- Struga, ,Crn Drim“ Hotel
1980 - Skopje, DLUM
- Bitola, Art Show Room
1981 - Bitola, Art Gallery
Kumanovo, Art Gallery
1982 - Belgrade, Book store - Cetinska 8
Bitola, Art Gallery
1983 - Skopje, Cultural Information Center
1985 - Skopje, Art Gallery
1987 - Bitola, Culture Hall
1991 - Skopje, ,Anima* Gallery
2002 - Skopje, MANU

Collective and international exhibitions - selection

1977 - Skopje, Young Generation Il|
1980 - Niksic, Art Show Room of Young Painters

1986 - Eroticism in Macedonian painting
1988 - Vroclav (Poland), International Drawing Triannual
1989 - Ljubljana, Macedonian Fine Arts

- Pristina, Drawing Biannual 89
1990 - Bitola, Yugoslav Drawing Triannual
1991 - 13 Zagreb, Exhibition of Yugoslav Drawing

- Vroclav (Poland), 5th International Drawing Triannual
1992 - 1997 - Skopje, Winter Show Room - continuously
1994 - Bitola, International Graphic Triannual

- Arhus (Denmark), Macedonian House
1996 - Paris, 75 Macedonian Artists
1997 - Skopje, 50th Anniversary of Macedonian Painting
1999 - Bitola, DLUB ‘99
2001 - Ankara, Turkey
2004 - Sofija, Bulgaria, DLUB
2005 - New York USA

Awards:

1976 - DLUB Award (May exhibition - Bitola)

1981 - Skopje, Drawing 81 - DLUM, Purchase award of the
Museum of Contemporary Arts - Skopje

1982 - May exhibition - Bitola, DLUB Award
- Drawing 82 - DLUM, Purchase award of the
National University Library ,Kliment Ohridski* - Skopje

1983 - Annual exhibition 83 - DLUM Purchase award of the
,11 October” Factory - Skopje

1991 - Small Format - DLUM, ,Vangel Kodzoman* award

1994 - Graphic exhibition 94 - DLUM, Purchase award
.Mijachki zografi*

1995 - 4th Winter Show Room DLUM, ,Lazar Lichenoski*
award for painting

1999 - XVIth Exhibition Painting Small Format, ,Metodija
lvanovski - Mende" award for painting

1980 - 1997 - All annual drawing exhibitions of DLUM
1984 - Sombor, Triannual of Contemporary Yugoslav
Drawing
- Herceg Novi, Exhibition of artists from twin towns
- Skopje, 40th Anniversary of Macedonian Fine Arts
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