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- Ilapko barmeckn
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IHapko bameckn
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Iuknycor cortorpacduu "Bpatu u mnposopuu’ Ha [lapko bameckn e
COAP3KMHA, KOja cO CBOjaTa BHATPEIIHA [UHAMAKA UCTOBPEMEHO IO BO3OYNyBa HALIMOT
BOHMeM, - TH MOOWJIH3Mpa BO Hac W HajllaCUBHAUTE MEXaHH3MU Ha TMPUEMYHUBOCT, a
BOEHO, W HE HCIIOTHYBa CO CNOKOj, cO MmaboK OpPraHCKM MHp KOj 3aji 06pa3oT Ha
MEHJIMBAaTA W MMHIMBA TBap HH O MPEJBECTH MOCTOEHETO Ha HETJIEHOTO,
HEBHUIMBOTO M BewyHOTO. BakBaTa cyryba cocrojba Ha HalIMTe 4YYBCTBA CE
CBUJIETEJICTBO [eKa OBaa BOHpEJIHA JMKOBHA HH3a HE € CaMO M3pa3 Ha €[Ha ONMATHA
BEIITHHA Ha 3abelexyBambe, HE € MPOCTO CBETIIONHUCHO MajcTOPCTBO, Taa € JIMPCKA
moesdja 3amMMIIAHA CO [EPOTO Ha CBETJHHATAa Bp3 MPHCHONAMjaTHOTO JHLE Ha
Bo3kjoTo co3gaHHeE.

Bo Taa cMmmcia, MMeHO, Balecku cmara BO pelOT Ha OHME YMETHHIM, KOH
HEYMOPHO H PEBHOCHO ce OOMIYBaaT, CO OpyAUjaTa Ha MOJiepHaTa [MBTH3AIIH]a 1a Hil
mpeHecat ejlHa CTapOIPeBHA MHCIIa, a HA PacKaXaT e/iHa HeH3THHINBA XUCTOpHja 3a
ceMejHOTO B3aeMojiejcTBHe BO JbyOOBTa Mely HEBHATMBOTO M BHIUTHBOTO, Mery
GecnoueTHOTO H co3mageHoTo. CoouyBajku HE cO pebepHaTa peunTOCT Ha BPATUTE
MPO3OPIATE KAKO CHMBOJHM Ha €[[HAa 3a HAC HEBMJIMBA HO MpPHUCYTHA CTBAPHOCT,
ABTOPOT, CO UEJHOCTA Ha [ETCKMOT BOCXHT, ja ONeBa pacKOIIHaTa MOJIHOTA Ha
[IOCTOEHETO Ha ceilio 8UOUMO U Hesuoumo. BakBHOT MHTEpecC, BO TrojieMa Mepa HE
MOTceTyBa HAa HEMpecTaHaTa MPEOKYMHPAHOCT H ONYMHETOCT CO OHOCTPAHOTO,
HEBMUTHBOTO M HAyMHOTO, KOe PexucepoT AHApej ApceHHeBHY TapKOBCKH ro nMa
3a MpeIMET, a He PETKO U 3a OCHOBHA TeMa Ha CBOHUTE (puaMOBH.

Op gpyra cTpaHa, Mak, efleH BO OCHOBa ¢opmanen Oener, He TONKY BO
JUTaboUYrHA KONKY BO LIHPHHA TO OpPAacKollyBa OBa CBETIOMHCHO cobutne. MmeHo,
cnegejku ru pororpacduuTe BO OHOj MOPEOK KOj a(hTOPOT TO 3a1aBa, 3abenexyBame
CMHCJIEHO, ¥ BO €leH KOHTHHYMpaH TeK IOCTaBeHO, rybere Ha MEpCleKTHBAaTA.
Ocno6ofyBameTo OJf JHHeapHaTa NMepcrneKTHBa € JIBHIIKA Koja Ha coTo-rpadoT-
packaxcysat My OBO3MOXYBa BO MOTHONHOCT Ja Ii OT(pM 3aKOHUTOCTHTE Ha
umuiiaimiopexaitia ewitiuna. Ha Toj HaunH, CBETIONMCOT NOCTaHYBA AuUpUieH, TO €CT
¢poTorpadujaTa MoCTaHyBa iloe3uja Ha CEEMAUHALILA.

Hecauunaiia caudHocill KOja KAakO CAMBOIM BpaTHTE M MPO3OPLHTE ja
cogpXKaT, yKaXyBajKi Hil Ha WKOHWTE KaKO MP30pUM HU3 KOM CME BO MOXHOCT
GTArOjaTHO [a OMITHME co HeGecaTa M HEJ3MHHTE CBETH XHWTEIH € OHa,
HajaboKOoTO, 61 ce PEeKJIO OHTOMOIIKO HUBO Ha LHKITYCOT "Bpatu u nposopuu”. Ce
pa3bupa, JTMYHOCHATA NUMEH3Wja Ha MKOHATa € OHaa KOja MKOHOMHCOT IO YAHH
GOrOCIOBCKA MYAPOCT, a He JHKOBHAa YMETHOCT, Ge3 Hea MKOHaTa 6u Omnma 6oja Ha
nacka, 6u 6una caukapcrBo. Ho monsysajkd ro MpOCTHOT NpU3HAK HA BPATHTE M
MPO30PIHTE HE KaKO pasjielyBame, TYKY KaKo KOMYHHKaI#ja moMery JBe MpHUCYCTBa,
nomery [Be CTBAPHOCTH, OBHE CBETJIONHMCHH TBOPOH HE BOBEJIyBaaT BO OTKPOBEHCKATA
vmcia Ha orten IlaBen Anekcamiposnd (QIOPEHCKH, KOj BellH: "..Xpamoil be3
wkoHociac e 0d8oeH 00 0AMllapoili co Hedpoboen sud; @ UKOHOCILACOW 60 Hez0
fipobusa fipozopul, U MOZAW HU3 HUGHUIUE OKHA Hue znedame, bapem moxce 0a 20
GUOLME, OHA WWITIO Ce CAYHYBA 30 HUS, - Husullle ceudeitieat Boju. Ha ce ynuwitia
uKonuille - @oa 3Haun 0a ce sasudaaii Apozopuyuilie; dodeka Hadpoiius, da ce
wzeadaiti u ciiakaaifia Kou u ape4vaiti Ha OyX08HAWlA CEellAURA oa dotipe 00 OHlle KOU
ce cilocobHu da ja 6uOQill HelloCPeOHo, CAUKOBUIIO Z080pejKU, 80 AposupHUo
Ge36030yuen Aipocifiop , - Woa 3Ha4u 0a ce Hay4u 0a ce Ouue eidep U da ce Jusee 80
caeffinociiia Ha caasaiia Boxwja;, Wozaw Kkoza ioa Ke 6ude, MatiiepujantHuon
wKonOCTIac 1 camuoill fio cebe ke ucqesne 3ae0HO co Leaoiio obauyje Ha 060] ceeld, U
co ucuesHysareilio Oypu U Ha camamia eepa U Hadexc, 3aulitio OCUIaHY8da
co3epuanueitio 80 Huciiaiia mybos Ha seHHaia caasa Boxja...".

MeTonu 3n1aTaHOB



Darko Bageski's series of photographs entitled as "Doors and Windows is an exibition
whitch, by its dynamics, attracts our closest attention, and, at the same time, it mobilizes
our most subtle mechanisms of perception. Baseski's photographs bring us tranquility; a
deep organic peace whitch, by means of an alterable and a transient medium, prophesises
the existence of the intransient, the invisible, and the eternal. The feelings , that
Baseski's visual art awakens verity the-fagt that his works are not a result of a mere
skillfull perception; of a mere mastery of photography making. His works are lyrical
poetry documented by the light that falls on the omnipresent image of God's creation.

In the light of that, Baseski is among those artists who, using the modern
civilization's implements, untiringly and zealously attempt to communicate an ancient
idea: to present an imperishable history of love's close synergy between the visible and
the invisible: between that which has no beginning and that which has been created. The
author make us face the relief-shaped expression of the doors and the windows that
appear as symbols of an invisible, yet present reality. With an innocence and with an
admiration of a child, Baseski glorifies the magniticent fullness of the existence of all
things visible and invisible. Such interest of his largely resembles the incesable
prencupation and enchantment by the things pertaining to a different reality; the things
above the level of reason which are frequently points of interest in Andrei Arsenievich
Tarkovsky's films.

On the other hand, a basically formal trait (in terms of scope rather than in terms of
depth) gives splendour to this event of photography making. Namely, following the
author's ordering of his photographs, one can notice his well-conceptualized, his
continuously-set loss os perspective. The liberation from the linear perspective is the
drive which enables the photo-graph-er/narrator to renouce to completly the rules ot an
immitation skill. Thus, these photographs acquire lyricism, i.e., the pictures become
poetry of light.

The non-resemling resemblance contained in the doors and the windows (acting as
symbols) points out to the existence of icons as windows through which we can
blessingly communicate with heaven and with its holy dwellers. It is the non-resembling
resemblance which appears to be the deepest, the ontological level of Baseski's "Doors
and Windows"series. Of course, the personal dimension of icons is the one which makes
icon-painting a theological wisdom, not a visual art. Without this dimension an icon
would be just colours on would; it would be a mere painting. By making use of the
simple feature of the doors and the windows (not as a separation, but as a
communication between two forms of presence; between two realities) Baseski's art of
photography alings with father Paul Alexandrovich Florensky's revelation-bearing idea:

"A temple lacking an iconostasis is separated from the altar by an inpenterable wall.
The iconostasis in such a temple breaks open windows, and then, through its openings
we see, or at least, we can see what is happening behind them, i.e., behind the living
testifiers of God. Destroying the icons means shutting the windows. Conversely, removing
the glass that prevents the spiritual light from reaching those who are able to see that
light directly (or, figuratively speaking, in that airless transparent space) is learning how
to breath ether and how to live in the light of God's glory. Once this happens, the
material iconostasis will disappear together with the entire shape of all things of this
world, as well as with the very faith and hope, since, that what remains is the
contemplation in pure love and the eternal God's glory.”

Metodi Zlatanov



CTAPO 1 HOBO



1T 1
e L
L L R Rl B
EEE o e .

1
% L - [ —




LIBETHA ITIOPTA



ITPO30OPLIMUTE HA KEIIE



3ATBOPEHA IIOPTA
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BPATATA HA CB. JOBAH KAHEO



Opranmnsarop: 3opuna Jlojnyp Borpanoscka m MKI]
ITpeBox Ha aHTIHCKH: Jbymao CniacoBcku

I'pachmuka noproroska: CKEHIIOUHT

Kommjyrepcka o6paGorka: e NOWA

ITeyaTewmeTO ro OBO3MOXKH:

SOROS CENTER FOR CONTEMPORARY ARTS
- SKOPJE, MACEDONIA
CoPOC LIEHTAP 3A COBPEMEHWM YMETHOCTWU

- CKOTUE, MAKEAOHWJA

IMeyatn: Ileyarnuna "MHJIE" - Cxonje
Tupax: 500 npaumeponu
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