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Op yuknycoT "Efpa Ha xopuaonToT I, 1988

KoM6WHWpaHa TexHWKa Ha nnaTtHo, 79x89

From the Cycle "Sails on the Horizon I", 1988

mixed media on canvas, 79x89




INunjaHa Hegenkoscka uMuUTpoBCcKa

"PanaBuoT NNecok 3a fa He ja pacurne
rnaBaTta co Koca of 3MuM, Toj ja
rnokpuBa 3emjata co efjeH croj Ha
nvcja fa buge Meka, ja npexkpusa co
CHUTHH rpaHyYnrba U3HUKHAaTH 11of
Bogarta M Tyka ja cTaBa rrasaTta Ha
Megysara co nuyeto
Hagony."(Osugne)

CNAB4HO COKOJIOBCKW:
MaTepujaTa Kako npeau3Buk

EHdopMenoT unm cnvkapcTBOTO Co MaTepujata e eHo of,
HajBneYaTIMBUTE U MOXXeOU HajUHCNMpaTUBHWTE MecTa BO UCTopujaTa Ha
CcOBpeMeHaTa MakefoHCcKa YMeTHOCT. Heroearta rnojasa BO MaKeoHCKUOT
NVKOBEH NpocTop Jatupa of KpajoT Ha 50-Te 1 noYeTokoT Ha 60-Te
roAMHU1, a YMeTHUUUTE KOoU ro npudpaTija oBoj MMKOBEH M3pas co3fanoa
Aena Kou ce B6pojyBaat Mefly HajaHayajHUTe NMKOBHU OCTBapyBarha Ha
MakefoHckaTta yMeTHocT. [NeTap Mases (nokpaj Pogorsy6 AHacTtacos,
PucTto Kanuescky, [iparyTvuH ABpaMOBCKW) ce HameTHYBa Kako egHa
0co6eHO MHCMMpaTUBHA TBOpPEYKa NMUYHOCT, KaKo YMEeTHWUK BO YuK dena
(oHue op, 1962. fo 1966.) maTepuwjaTa MPOroBopK co jasuk 6/IM30K Ao
ja3NKOT Ha ronemuTe eBPONCKU MajcTopy Ha eHdopMenoT. 3aToa oB1e
[Aena He ce camo Jen of e4HO rofieMo NIMKOBHO ABUXEHe, ABUXKEHhe Koe
nocne |l cBeTcka BojHa ce MpoLIMPU pedrc HA3 LienuoT cBeT. Tue ce
npoAnaboYeHn UCKYCTBa HAaTOMEHU CO UCKPEHOCT W Bo36yAa : BO HUB
marepujaTa ja nokaxka Lenara ceoja yb6aB/MHa HO M CBOETO pa3opHo nulje.
Toa ce gena uvja noasemHa cuna ce YyBcTByBa U feHec. Cnvkute Ha
Cnageyo CoKonoBcKU Toa Hajaobpo ro nokaxysaar.

AKO MoaepHuTe cnnkapu Bonc, Aubudpe, Tannec cnukapcTBOTO ro cpakaa
KaKo cocTojba Ha Hy>KHOCT BO KOja MaTepujaTa ro nokaka cBoeTo

4y AOBULIHO NU1Le, Kako nuueTo Ha [oproHa Koe NpBo y>KacHyBa, a rnoTtoa ja
ckameHyBa cBecTa, 3a CnaB4yo CoKONOBCKU CNMKapCTBOTO & cocTojba Ha
NpeAu3BUK BO Koja Ha MaTepujata 1 ce ofi3ema HejsUHUOT cTpalleH
nornes. Bo HeroBuTe cnunkn maTtepujata e ocrioboeHa off KoHoTaTUBHaTa
TEXMHa Ha oHa WTo ApraH ro TonkKyea Kako " ... Tpollerbe, nponararbe Ha
NpoXKvYBeaHaTa eraucTeHyuja co Koja ce noucToBeTyBa UNn n3egHadyea
caMaTa ersucteHymja Ha yMeTHUKOT..." u gobusa gnaboka noercka
pe30HaHL|a Ha HeWTOo NecHo, TpaHCMNapeHTHO, Ha efeH B 6€3TEXNHCKO U1
AVCTUHKTUBHO 3HaYerbe KakBo WTE e OHa Ha 04pasoT BO orfiefanoro.
CnvkuTe of yuknycoT " Efpa Ha XOpu3oHTOT ", n3paboTeHn BO TEKOT Ha
1988. (McTara roguHa 6ea U3NoXeHU Bo [IoMOT Ha MNaauTe) jacHu ce Bo
cBojara noetcka obpaboTka Ha MaTepujata. C€ e oBfje NecHo, NOETCKM
M3HUjaHCVpaHo: Aypy U oHa rpy6o nNnaTHoO WTo ro hokycupa 1 BoBrieKyBa
norfieAoT BO COMNCTBEHOTO TKUBO, Na K OHaa HenposUpHa U UBpCcTa ofloBHa
mMaTepuja WTo Ha MecTa ja Aenv unu obpabysa crivkaTa. 3rycHaTu BO
KOHKPETHU NTMKOBHU chopMU (TPUAronHUK, XOpu3oHTana, BepTukarna), Tme
He ofjaBaaT BMe4yaToK Ha TeXWHa, Ha 0O6peMeHeTOCT CO COMCTBEHOTO
MOTEKII0 U 3HaYetbe. MoBeKe fenyBaaTt Kako 3Hayw, Kako Tpari 3apobeHu
BO COMOCTBEHOTO UcYeKyBatbe. MicyekyBatbe Ha wTo? LLTo Moxe fa ro
pasbpaHyBa 6enMoT NpocTop Ha cnvKaTa BO Koja MaTepuvjaTa ro BTucHana
CBOETO NnuLe U36erHyBajku OMpeKTHo 4a ro nokaxe? Vnu WwWro MoXKe ga ce



yye HU3 TparuTe U 3HayuTe BO KoM ce MpemMosyyBa OHa WTO ce 3Hae, oHa
WTO HeKkorall Gelle TONKY CUMHO, TONKY HeM36eXHO BO cBojaTa pasroneHa
cTBapHocT? AKO OBME 3Halv OTCTanyBaaT 0f] NOPefOKOT Ha
eraucTeHuujanHaTa 6IMCcKoCT, MopefoKoT BO Koj " 6rinckocTa e cocTojba
Ha 6UTUEeTO-BO-cBETOT" (ApraH) , Torall WTOo e Toa WTO OBa oTcTanyBarbe
ro OBO3MOXYBa 1 OBO3MOXKYBajKu ro, ro goseflysa BO HOB NMOpefoK Ha
3Hayerbe?

Of, acneKT Ha aKTyesIHMOT NMKOBEH ANCKYpC, NpodnnvpaH Bo
nocnegH1Be AeLeHny, Toa e CaM1OT JIMKOBEH jasuk chaTeH Kako cucTeMm
Ha 3HaLW YMja Urpa Ha pasnuKn OBO3MOXYBA HOBW 3Hayetba, nepmyTayuu,
M3oCTaByBarba, NOBTOPYBatba, CUCTEM Ha 3HaLW BP3 KOj WTO 1 ce rpaau
uctopwjata Ha Cmucnara. Bo cnyyajos, jasukoT e oHa cpeauLLIHO MecTO BO
Koe "cocToj6aTa Ha 6UTMETO-BO-CBETOT" eMHCTBEHO U MOXelle Aa ce
nokaxke. JasuKoT e TOj LITO ja OBO3MOXW aBTEHTUYHOCTA Ha oBaa cocToj6a
Koja rojaByBajKku ce , cenak, He MoXelle Aa ja ckpue 1 cBojaTa peTopuyKa
AMMeH3uja: Toa He e cocToj6a Ha HelTo WTo "Tpae", Ha HewWwTo WTo
cyAGMHCKM HE ofpedyBa, TYKy € TOKMY OHa LITO "ocTaHyBa", Kako Tpara,
3HaK, cekaBarbe. BO KOHTEKCTOT Ha Baka cchaTeHMOT jasuk cybjekToT ja
ry6u noTropara Bo cebe cu, HeroBUOT COMNCTBEH UAEHTUTET € TEMENTHO
pasHuwaH. Cy6jeKToT U UCKYCTBOTO Cera v 3amMeHyBaar ynorire npi WwTo
cy6jeKTOT ce cMarnyBa Kako WTo ce 3rofieMyBa UCKYCTBOTO (PoBatw).
MefyToa, UICKYCTBOTO He ro noapas6upa noTrnonHoTo rybere Ha
Cy6jeKTOT, Toa He & XaoTUYHO Mose Ha NoNUBAaNeHTHOCTH, TYKy cocToj6a
Ha opjeHTauuja, Ha cTaB. Toa Hé yuu Aja ce coMHesamMe, Aa
pasoTKpYBaMe COMCTBEHUTE 3a6/1y AU, CONCTBEHUTE NajoBK, 3a Aa
MOXKeMe NoBTOpHO Aa noyHeme. Ho, cera ganeky oA yronuctuHkara
en6a 3a eAMHCTBO Ha ja3uKoT U CBETOT, a 6rncKy A0 oHa "pabHo
MecTo"Ka/le ja3uKoT HU OBO3MOXYBa Aja ce ceKaBaMme U ceKaBsajku ce ja ja
[OXVBEEME Pas/IUYHOCTA Ha BUTUETO.

Bo genata og UMknycoT "EApa Ha XOpU3OHTOT" MOXe Aa ce Hye
PETOPUHKUOT FOBOP Ha 3HAKOT BO KOj ce Kpue »ken6aTa 3a efjHa HOBa
paMToTeXa Mefy ancopbupaHoOTO NCKYCTBO Ha eHdpopmernoT (Mases,
Tanuec) U UCKyCTBOTO LWTO oTcTanysa. Vinu egHa "HoBa paMHoTexa Mefy
HOBOHay4EeHOTO U U30CTaBeHOTO" (Aa rv ynoTpedume 360poBUTE CO KOU
Metep CnoTepAaajk ja onvwysa NocTMoAepHUCTUHKaTa cuTyayvja Bo Koja
eKCKJy3MBU3MOT ja ry6y cBojaTa MoK : HAMeCTO eKCKIy3uBU3am-
U30cTaByBatbe, HAMECTO roNemMu BUCTUHW-HEOOM4HaTa y6aBuHa Ha
"KMBOTHO NoTBpAeHaTa ceTunHocT"). [leka oBa He e camo nosa ykaxysa
NPeTXO4HOTO EKCMPECUOHNCTNHKO UCKYCTBO Ha YMETHMKOT. Bo penara of
1985/86. recTyanHocTa e ocobeHo HarnaceHa: Bo HUB 6ojaTa e HaHeceHa
CO YKECTOKM MOTE3M, BO HUB TECTOT € TeNecHo, MaTepujaniHo
oTenoTBOpyBatbe Ha “"cocTojbara Ha 6utneto-Bo-ceeToT". OHa WTO BO
oBue fena Gelle BO JOMEHOT HA 3HAKOT Kako pechepeHT, Kako ynatyBarbe
BOH IMKOBHOTO npoceAe, Bo "EApa Ha XOpU3OoHTOT" Toa e BEKe CBECHO 3a
cBOjaTa HarnaceHa fIMKoBHa eKcrosvyuja. 3HaKoT e churypa Bo Koja
PeTOpUYKUOT AUCKYPC ce cekaBa ceKaBajKu ce UpoHU3anpa 1 oTcTanyBsa:
MpOHM3Vpa CO CoMCTBeHaTa HafeX Aeka Hekaje NocToM MOXHOCT 3a
"yKOTByBatbe", a OTCTanyBa of TeXuHara 1 036MNHOCTA Ha OHa WTO ce
HyA1 KaKo LjenocHo rybetbe Ha cmucnarta.

MefyToa, MHTEPECOT 3a recToT OCTaHyBsa U NoHaTaMmy npucyTeH BO oBUe
Aena, a ocobeHo BO fenata uspaboTeny Bo NocnefHnBe rogunu (1989-
1993), Ho cera TpaHcchopMypaH BO efHa YyBCTBUTENHA npeoKynayuja co
TeKcTypara: 0floBOTO, APBOTO, MANTepoT, rpyooTO NNaTHo, 6ojaTa...
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Op umknycoT "Egpa Ha xopuaoHToT V" 1988

KoMOUHUpaHa TexHWka Ha wTuya, 35x90

From the Cycle "Sails on the Horizon IV", 1988

mixed media on board, 35x90
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Opa umknycoT "Cnuku co onosHa pamka /1", 1989

KOMOWMHMpaHa TexH1Ka Ha wTtuua, 70x70

From the Cycle "Paintings with Lead Frame /1", 1988

mixed media on board, 70x70




Op yvknycoT "Cnunku co onosHa pamka 1/3", 1990

KOMBMHMpaHa TexHWKa Ha wTuua, 70x70

From the Cycle "Paintings with Lead Frame 1/3", 1990

mixed media on board, 70x70




Op uuknycoT "Kpctosm (1", 1993

KOMOWHMpaHa TexHuka Ha naHen, 40x38,5

From the Cycle "Crosses II', 1993

mixed media on panel, 40x38,5

MefyToa, TekcTypaTa (MOBTOPHO) OBA€E He 3Hayu, OQHOCHO, He ce cBeflyBa
Ha HerocpefyBaHo NMpojuparbe Ha maTepujaTa: TeKCcTypaTa e rnone Ha
KpajHO M3HWjaHCUpaHW HTepdepeHLn Ha IMHeapHUTE, reOMeTPUCKUTE
3HaUW (M3paseHn NpeKy NoBTOpPYBatheTo Ha NPeno3HaT/IMBUTE NIMKOBHY
chopMU Ha TPUArOMHUKOT, KPCTOT... HA3 KOW Ce M3NUBa YucTaTta xenba 3a
cosjaBarbe, CBojcTBeHa Ha egeH homo faber) u Heconupnvsara
YyBCTBUTEJTHOCT Koja ce pa3fieBa HU3 HUB Ha €feH MOLUHe CynTUneH
HauuH, oA6UBAajKX NpuU Toa 6UNo KakBo nouctoBeTysarbe. OTTamy v
cepujanHocTa Bo nocTankara Ha COKonoBCKW: notpebeH e "aMbueHT" Bo
KOj Taa YyBCTBUTEMHOCT Ke ce pasnee,"aMOUeHT" BO KOj HEBUAMUBOTO Ke
ce npeTouu Bo BUANMBOTO. [NoTpebeH e CyKLUecuBEH crief Bo rpagerbeTo
Ha 3aMucnara 3a Ja MoXXaT BHaTpelHUTe Bubpalum aa ce pasnear Hu3
oBUe "HeaoNMPNVBU" 3HAKOBHU OUrypU Yine 3HaYeHe e NoMecTeHo Mefy
TaKTUNHOTO M HeJoMUPIIMBOTO, MaHYENHOTO W CeH3yarHoTo, pakaTa u
cpyeto. Of HUBHUOT JOMWP U3BYPpa efHa HeobU4Ha CETUMHOCT Koja Ha
[enoTo My ja Bpaka cnocobHocTa NoBTOpHO Aa 360pyBa BO CBOe UMe U
TOa HU3 eAHa "TUBKA KOMyHUKauuja MonHa co TaMHCTBEHU cTpyetba”. Toa
e oHaa KOMyHWKauuja 3a Koja Wwro ce 3anara [loHang Kacnur,
KOMyHUKaLuja Koja WTo ro "o6HoByBa HyBCTBOTO HA MHTUMHOCT", a e
CBOJCTBEHA Ha " BU3yenHaTa KaMepHa My3uKa" Koja HacnpoTu
"onepckoTo" Bo yMeTHocTa Ha 80-Te, HacnpoTH "ronemute YyscTea”
n"ronemMuTe KoMyHuKaymu" ... "ro cospasa YyBCTBOTO Ha TpajHa
KOMYHUKaLWja, O4HOCHO Ha oHa WTo BUHWKOT ro Hapekysa "cul-de-sac"
KOMYHUKaUuja, UK cocTojoa Ha HEBO3MOXKHOCT Ha KOMyHuUMpatse. Toa
MO>XKe Aa ce cMeTa Kako cocTojba Ha pasmucnyBatbe, HO CYLUTEeCTBEHO e
[eKa Toa e MoBMeKyBate 0f O4UrNeAHO NaXKHOTO, jaBHOTO jacTBO BO
CKPUEHOTO, BUCTUHCKOTO, ANnaboKo IMYHOTO jacTBo".

NuTepaTtypa

1. G.C.Argan, Studije o modernoj umetnosti, Nolit, Beograd 1982

2. Peter Sloterdijk, Kopernikanska mobilizacija i ptolomejsko razoruZanje,
Bratstvo-jedinstvo, Novi Sad, 1988

3. Pier Aldo Rovati, Preobrazbe u toku iskustva, Republika br. 10, 11, 12,

agreb, 1985

onald Kuspit. S operom je gotovo, Quorum br. 3, Zagreb, 1989
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Og umknycoT "MpuctaHuwHa 6ega |I*, 1989

KOM6WHWpaHa TexHWKa Ha nnaTHo, 150x150

From the Cycle 'Harbour of Misery II", 1989

mixed media on canvas, 150x150



Op, unknycot "Kctoem V", 1983

KOM6MHMpaHa TexHuka Ha naHen, 40x38,5

Fom the Cycle "Crosses V", 1993

mixed media on panel, 40x38,5
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Liljana Nedelkovska
Dimitrovska

"L est the rough sand may spoil the
head with its hair of snakes, he
covers the soil with a layer of leaves
to be soft he coats it with small
branches grown under water and
places Medusa's head there with her
face upside-down".(Ovid)

SLAVCO SOKOLOVSKI : Matter as a Challenge

Informel, matter painting, is one of the most impressive and perhaps
most inspiring moments in the history of modern Macedonian art. Its ap-
pearance on the Macedonian art scene dates back to the late 1950s and
early 1960s, and the artists who embraced this artistic expression have
created works which may be included among the most important works of
Macedonian art. Petar Mazev (in addition to Rodoljub Anastasov, Risto
Kal&evski, Dragutin Avramovski) tends to be a particularly inspiring figure,
an artist in whose works (those created from 1962 to 1966) matter speaks
with a language close to the language of the great European informel
masters. Hence these works are not merely part of a major artistic move-
ment, a movement which spread almost around the whole world after the
Second World War. They are profound experiences imbued with sincerity
and excitement: there matter shows its full beauty but also its destructive
face. These are works the underground power of which may be felt even
today. Slavéo Sokolovsi's paintings show this best.

While the modern painters Wols, Dubuffelt and Tapies understood painting
as a state of necessity in which matter shows its monstrous face, such as
the face of the Gorgon which at first horrifies but then turns consciousness
to stone, for Slavéo Sokolovski painting is a state of challange in which
matter is deprived of its horrifying gaze. In his paintings matter is free from
the connotative weight of what Argan interprets as "a spending, disintegra-
tion of a lived-out existence with which the artist’s existence itself is
matched or identified" and acquires a profound poetic resonance of some-
thing light, transparent, of a kind of weightless and distinct meaning such as
that of the reflection in the mirror.The painthings from his cycle Sails on
the Horizon, carried out in 1988 (and exhibited in the same year in the
Youth Club, Skopje), are clear in their poetic treatment of matter. Every-
thing is delicately and poetically nuanced there:even the rough canvas
which focusses and draws the gaze into its own tissue, and even the opaque
and sturdy lead which divides or hems the painting in some places. Con-
densed in concrete visual forms (triangle, horizontal, vertical), they do not
give an impression of weight, of being burdened by their own origin and
meanings. They rather act as signs, as traces captured by their own expec-
tation. Expectation of what? What can churn up the white space of the
painting on which matter has impressed its face and avoided showing it
openly? And what can be heard through the traces and sings where what is
known, what used to be so strong,so unavoidable in its bare reality, remains
unsaid? If these sings move away from the order of existential closeness -
the order in which "closeness is a state of being-in - the -world" (Argan),
then what is that which makes this moving away possible, and by making it
possible, leads to a new order of meaning?

From the aspect of visual discourse outlined in recent decades, it is
visual language itself, understood as a system of signs whose play of
differences makes possible new meanings, permutations, omissions, repeti-
tions, a system of signs with which the history of Sense is built. In this case,
language is the central and only point where " the state of being - in - the -
world" can be displayed at all. It is language which has made possible the
authenticity of this state, which, having once appeared, could not conceal its
rhetoric dimension: it is not a state of something that 'lasts’, of something
that determines our fate, but is precisely what 'remains' as a trace, sign,
recollection. In the context of language understood in this way, the subject
loses its own support and even its very identity is shattered. The subject and
experience now exchange roles: the subject is reduced as experience grows
(Rovati). Yet experience does not presuppose a total loss of the subject, it is
not a choatic field of polyvalences, but a state of orientation, of an attitude.
It teaches us how to doubt, how to reveal our own misunderstandings, our



Og, yvknycoT "MpucTanuwHa 6ega V", 1993

kOMOWHVMpaHa TexHWKa Ha nnaTtHo, 150x150

From the Cycle "Harbour of Misery V", 1993

mixed media on canvas, 150x150




Oa uuknycoT " MpuctaHuwHa 6epa”, 1992

KOM6UHMpaHa TexHuKka Ha xapTwja, 68x51

From the Cycle "Harbour of Misery", 1992

mixed media on paper, 68x51



own failures, so that we may start all over again. Yet we now start far away
from the utopian desire to achieve unity between language and the world,
and close to that 'edge zone' where language enables us to remember and
by remembering experience the differences of being.

In the works of his cycle Sails on the Horizon we can hear the
rhetorical speech of the sign in which is hidden a desire to achieve a new
kind of balance between absorbed experience of informel (Mazev, Tapies)
and the experience which is in retreat.Or a " new balance between the newly
-learned and the omitted" (to use the words with which Peter Sloterdijk
describes the postmodernist situation where exclusivism loses its power:
omission instead of exclusivism; the unusual beauty of " sensitivity con-
firmed through life" instead of great truths). The previous expressionist
experience of the artist confirm that this is not a mere pose. In his 1985/86
works gesture is particularly emphasized: colour is applied in fierce strokes
and the gesture is a physical, material incarnation of " the state of being - in
- the world". What used to be, in these works, in the realm of the sign as
reference, as an inducation of visual procedure, in Sails on the Horizon is
aware of its emphatic visual exposition. The sign is a figure in which rhetori-
cal discourse remembers and by remembering is ironical and retreats: it is
ironical towards its own hope that somewhere there is a possibility of "
casting anchor”, and retreats from the weight and seriousness of what is
offered as a total loss of sense.

Yet his interest in gesture remains present in these works, and espe-
cially in the works carried out in recent years (1 989-1993), but now trans-
formed into a sensitive preoccupation with texture: lead, wood, mortar,
rough canvas, colour... Yet texture (again) does not mean to be or is not
reduced to a mere non-mediated penetration of matter: the texture is a field
of extremely nuanced interferences of linear, geometrical signs (expressed
through repetition of the recognizable forms of the triangle, cross... through
which a pure desire for creation flows out, typical of a homo faber) and the
unrestrainable sensitivity which spreads through them in a very subtle
manner, rejecting any identification. Hence the seriality in Sokolovski's
procedure: an 'ambience’ in which the invisible will become visible. A
succession is needed in the building of his idea so that the internal vibra-
tions may spread through these ' intangible' sign figures whose significance
is shifted somewhere between the tactile and non-tactile, between the
manual and sensual, between the hand and heart. An unusual sensitivity
emanates from their touch returning to the work its ability to speak again on
its own behalf through a " calm communication full of mysterious currents".
It is a communication upheld by Donald Kuspit, a comminication which "
regenerates the feeling of intimacy", and is characteristic of the "visual
chamber music", which, in spite of the 'operatic' in the art of the 1980s, in
spite of the 'great feelings' and 'great communications' ... "creates a feeling
of permanent communication, i.e. of what Winnicott calls 'cul-de-sac' com-
munication, or a state of communication impossibility. It can be considered a
state of thinking, but the essential point here is that it is a retreat from the
obviously false public ego to the hidden, genuine and profoundly personal

ego".

Literature

1. G.C.Argan, Studije o modernoj umetnosti (Studies on Modern Art), Nolit,
Belgrade, 1982.

2. Peter Sloterdijk, Kopernikanska mobilizacija | ptolomejsko
razoruzanje(Copernican Mobilization and Ptolemaic Disarmament), Bratstvo-
jedinstvo, Novi Sad, 1988.

3. Pier Aldo Rovati, Preobrazbe u toku iskustva (Transformations during
Experiance), '‘Republika’, No. 10, 11, 12, Zagreb, 1985.

4. Donald Kupsit, S operom je gotovo (The Opera is Over), Quorum No. 3.
Zagreb, 19809.
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Op umknycoT "MpucTanuiwHa 6ega", 1989

KOMBWHMpaHa TexHWKa Ha nuMm, 36x36

From the Cycle "Harbour of Misery", 1989

mixed media on tin, 36x36



Of umknycoT "Cnvku co 0NnoBHa pamka /2", 1993

KOM6MHUpaHa TexHWKa Ha nnaTHo, 91x81

From the Cycle "Paintings with Lead Frame /2", 1993

mixed media on canvas, 91x91




BaneHTuHo JUMUTPOBCKU

Bo akTyenHuTe TeHAEeHUUN Ha yMeTHUYKaTa cLeHa N Ha KyNTypHO-
Hay4HaTa KOHTEKCTYarlHoCT, YW U3BOpULITA AeHeC Cé noBeKe ce
npobnemMaTuanpaaTt U ce MOMecTyBaarT, MMKoBHaTa NpoayKuvja, NMKoBHaTa
KpUTUKa 1 Teopuja ce 6e3 npeTeHaun Aa npodunupaat 3a40/MKUTeENHU
1nu 6apem hacLMHaHTHU MOAENN Ha JUKTaT U HacodyBatrbe. Tue ce
npucnocobyBaar W ce BTonyBaaT BO pacTPECEHNOT NapasuTCKu
CEHaNOUMUTET Ha MOCT-UAEONOWKUTE COCTOj6U, CUTHUPAjKK U
HenperneAHyTe oTcTanyBatba BO XeTeporeHuTe nopeoyu, "cTpykTypu
»enbu"' WTO ro KOHCTUTYUpaaT onwTecTBEHOTO Teno. Bo cosgageHara
cuTyayuja, yMeTHOCTa U KpUTUKaTa HATY cTpemaT HUTY NpoMoBUpaaT-Tue
eAHOCTaBHO ja perMcTpupaart arperaTtHara coctojéa Ha NpoWUpeHoTo none
HyA€jK1 MHOLITBO MpeceLu, arfu, peTopuyKu BU3ypuy BO fennueata
enuaepma Ha yMeTHUYKUTE NpaKTUKK. YMeTHocTa feHec HeMa Hamepa Aa
MeHyBa, HUTY Aa npobnemaTunavpa-Taa nnoBu no HenposupHaTa NoBplUUHa
CO pasfieaHoTO YyBCTBO Ha HEOrPaHWYeHOCT, NpudaKajku feka
paMHOMNPaBHOCTa Ha CUTE AWUCKYPCU € HENPEeMOCTUB XOPU3OHT.

HarnaceHata copycTUUMpaHoCT U "MaHvpu3am" ynaTtysaaT Ha CBECT, ce
YWHW, 38 PEeTOPUYHOCTA Ha CUTE KOAOBU, CKENTUHHOCT KOH CUTE KNydeBu
KOW W OHaKa Hema WTo NocebHo eKcky3nBHO Aa oTsopart. Ho,
3amMMpaHeTo Ha ronemMnTe UcHeKyBakba of MPeTXO4HUTe UCKYCTBA He ce
[OXMUBYBa KaTacTpochuyHo. O6HOBEHaTa CTpacT 3a Yenkatbe no jasuyHuTe
cTapyHapHULUM 1 3a NpakTUKyBarbe Ha obpacLy co BOHyMeTHU4Ka
KOHTEKCTYanHoCT ce AOXXMBYBa CO eKCTaTU4YHa BO30yAa WTO HA MOMEHTH
KynMWHUpa Ao napokcuaaM. A Taa Bo3OyAa He ce XpaHu of HelTo HOBO
WM HELWTO HeOYeKyBaHO-HaNPOTUB, Toa € chacyUHUPAHOCT o4
BaBUITOHCKOTO MHOryrnacue: "... MUNeHUYMCKN eKCnpecuoHu3am,
peaHMMaLuuja Ha KOMMjyTepcKun UcTpaxyBatba, priykeyc peyvansu,
6e306pasH1 anponpujayunm, BUAeo CKYNnTypu, pasHi o6nnyy madnsam u
heMnHn3am, geHyHuujaumm n cybBepsnn Ha CUCTEMOT, MHTEPBEHLUM U
WHcTanayuu, HoBYM aMbueHTanmMsayuum, criMku, cKynnTypu,
NOCTMUHUMANM3aM, MOMM3MU, HEOreoOMeTPU3MU, MOCTKOLUeNnTyanuamu.. .,
OBaa MHOLWTBEHOCT Ha CTUMOBW, NOCTaNKW U YAHOBU HUTY 0f AaneKy He e
n3bpoena; BO HegocTur o noTpeba 3a cpefullTe, BCpeguLLITEHOCT, U
HaTaMy ce pojaT U dparMeHTUpaaT oBue npasByn Bo 6e36poj MANONEKTU U
MHAMBMAYanHW AepuBayun. AKO HellTo ja obeuHyBa oBaa pacnplieHa
Marma, Toa e HeofpefeHaTa, HaBuayM 6eclenHa urpa Ha cyaupatbe,
oA6vBakbe, NpeTonyBarbe, 3aMeHa U T.H. Ha Hej3UHUTE MOHaAUYKN
eneMeHTH, MpounMpajku rm Ha Toj HaumH HabopuTe Ha HenpeaBuanuBara
nocTMogepHa aypa.

(deHOMEHOT Ha MoCT-eKCKMY3UBUCTUHKUTE Napagurmn U cTpyerba u
eKcrnaHsaujaTa Ha NoBTOpHO BpaTeHaTa AosBepba BO KOAEKCOT Ha
YMETHOCTa U Hej3MHWUTe BaneHUuy U TeKCTypw, 6p30 Ke ja uHcmympa u
Halwarta ymMeTHUYKa cleHa of nocnefHara fekaja. A, 6pavHaTa Ha
cTpyetbaTa U Ha 36UMAHyBaraTa U Kaj Hac Ke pesynTupaar co nnypannsam
Ha WOMONEKTH YKj oficer BeKe He e eHocTaBHO Aa ce cnean. bea
NpeTeH3Un 32 KOHEYHO 3a0KpYyXyBatbe Ha JocerallHnuTe 4BUKera U 3a
MOTMOMHO KnacuhuKaymcko o6jeKTUBU3Npatbe Ha AOMUHaAHTUTE NpaByu,6m
nsgBoune ABe, Cnopej Halle MUucnere, aMbnemMaTcKy HacoKu Yuu
COCTaBHMU AeNnoBU NoKaxKyBaaT TeHAeHUuja Ha rnobanHo KogupaHa
CNWYHOCT U 3aefHUYKa UM cpofHa maTpuua uHenupaduu. MNpeaTa rpyna ja
COYMHYBaaT ocTBapyBaksa WTO BpwaT " putyanuaayumja” Ha nocrankara,
OHeoOM4YyBare Ha MPOCTOPOT BO KOj Ce UHCLeHnpaaT usseaouTe; gena co
HarnaceHa MeTtachopyyHa 3Ha4YeHcKa 0CcKa, CO MOBULLEHO PpeTOPUYHO
CUTHUpaHe 1 CUMYUPaHO e30TEPUCKO MoHMparbe Bo ANaBUHCKUTE CNIOEBU
Ha umBunmn3ayuckarta crpaturpadmija (Tnurop CtedpaHos, MeTpe
Hukonocku, Micmet PamuyeBuk, ToMe ALIMEBCKN) UMW CO HECKPUEHN
WHCTIMPaTUBHU NOTTULW Of apXajcKUTe U3BOPU HA perMoHanHuoT
6ankaHcKu U MegutepaHcku 6aceH (AHeTa CeeTuesa). Bropata rpyna



Op, umknycoT "Cnuku co onoeHa pamka |II/3",1993

KOMGWHMpaHa TexHuka Ha nnatHo, 91x91

From the Cycle "Paintings with Lead Frame III/3", 1993

mixed media on canvas, 91x91




"Cnuka 6p. 1", 1993

KOMOUHWpaHa TeXHUKa Ha nnatHo, 70x50

"Painting n° 1", 1993

mixed media on canvas, 70x50



Op uuknycoT "Crukw co onosHa pamka 1", 1990

KOMOMHUpaHa TeXHUKa Ha nnaTHo, 43 5x43,5

From the Cycle "Paintings with Lead Frame 1", 1990

mixed media on canvas, 43,5x43,5

CoApPXKN UHTEPrpPeTaTUBHU MOCTaMNKN Ha AEKOHCTPYKTUBUCTUHKO
ucuMTyBarbe Ha acnektu og MogepHaTa BO npasel Ha peaHuMauuja Ha
Hej3UHUTE CUHTaKTUYKM pelleHuja, a cTaBarbe BO 3arpaja Ha HejavHuTe
CeMaHTUYKMN 1 COLMO-KyTYpHWU npeTnocTaBkn.O4 NUHTBUCTUHKNOT apce-
Han Ha MopepHara, npu Toa, ce Upnu, 3aBUCHO O MHAVBWAyanHaTa
chacymHayuja, 6e3 ogHanpes KOHLUenTyanusmpaH npucran,
KOHCTPYKTUBUCTUYKIN peLyanBY, KoNaxKHa TeXHVKa, ancTpakTeH
eKCMPecnoHN3aM, CriMKapcTBo Ha 060eHO none, MUHUMANUCTUHKA
peayKuuja, eHdopmen, MpUMapHO CMKapeTso... Osaa rpyna ja
counHyeaat Bnaroja MaHescky, JoBaH LLlyMKOBCKHU, CraHko [MNaBnecku 1
Cnap4o COKOJIOBCKM.

MojaByBatbeTo Ha Crapyo COKONOBCKM Ha Hawara NIMKoBHA cLeHa &
MOLLHE 34p>XKaHO U HeHaMeTIMBO. 3a Hero BaXu chopMmynayujarta Ha Metep
CroTepAajk 3a KapakTepoT Ha 4en 0of akTyenHaTa yMeTHU4Ka
npodykuwuja:"... aenara Ha geHelHnHaTa (...) cTaHyBaaT NOTUBKY, (...)
nomarnky enaTtaHTHW, NOBeKe 6uorpadcki, (...) MOCKENTUYHK cripeMa
AejcTByBakeTo ..."* [pomMoBMpaH BO paMKUTE Ha YKECTOKUOT rectyaneH u
KOMOPVCTUHKM EKCMPEcMOoHN3aM (3a WTo Aenara o4 cpeanHaTa Ha 80-Te
jacHo cBeAoYaT), HEroBUOT TBOPEHKN pasBoj KOH KpajoT Ha 80-Te 1 BO
onycoT peanuavpaH Bo nocnegHuTe 3 fo 4 roauHM Ke ce BooGNn4M BO
3pen 1 KoxepeHTeH chopMarneH cucTeM, MollHe pachmHUpaHo ynaTeH Ha
apwkerbaTa og 40-Te U 50-Te Kako jasnyHa pedepeHTHa maTpuua.
CpoAHocTa co oBaa MHCMUpaTyBHA Nojrora ce NpoBneKyBsa npeKy
KOPUCTEHWTE CUHTaKTUYKU 06pacyy, HO He Kako AUPEKTHO npe3emMeHu
efleMeHTV UK roToB KoHLenT. Bo eaHa nHauBuayanHo cTuMsnpada



Bep3wja ce jaByBa eHcopmMenHa 6e306MIMYHOCT, 3HaKoBHa
KOHZAEH3UPaHOCT, Tparun og, rectyasnHa UMMnynNcUBHOCT, KOHTpacTUpaHo
noctaBeH 060eHN NMonukba 1 MoBpLUMHW...,efHa ja3nyHa CMHTaKca Koja He
MO>XKe Ja ce noyvpa camo Bo efieH CTUNCKW obpasel of KpajoT Ha 40-Te n
BO 50-Te. MckasoT WTo oBaa cUHTaKca ro chopmynupa Lypnu og apceHanot
Ha ja3n4yHUOT YHUMBEp3yM off Toa BpemMe, HO BO ernoxa co NoTrosiHO
BUAOW3MEHET NIUHIBUCTUYKMN U KYNTYpeH KOHTeKCT. PopMupaHeTo Ha
YMETHWYKMOT MCKa3 BO akTyenHUoT onyc Ha CnaB4yo COKOMOBCKU
(eiHAKBO KaKo W Kaj HeroBUTe NPeTX04HMLN BO eHPOPMESIOT) ce ABUKK
0/} peiyKumja Ha NMpeTcTaByBarbeTo, perpe3eHTaTMBHOCTa KOH U3Beaba Ha
chopmarneH peneprtoap ocriobofeH o AeHOTaTUBHU ynaTyBarba U
pechepeHTHU NpeMocTyBatba.

Ckanara Ha jasKOTBOPHWUTE U 3HAaYEHCKUTE CpOAHOCTU U MHCnnpayui
TelwKo ce vcupnysa. Bo genarta Ha CnaB4o CoKonoBCKU ce YyBCTBYBa
OHaa McTa HeOMXOAHOCT 3a MOVUCTOBETYBatbe Ha NpoXKMBeaHaTa
ersucTeHuWja co ersuctTeHymjaTa Ha yMETHUKOT BO AenoTo (ApraH) *; 1 sa
[OXMBYBaHETO Ha 6NIUCKOCTa Kako cocToj6a Ha 6UTMeTO BO CBETOT °.

CUHTaKTUYKMTE KOMMOHEHTU - HajYeCTO CMOHTAHO OYeKyBaHW 3Hauu u
recTyanHu Tparu HacpneHn Kako aBTEHTUYHW Ncyxorpamy Bo NpoLecoT Ha
CUMynMpaHo "BpaKarbe KOH U3BopuTe'- ce BO hyHKYMja Ha HemocpeaHo
NCUNTYBAatbe U CUTHUparbe Ha NPBUYHY, MPUMOpPAUIaNHA UMNYCK, eHepriv.
Ce jaByBa 1 efjeH TeXHUL|M3aM CO NpolecyaneH KapaKTep, co cyatuHCKa
HeonxoAHocT( 6e3 onepaTUBHO MpaBuso, 6e3 yTUnUTapHocT, 6e3
MOCTOjaHa HAacoKa) WTO MOKaXyBa CPOAHOCT CO MAarkCKMOT TeXHULU3am ° :
BO 063eMeHOCTa 0/ BHATPELLHATE UMMYIICK, BO eKCTaTuyHaTa 6nmMsnHa,
COYYECHWLITBO CO MaTepujaTa U Bo MOBTOP/IMBOCTA Ha nocTankara. Ho,
ouurneAHo, Bo onycoT Ha CnaB4o COKONOBCKU He MOXe Aa ce jaBu “ ...
OHOj MeTahU3nYKK CTPaB LITO MPeTCTaByBan OCHOBHO MCUXUYKO
pacnonoXeHve BO MOBOEHUTE roAuHU 1 of Koe dimnosadujata Ha
eraecTeHUMjannamMoT Hanpaeuna npecyeH obpasel Ha MUCNeHeTo BO THUe
roguHn"’.

" [la ce HaBege maTepujaTa ga nporosopy! LLITom egHaw e BoodeHa MOKTa
Ha MPTBUOT U Of YMeTHOCTa AarnieyeH MaTepujasn, UCTUOT MoXelle Aa
6uge NpUMEHET Kako uspasHo cpeacTBo"®. OBaa KOMMOHEHTa UCKaXaHa
3a TBOpeWTBOTO Ha AnbepTo Bypu, UCL|eNno ce OTKpYBa U BO ja3NKOT Ha
Cnagyo Cokonoscku. Kaj Hero maTepujaTta He e camo marepujan 3a
06nMKyBarbe, OHa nocedyBa"BpegHoCTH", Ce MHMLYMPa HejSMHUOT "roBop”,
3aT0a LWTO ro 3a3eMa CTPyKTypanHoTo MecTo Ha [lpyrvoT. Bo npocTopot
Ha “"cnabaTta Mucna"® yMeTHUYKMOT cybjeKT ro Haroeapa MeKuoT U
oTdppneH uckas Ha [ipyrvot. OBaa UHULUUjayucka peTopuka Ha
HernocpeayBaHOTO, Ha M3BOPHOTO, HajyecTo BO MaTepujaTa ro 6apa
cnyyajHOTO, 3a60paBEHOTO, UCTPOLLEHOTO, M3BETBEHOTO, BaNKaHOTo,
rpy6oTo. MaTepwjanoT e Apso, rpy6o nnaTHo, oNoBo, rasa, MM, ManTep,
XapTuja, NakK, YACT MArMEHT, OPraHCKO U CUHTETCKO Nenuro ... Bo Aobap
Aen Hecnmkapcku. Co UMMyncuTe of maTepuwjata ce sa4HyBa gujanor - 6es
ofHanpef KOHUMNUpaHa Wwema, CKMya-npoyec WTo NpBUYHATE
HachpslyBatba, MHTEPBEHLMUM Ha YACTOTO MNATHO M Kopuripa,
obnaropogyBa, co Len usHaorarbe peleHrja Ha eJHocTaBHa cornacHocT
Ha "BpedHOCTUTE" Ha MaTepujaTa, eNemMeHTUTe Ha Komnoauymjara u
3HaKoBHaTa apTUKynaywja.EgHocTaBHaTa cornacHOCT OB4€e 3Ha4n camo
MOMEHT Ha KoXepeHLuja Ha NOCoYEHUTE KOMMOHEHTH; 3aBpLUeH YYH Ha
Konky 6apaHaTa, TONKy U HajgeHara cpopma. Bo genara co nomspaseHa
3HaKOBHa apTWKynayvja npoyecoT Ha o6nuKyBatbe e e4HaKOoB; camo LTOo
OB[le CPEKHO HajeHNTe COOAHOCU Ha eNTEMEHTUTE MOManKy rv Kopucrar
WUMNyCUTE O MaTepujaTa.

BapatbeTo Ha 6anaHcupaHu coogHoCU Mefy apTUKyIMpaHoTo (3HaKoBHOTO)
W HeapTUKyNUpaHOTO, UCTAKHATOTO U 3rOPHUYHOTO, TEMHOTO U CBET/IOTO,
TONNOTO ¥ NagHoTo, rpy6oTo U hUHOTO, MaTepHjanHoOTO U



Op yvknycot “Egpa Ha xopusorToT |II*, 1988

KOMGUHMpaHa TexHuKa Ha wTuya, 35x90

From the Cycle "Sails on the Horizon I, 1988

mixed media on board, 35x90



"Crnwuka 6p. 2", 1993

KOMGUHUpaHa TexHuKa Ha nnaTtHo, 70x50

"Painting n° 2", 1993

mixed media on canvas, 70x50



Op, umknycoT "Kpctoeu V", auntux, 1993

KOMOMHWMpaHa TexHWKa Ha wTuua, 60x38, 5;60x38,5




From the Cycle "Crosses V", diptych, 1993

mixed media on board, 60x38,5; 60x38,5



HeMaTepujanHoTo... BO KOMNO3WULMOHY pellieHnja Ha cTaTuyHa pamHoTeXXa \/z
1 OHa MHUYWpatbe Ha “"roBopoT” Ha MaTepujaTa ja couMHyBaar
npenosHaTNnBaTa cuHTaKca Ha oBoj onyc o4 Cnasyo Cokonoecku. OBaa
cneyucpnyHa NuKoBHa hopma 1 nocTanka ro Bap4v aBTOHOMHWUOT CTaTyc
Ha 4enoTo, Ha jasuKoT BO paMKuTe Ha "paboTHUOT MPOCTOp Ha
CNMKapCTBOTO" '°, 3a4yAHUOT NPOCTOp Ha aTenjeTo, WTo ja NpeTnoymTa
pauHaTa M3paboTka, ¥ oHaa MoTeHLvpaHa peudmKayvja Ha nasepbara.
MeTachopaTa"paboTeH NpocTop Ha CIMKapCcTBOTO" ynaTyBa Ha JIMKOBHaTa
CMHTaKCa KaKo Ha MHAWBWAYanHa noeTuka, pakonuc WTo Moxe Ja uae
KOHLMNMpaH, NoYyBCTBYBaH HO U OAraTHar, npes cé,Bo CIIMKOBHUOT Me-
JOMYM, BO 3Ha4erbaTa WTo MMaaT crneyucpuyHO NUKTYpanHi n ONTUHKU
ocHoBM. "

JIMKoBHUTE UckasW Bo 0Boj onyc Ha Cnas4o CoKoMoBCKU AelyaHo
pacKpcTyBaaT co penpeseHTaTuBHaTa cyHKLUMja, Co NpeTcTaByBatheTo.
OBOj ja3uK He FOBOPU HULLITO, U3pa3uUTo e aBTopedepeHyujaneH, ce
U3noxyBa cammoT cebe cu. 3HakoBHaTa apTviKynauyvja noceaysa
HarnaceHa BHaTpellHa MOTMBMPAHOCT. 3HAKOBHUTE eNIeMEeHTHU (a OBAe T
nogpasbupame U cBojcTBaTa Ha MaTepujaTa U Ha KOMMO3NYMOoHUTE
pelleHuja) ce MOBP3yBaaT BO CUHLMPOT Ha MOTVMBMPaHO B3aeMOAe|cTBUe
npu WTo ce chopmupa eaHa "AnabuHcka" aypa of 3Ha4eHCKN napagurmu:
MUCTMLM3aM Ha TULWIKHATA, NOMUPEHOCT U 3a0KPYXEHOCT Ha KOHTPAacTHUTE
W CPOTUBCTABEHUTE eNleMeHTH, jasudeH XxepMeTusam, 3apXkaHa
ceHayanHa eKkcTasa, NnpeTonyBarbe Ha BHATpellHUTe 1 Ha Ha[BOpellHUTe
nmnyncuy, hopmata Kako NoTrnosHO 3aTBOPEH CUCTEM, HO LieNlocHO
OTBOpEH KOH NWKOBHWUOT YHUBEP3YM, MpH WTO ce YyBCTBYBA HECKPUEHO
3a/10BOJICTBO Of MOXHOCTA 3a KpeaTUBHO Bapuparbe Ha KOpUCTEHNOT
obpasel... bes npeTeHauja 32 HUBHOTO KOHEYHO OTKpUBatbe, 6u
3aKny4yune camo AeKa HemaaT eKcTpanvKoBHO, " eKCTpanuHrBUCTUYKOTO"
u3BopyLTe. [lenyBaar Kako KpUnTo peTopuyKu courypu WTo ce
MCUMTYBaaT BO XapMOHCKO 3aMUCTIeHWTe co3ByYMja Ha, no cebe,
CNPOTUCTABEHUTE ENEMEHTN BO 3HAKOBHWUTE NUKTOrpamuy; BO Mpexarta Ha
Tparu, 3aceuu, Habopu. CucTeMaTUYHOCTa Ha oBaa apTukynayuja
nogpas6upa NpycTan WTo e MOCBETeH, COy4ecHNYKU, Noapasovpa
HeonxoAHO BpeMe Ha "3peetbe”.

JNutepatypa

1. Nicolas Bourriaud, Anti-mislioci osamdesetih, Quorum br.. 3, 1989

2. Zelimir Ko&&evié, 25 Zagrebadki salon lijepih umjetnosti (Katanor) Zagreb,
1990

3. Peter Sloterdijk, Kopernikanska mobilizacija i ptolomejsko razoruzanije,
Bratstvo-jedinstvo, Novi-Sad, 1988

4, G. C. Argan, Studije o modernoj umetnosti, Nolit, Beograd, 1982

5. WUcto

6. WUcto

7. Haftman Werner, Posle 45, Umetnost nadeg vremena, tom |, Miadinska
knjiga, Ljubljana, Beograd, Zagreb, 1972

8. WUcto

9. Gianni Vattimo, Dijalektika, razli¢itost, slaba misao, Republika br. 10,11, 12,

Zagreb, 1985

10. Toma2 Brejc, Umjetnost i teorija na kraju osamdesetih godina, Jugoslovenska
dokumenta ‘89 (Katanor), Sarajevo, 1989

11. Wcto




Valentino Dimitrovski

In the current trends on the art scene and within cultural and scholarly
contextuality whose origins are now being studied and analysed more and
more, art production, art criticism and art theory have no aspirations to
prescribe obligatory or fascinating models of dictate and guidance. They
adapt and blend into the shattered parasitic sensibility of postideological
states, designating vast deviations in the heterogeneous order, ' desire
structures'' constituting the social body. In the situation thus created, art and
criticism have no special aspirations nor do they try to promote anything;
they simply register the aggregate states of the broadened field offering a
large number of cross sections, angles, rhetorical views on the stricky
epidermis of artistic practices. Present day art does not intend to alter or
problematicize; it floats on an opaque surface with a diffuse feeling of
endlessness, accepting that the equality of all approaches is an unconquer-
able horizon. Emphatic sophistication and 'mannerism' point to an aware-
ness, it seems, of the rhetoric of all codes and scepticism towards all keys
which have nothing particularly exclusive to unlock. But the dying away of
great expectations from previous experiences is not taken as a disaster. The
renewed passion for searching through linguistic antique shops and for
practising models with extraartistic contextuality is experienced with ecstatic
excitement, at times culminating in paroxysm. And that excitement is not
nourished by something new or something unexpected; on the contrary, it is
fascination with the polyphony of Babel: "expressionism of the millennia,
reanimation of computer research, flux reiterations, indecent appropria-
tions, video sculptures, various forms of machismo and feminism,
denunciation and subversion of the system, interventions and installations,
new environments, pictures, sculptures, postminimalism, popism,
neogeometricism, postconceptualism...? The above enumeration of styles,
approaches and activities is far from being complete. Lacking a need for a
centre or a focus, such trends continue to multiply, being fragmented into
countless idiolects and individual derivations. If there is something which
unites this spattered magma, it is the underfined, seemingly aimless play of
collision, repulsion, blending, replacement, etc., of its monadic elements;
thus outlining the creases of the unpredictable postmodernist aura.

The phenomenon of postexclusivist paradigms and currents and the
spread of regained confidence in the codex of art and its valences and
textures, has swiftly infected the Macedonian art scene, too, over the recent
decade. And the speed of currents and events has also led to a pluralism of
idiolects whose scope is no longer easy to follow. Without aspiring to make
a complete assessment of the movements to date or a full objective classifi-
cation of dominant trends, we would like to single out two, in our opinion
emblematic, directions whose constituent parts show a tendency towards a
predominantly coded similarity and a common or related matrix of inspira-
tions. The first group consist of warks performing a 'ritualization' of the
approach - making the space in which the performances are carried out
unusual - works with an emphatic metaphorical axis of meanings, with
heightened rhetoric signatures and simulated esoteric penetration into the
deep layers of civilizational stratigraphy (Gligor Stefanov, Petre Nikoloski,
Ismet Ramicevik, Tome Adzievski) or with straightforward inspirational
stimuli from the archaic sources of the regional Balkan and Mediterranean
basins (Aneta Svetieva). The second group contains interpretative proce-
dures involving deconstructivist readings of some aspects of Modernism in
the sense of reanimation of its syntactic solutions and putting its semantic
and socio-cultural prerequisites in brackets. Thus one draws from the
linguistic arsenal of Modernism, depending on individual fascination, without
any previously conceptualized approach; constructivist reiterations, collage,
abstract expressionism, painted field painting, minimalist reduction,
informel, primary painting...This group includes Blagoja Manevski, Jovan
Sumkovski, Stanko Pavleski and Slavéo Sokolovski.



Slavcéo Sokolovski's participation on the Macedonian art scene is
rather quiet and unassuming.The following formulation of Peter Sloterdijk,
dealing with the character of part of current art production, may be used to
describe Sokolovski's work: "... the works of today... become quieter ... less
stunning, but more biographical ... more sceptical towards action..."* Coming
to prominence at the time of fierce gestural and colourist expressionism
(clearly demonstrated by the works of the mid-1980s), his creative develop-
ment grew in the late1980s and over the last three or four years into a
mature and coherent formal system, oriented in a highly refined manner
towards the movements of the 1940s and 1950s, using them as a matrix of
language reference. The affiliation to these roots of inspiration is apparent in
the syntactic models used, but not as elements directly taken over or as a
ready concept. In an individually stylized version there are informel shape-
lessness, condensed sings, traces of gestural impulsiveness, painted fields
and surfices set in contrast..., a syntax of a language which cannot be
located in one stylistic model only from the late 1940s and the 1950s. The
idiom formulated by this syntax draws from the arsenal of the language
universe of the time, an epoch with completely different linguistic and
cultural contexts. The formation of the artistic idiom in Slavéo Sokolovski's
work (similary to his informel predecessors) moves from a reduction of
presentation, or representation, towards a formal repertoire free from deno-
tative indications and reference shortcuts.

The scale of language-forming and sing similarities and inspirations is
difficult to exhaust. The need may be felt in Sokolovski's works for lived
exestence to be inentified with the existence of artist in his work (Argan)*,
and for experiencing as a state of being in the world®. The syntactic compo-
nents-most often spontaneous expected signs and gestural traces propose
as authentic psychograms in the process of simultaneous 'return to the
sources'-serve the non-mediated reading and signing of primary, primordial
impulses or energy. There is also a kind of technicism of a processual
character, with a crucial necessity ( without an operational rule, without
utilitarianism, without a permanent direction) which demonstrates an affinity
for magical tehnicism:¢ in its preoccupation with internal impulses, in its
ecstatic closeness, collaboration with matter and repetitive quality of the
procedure. But, apparently, in Sokolovski's work there could not be any "that
metaphysical fear which constituted the basic psychological mood in post-
war years and out of which the philosophy of existentialism created a major
model of opinion in those years".’

"To make matter speak! Once the power is recognized of dead mate-
rial and materials remote from the sphere of art, they could be applied as a
means of expression."® This component, reffering to Alberto Burri's creative
work, can be fully discerned in Slavéo Sokolovski's language, too. There,
matter is not only a material to mould, but it also possesses 'values', its
'speech’ is initiated, becouse it takes the structural place of the Other. In the
space of 'weak thought®, the artistic subject blandishes the soft and rejected
idiom of the Other. This initiatory rhetoric of the immediate, of the original,
most often seeks in matter what is accidental, forgotten, spent, dilapidated,
dirty or rough. A considerable part of the materials are non-painting such as
wood, rough, canvas, lead, gauze, tin, mortar, paper, lacquer, pure pigment,
organic and synthetic glue... The impulses of matter initiate a dialogue,
without a previously conceived plan, a process which corrects and refines
the first sketches, interventions on the clean canvas, with the purpose of
finding solutions to achieve a simple harmony between the 'values' of
matter-the elements of composition and sign articulation. Simple harmony
here means only a moment of coherence of the component indicated, a final
act of the form both sought and found.In his works with mare emphatic sign
articulation, the process of formation is the same; only the fortunately
discovered correlations of elements use less impulses of matter.

“Cn

Kom

Pail

mIXE



S

"Cnuka 6p.5", 1993

KombuHupaHa TexHuka Ha nnaTtHo, 70x50

"Painting n°.5", 1993

mixed media on canvas,70x50

The search for balanced correlations between the articulated (sign
quality) and non-articulated, the emphatic and superficial, dark and light,
warm and cold, rough and fine, material and immaterial... in compositional
solutions of static balance as well as the initiation of the 'speech' of matter
constitute the recognizable syntax of these works of Sokolovki's. This
unique artistic form and approach protects the autonomous status of the
work, of the language, within the "working space of painting", ' that astonish-
ing space of the studio which prefers handiwork and intense reification of
execution. The metaphor " working space of painting" points to an artistic
syntax as individual poetics, a handwriting which may be conceived, felt,
but also unravelled, above all in the visual art medium, in the meanings
which have specifically pictorial and optical foundations. "

The artistic idioms in these works of Slavéo Sokolovski's decisively
break the representative function, with representation. This language speaks
nothing, it is markedly self-referential, it displays itself. Sign articulation has
an emhatic internal motivation. Sing elements ( here we also understand the
properties of matter and of the compositional solutions) are linked within the
chain of motivated mutual action where a 'deep' aura of sign paradigms is
established: mysticism of silence, reconciliation and completeness of
constrative and opposing elements, language hermetism, restrained sensual
ecstasy, blending of internal and external impulses, form as a totally closed
system but fully open towards the art universe, where an obvious enjoyment
is felt through the possibility for creative variation of the model used... With
no ambitions to make an ultimate evaluation of them we would only say
that they do not have any extra-artistic, 'extralinguistic'sources. They
appear as cryptorhetoric figures which may be in the intended harmonies of
elements opposed to each other in themselves within the sign pictograms,
within the network of traces, notches and creases. The systematics of this
articulation presuppose an approach which is dedicated and co-participating,
and requires a period of 'maturation’'.
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CamoCTOjHU U3NoX6u

1985

Oxpug, [om Ha kynTypaTa "purop
Mpnu4eB"; Benec, JlnkoBeH canoH;
WTwmn, oM Ha kynTypata "Auo LUonos",
Ekcnpecuja Bo cnuvka ( co B. MaHescky,
n J. Wymkoscku)
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86/87
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Og umknycoT " Egpa Ha xopwaoHToT ", 1988
KOMBMHWpaHa TexHUKa Ha nnaTHo, 79x89

Op uuknycoT " Egpa Ha xopusoHToT 1", 1988
koM6BMHUpaHa TexHWKa Ha nnaTtHo, 85x85

Op uuknycot " Egpa Ha xopusoHnToT llI", 1988
KOMO6UHMpaHa TexHWKa Ha wrmua, 35x90

Op, unknycoT " Eapa Ha xopuaoHToT IV", 1988
KOMOWHMpaHa TexHWKa Ha wTuya, 35x90

Op umknycoT " MNMpucTaHuwHa 6ega”, 1989
KOMOGWHUpaHa TexHWKa Ha num, 36x36

Og umknycoT " lMNpuctaHuwHa 6eaa 1", 1989
KOMOWHMpaHa TexHuKa Ha nnaTtHo, 150x150

Og ymknycoT " MpuctannwHa 6ega ", 1989
KOMOWHMpaHa TexHuka Ha nnaTtHo, 150x150

Op umknycoT " MNpucTtaHuwHa 6epa 1", 1992
KOMOUHWpaHa TexHuka Ha nnaTHo, 150x150

Og uvknycoT " MNpuctanvwka 6epa V", 1992
KoMOWHMpaHa TexHuKa Ha nnaTtHo, 150x150

Opa umknycoT " MNpucTtaHuwHa 6ega V", 1993
koMBuHMpaHa TexHuKa Ha nnaTtHo, 150x150

Og uvknycoT " MNpuctannwxa 6eaa VI*, 1993
KOMOVHWpaHa TexHuka Ha nnaTtHo, 50x150

Og uuknycoT "MpucTaHuwHa 6ega VII", 1993/94
KOMOUHUpaHa TexHuka Ha nnaTtHo 50x150

Op uuknycoT "MpucTanuwHa 6epa VIIY, 1993/94
KOMGUHUpaHa TexHuka Ha nnaTtHo 50x150

Og umknycoT "Cnukv co onoeHa pamka /1", 1989
KOMGUHUpaHa TexHUKa Ha Ha wTwnua 70x70

Op uvknycoT "Cnuku co onoBHa pamka /2", 1989
KOMOVHWpaHa TexHWKa Ha wrnya, 70x70

Og ymknycoT "Cnuvkum co onosHa pamka /3", 1990
koM6uHMpaHa TexHUKa Ha wTnya, 70x70

Op yvknycoT "Cnuku co onoeHa pamka |./4", 1992/93
KOMOBWHMpaHa TexHUKa Ha wTunua, 70x70

Opa umknycoT "Cnuku co onoeHa pamka I/5", 1992/93
KoMOUHWpaHa TexHWKa Ha WwTuua, 66, 5x66, 5

Og umknycoT "Cnuku co onoeHa pamka 1", 1990
KoMbWHMpa TexHuKa Ha nnaTHo, 43,5x43,5

Og umknucoT "CnvkK co onoeHa pamka 2", 1990
KombuHUpaHa TexHuka Ha nnaTtHo, 51x40

Ogf umknycoT "Cnuku co onosHa pamka lI/1", 1992/93
KOMOWHMpaHa TexHuka Ha nnaTtHo, 90x50

Op, umknycoT "Cnuky co onoeHa pamka [1/2", 1992/93
KoMOVHMpaHa TexHuka Ha nnaTtHo, 90x50

Opa uvknycoTt "Cnuku co onoeHa pamka [1/3", 1992/93
KOM6UHWpaHa TexHuKa Ha nnaTHo, 90x50

Og umknycoT "Cnuku co onosHa pamka [I/4", 1992/93
KoMm6uHUpaHa TexHWKa Ha nnaTtHo, 90x50

Og umknycoT "Cnuku co onosHa pamka II/5", 1992/93
KOMGUHUpaHa TexHUKa Ha nnaTtHo, 90x50

Op umknycoT "Cnuku co onosHa pamka II/6", 1992/93
KOMOWHWpaHa TexHuka Ha nnaTtHo, 80x50

Op, unknycoT "Cnuku co onoeHa pamka lll/1", 1993
KoMbBuHUpaHa TexHuKa Ha nnatHo, 91x91

Og, ymknycoT "Cnuku co onosHa pamka lll/2", 1993
KoM6UHUpaHa TexHWKa Ha nnaTtho, 91x91

Op, umknycoT "Cnuku co onosHa pamka llI/3", 1993
KoMOBWHVMpaHa TexHuka Ha nnatHo, 91x91

Op umknycoT "Cnuku co onosHa pamka llI/4", 1983
KOMOUHWpaHa TexHuka Ha nnaTtHo, 91x91

"Cnuka", 1993

KOM6UHVpa TexHUKa Ha nnatHo, 43,5x43 |5

"Cnuka 6p.1", 1993

KombuHMpa TexHuka Ha nnatHo, 70x50

"Cnuka 6p.2", 1993

KOM6VHMpa TexHWkKa Ha nnatHo, 70x50

"Crmka 6p.3", 1993

KOM6UHWpPa TexHuKa Ha nnaTHo, 70x50

35. "Cnuka 6p.4", 1993
KOMOMHUpa TexHWKa Ha nnatHo, 70x50
36. "Cnuka 6p.5", 1993
KoMbuUHUpa TexHWKa Ha nnatHo, 70x50
37. "Crnwuka 6p.6", 1993
KoMOUHUpa TexHWKa Ha nnaTtHo, 70x50
38. Og uynknycoT "Kpctosu I', gunTnx , 1992
KOMOUMHMpaHa TexHWkKa Ha wTuua, 57x38; 57x38
39. Op uuknycot "Kpctosum II", guntnx , 1993
KOMOWHMpaHa TexHWKka Ha wTuua, 80x44,5; 80x44,5
40. Og umknycoT "Kpctosw lII', gunTtnx, 1893
KOMOWHUpaHa TexHWKa Ha wTuua, 60x54,5; 60x54,5
41. Op uuknycoT "Kpctoeu V", guntux, 1993
KoMOVHUpaHa TexHWka Ha wTuua, 60x38,5; 60x38,5
42. Opg umknycot "Kpctosm V", auntux , 1993
KOM6WHWpaHa TexHWKa Ha wTuua, 60x38,5; 60x38,5
43. Ogp umknycoT "Kpctoeu I, 1993
KOMOMHUpaHa TexHuka Ha naHen, 40x38,5
44. Op umknycoT "Kpctosu II', 1993
KOMGWHUpaHa TexHWka Ha naHen, 40x38,5
45. Op umknycoT "Kpctoswm III*, 1993
KOMOGUHUpaHa TexHuka Ha naHern, 40x38,5
46. Op umknycot "Kpctosu V", 1993
KOMOWHMpaHa TexHuka Ha naHen, 40x38,5
47. Op umknycoT "Kpctoeu V", 1993
KOMOWHMpaHa TexHuKa Ha naHen, 47x47
48. Op umknycot "Kpctosu VI", 1993
KOM6VHWpaHa TexHuKa Ha nnatHo, 50x50
49. Opg umknycoT "Kpctoeu VII", 1993
KOMOGUHWpaHa TexHuka Ha nnaTtHo, 50x50
50. Op umknycoT "KpcToewn VIII*, 1993
KOM6WHWpaHa TexHuKka Ha nnaTHo, 90x180
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"Paintings"(1993)
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