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[On the reasons for this essay]

I started browsing through the Dossier 1994-97 of Macedonian fine art
productions as early as 1994. [This was a period when several events
took place which I can designate as crucial in choosing this year as a
watershed. Tts start brought the second round of solo exhibitions of
artists who earlier, in the mid-80s, had taken responsibility for the radical
changes on the Macedonian art scene in general. It introduced new
concepts of artistic activity, which are the object of this analysis. The
end of this year marked the beginning of a specific type of exhibition
project which was to lead, in the ensuing period, to a number of events
which started formulating the picture of the art scene in Macedonia in
the mid-90s.] The events on the Macedonian art scene that followed
pressed me still more to try and find some formulations, or perhaps
conclusions, concerning what it was that had started to happen. This
pressure was particularly strong at moments when people who were
either not sufficiently familiar with the Macedonian art scene or had
never been in contact with it asked me various questions. The views
which I am about to expound in the form of a Dossier developed slowly
through my answers. This Dossier aims to define, not to valorize, and
by no means, to historicize. The events and the people are not fictitious,
and the examples chosen are illustrative.
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Dossier
January 1, 1994 - ... 00, 1997

I. On the Production

Space-Concept or Form: Specific Sites;
Out of Media;
Imposed Choice: Studio or Artist's Book;
Electronic Arts — An Attempt or Experience.

I consider these sub-items as the most significant characteristics of the
production on the Macedonian art scene in the past three years. I
strongly believe that these are the main attributes of its definition.
Finding myself between the actual production and my own wishes of
what this production should look like, I have nevertheless decided to
start from the former. This, however, poses the fundamental dilemma:

Space-Concept or Form: Specific Sites
[cf. Zaneta Vangeli, Macedonian Social Sculpture, 1996, installation (from
the exhibition Liguor Amnii 1, Cifte Amam, Skopje, 1996; fig. 1]

Recent production is still in a transitional phase, moving from
the categories of modernist formalism towards the discovery of others
that correspond with the current situation. This transition presupposes
an attempt at overcoming the former categories. It is significant that
this attempt chooses the medium of installation. Installation, in turn,
inevitably introduces concepts. This could mean that artists within it
seek and find opportunities for the discovery of non-modernist concepts.
All this happens as the preoccupation or effort of a part of the relatively
small scene (if one can speak of a scene at all), which, I believe, is a

good thing.
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Yet what are the concepts of these installations? Indeed, are
there any concepts at all? What questions do they deal with? Are they
representative of their time and of the role the artist and art have in
society at the end of this century?

These questions are already making me cautious about the
possible non-critical acceptance of the conclusion that this is a good
thing. My impression is that these installations usually attribute little
significance, during their planning, to their conceptual foreground (in
contrast to the modernist stance of their background location). Most of
them, again, are chiefly connected with problems of modernist origin:
space formation, space moulding, additions to or removal/denial of
space — in a word, treatment of space as a visual arts element or as an
artistic material. The rest of them, a smaller but growing number, deal
with current concepts: re-placement of the artist/author in the social
milieu in which he lives, addressing the ‘external’, and taking a clear
position on, or establishing a relationship with, phenomena. In other
words, have not these installations changed only their cloak and chosen
another one?; have they not merely taken the phenomenal side of the
medium, tendentiously forsaking or unconsciously forgetting the
current concept without which that same medium will lose its meaning?;
are they not once again concerned solely with registering the
information, instead of reading it? These questions are of essential
significance for the further definition of this production. They are even
more important because there is the danger, which always lurks around
the corner or has already taken hold, of choosing a superficial approach
or of indiscriminately accepting the installation as a medium of artistic
moulding.

The approaches that make unique sites out of any space (in
which the installations take place), regardless of their conceptual
location (background or foreground), bear a responsibility that does
not permit simple and superficial treatment. Thus space becomes a
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unique site because of the treatment of space as a unique feature of the
installation, no matter whether it deals with its architectonics or
semantics, as its two starting points. It seems to me that both the formal
and relative (verification) approaches, or those dealing with the internal
and external, as two phenomena of extremes, have at last conquered
the art scene in Macedonia through installation (as one of the most
prevailing media of the present day); still they have remained an
unknown land for Macedonian artists. Is it enough just to place a few
objects, elements or things in space to make an installation? Yes, if the
aim is to create merely a technical and not an artistic installation. Hence
my fear that some artists, particularly those who are yet to conquer the
scene, can very ‘easily’ misinterpret this medium and go astray down
the stream of installation, which is remarkably ‘seductive’. The majority
of the installations presented, especially, within the framework of the
Cifte Amam exhibitions seem to confirm this view. The artists who have
decided to practice this medium must accept in advance that the artist
should get out of his own inviolable territory of solitude, where he
cares only for the problems which affect his ‘internal” (imaginary,
autistic, personal, hermetic) world, where he can crawl in (hide?, defend
himself?), away from external events. This abandonment of the ‘internal’
(formalism) and reaching for the ‘external’ defines the status of the
artist today. It must be noted, however, that it has little in common
with the commitment of modernism: the re-socialization of the artist
today is not revolutionary in character; it is only an effort to participate
in society through (or with) criticism involving simple registration or
verification of facts (‘verification criticism’), devoid of any form of

militancy.

Out of Media: Syncretisms
[cf. Robert Jankuloski, Illusions, 1996, photo-project (from the exhibition
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9%: New Macedonian Art, Museum of Contemporary Art, Skopje, 1995/
96); fig. 2]

The second important aspect which deserves attention is
certainly the approach towards transcending traditional (‘classical’)
disciplines and art media. In fact, this transcending usually keeps these
disciplines at their initial or starting level, or it connects and mingles
the media. This is in accordance with the increasingly prevalent concept -
of open dialogue, which does not hesitate to reach for elements and
procedures necessary to achieve the moulding process, or when it itself
makes them indispensable. The multiplicity of what is produced in
conformity with the current moment, which now, more and more often,
produces hybrids, or more precisely syncretisms, is made possible by
the increasing presence of free choice in procedures and by their
connection with current thematic blocks. After a more profound
analysis, it seems to me that the most valuable achievements of the
Macedonian art scene are actually syncretic works. ‘Classical” painting,
sculpture or printmaking are faced with serious problems in their
attempt at finding justification for their existence in the existing concepts
of moulding, chiefly as the result of many years of dominance of
formalist concepts. Thus, syncretism (as the principal opposite of the
monomer) has not only expanded the scope of artistic activity, defined
as transcending the media, but has also established an indigenous
artistic expression for which art critics are still devising a descriptive

and defining apparatus.

Imposed Choice: Studio or Artist’s Book
[cf. Blagoja Manevski, A sketch for the work Pantheon (from his Book of
Sketches), and Pantheon (from the Image Box exhibition, 1994 /95, Mala
Stanica Cultural Centre, Skopje; figs. 3-4]

There is another phenomenon which I come upon more and
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more frequently: I do not need to visit the artist’s studio. This happens
every time [ am supposed to make a certain choice on a specific occasion,
and most often when I am preparing a project. After contacting the
artist, [ usually receive an Artist’s Book or a Book of Sketches, from which
I can choose a work which corresponds with the concept and which
will be subsequently carried out. After receiving them, I am put in a
situation of having to make choice based on my ability to infer the final
form of the outlined project. (It is often a montage/collage of
photographs of earlier works combined with drawings or sketches.)
This situation of existence of ideas, instead of works, is certainly related
to some aspects of the presentation of a certain production (which can
be assigned to the category of production exhibitions) and to the very
character of the works which are invariably related to the space in which
they are to be set. In other words, while the formulation “Set me a term
for an exhibition, I will give you works,” was common in the past, now
it has been changed into “Set me a space, I will execute some of the
ideas/sketches I already have.”

Electronic Arts — An Attempt or Experience
[cf. Archimediala, Mysterium: Passion — Temptation (from the Image Box
exhibition, Mala Stanica Cultural Centre, Skopje, 1994/95); fig. 5]
The opening of the Soros Centre for Contemporary Arts -
Skopje, Macedonia [SCCA] seems to have speeded up art production
in the domain of electronic arts in Macedonia. The earlier, and for many
years the only, production under the auspices of the art video
programmes of Macedonian Radio and Television, and more recently
through Al Television too, after making its first steps, led to the
acceptance of this form of art activity as art production on equal terms
with the other forms. Bearing all this in mind, SCCA concentrated less
on continuing these activities as it worked on providing conditions for
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their further development and the production of works in other areas
of electronic art as well. The Image Box exhibition (the First Annual SCCA
Exhibition) in 1994/95 was significant not only because it included 17
works, provided access to new (although limited) technologies and
presented a number of artists who had never previously worked with
new technologies (without any obligation to continue working with
them), but, above all, for the fact that this project opened new
opportunities. The Image Box included the project entitled Mysterium
by the Archimediala group. In the first two of the three sections of this
project (Passion — Temptation and Introduction to Awakening) computer
art reached very high conceptual levels indeed. Even more important
was the appearance of the interactive communication concept of the
section entitled Introduction to Awakening. Judging from the information
I have, this was the first software-controlled interactive art project in
the Balkans, and among the rare ones in Eastern Europe. This in turn
led to other explorations and to the need to provide other technologies
for artistic purposes. There was no hesitancy in the organization of the
Second Annual SCCA Exhibition: it presented the Icon on Silver CD-
ROM project. The most important thing this exhibition brought to the
Macedonian art scene was the comprehensive character of the project
that developed in several stages: presentation and demonstration of
the possibilities of the CD-ROM technology for artistic purposes; the
competition stage where the applicants had to come to grips with the
specific features of competition documentation required by this
technology; construction of an electronics workshop in which the chosen
projects were prepared and carried out; the project’s presentation in
the Duplo Gallery, and finally, the symposium dealing with the topic
Interactivity: A New Category of the Fine-Artistic? In conclusion, the greatest
significance of this whole project was that it better acquainted the wider
artistic community with CD-ROM technology. Further activity in this
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direction contributed to the appearance of the newly-founded SEA Fair
(Skopje Electronic Art Fair). Its first edition, in June 1997, dealt with
some questions of computer network art (web art, net art, Internet art)
through the Internet, including projects by Macedonian artists. The main
objective that SEA Fair has set itself in this area is the stimulation of
Macedonian artists to start their own projects. The results of this
commitment are expected to be seen in the future.

Hence the limited extent of exploration of electronic media
resulted in only a few achievements. In spite of their small number,
however, they present the Macedonian production as an important area
which has developed along a dual line in this period: an attempt or
experience. The categories of description and interpretation of artistic
activity through and in new electronic media seem to favour the
levelling of the opposites of this dual line. These media, as this is their
experimental (trial) phase, are generally in a process of developing a
theoretical interpretation structure, seeking, above all, new categories.
In this context, I believe that the comparative method (local-
international) is still inapplicable. In other words, the success of the
Internet project Refresh: Laika — The True Story can be seen through the
intercommunication aspects of its projection and the artistic aspects of
its structure and appearance. Thus the attempt simultaneously becomes
experience, whereas the experience, even though it cannot become an

attempt, becomes attemptive.

I On the Presentation
The individual traits of art production described above also determine
its general attributes. They include the manifestation of common

characteristics that may be summed up under the following items:
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Produced Exhibitions

[cf. Stanko Pavleski, In White or towards What Cannot Be Seen — Muted
Concreteness, 1995 (from the exhibition 9%: New Macedonian Art, Museum
of Contemporary Art, Skopje, 1995/96); fig. 6]

One of the most significant phenomena of more recent art
production in Macedonia is what we can call ‘produced exhibitions'.
This term must certainly be understood within its specific local
circumstances. On the one hand there is the production of exhibitions,
and on the other there is the production of works for exhibitions. The
major exhibitions of recent art production have shown that there are
no ready works that can be selected in the studio, but that works are
created for specific occasions. Perhaps the exhibitions entitled Image
Box and Icon on Silver have been crucial for the strengthening of that
conception. Of great significance, however, were also the events
connected with most solo exhibitions, the three Cifte Amam exhibitions,
the Liquor Amnii project, and particularly the exhibition entitled 9%:
New Macedonian Art. For this exhibition, its curator, Zoran Petrovski,
gave the invited artists a space which they had to tackle personally, in
accordance with the view that the exhibition was not an exhibition of
works, but of artists who deserved the attention of the critics. AsThave
already mentioned in the section entitled Imposed Choice, this situation
is the result of the growing tendency towards making sketches to record
ideas, instead of exploring problems and concepts through the creative
process. To be more precise, these types of exhibition are an opportunity
for the artist to develop his creative concept, or process (because it can
be developed and corroborated only through them), which, in its own
turn, involves a certain element of risk: it may be too late once the work
receives its final form.

On the other hand the artists’ interest, now turned towards
installation as a medium of artistic expression, justifies this view: as
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long as the specific space in which the installation is to be set is unknown
it exists only as a sketch. This view has thus introduced new demands
on the scene and instigated a search for new sites.

Alternative (?!) Spaces

[cf. Liljana Gjuzelova, Eternal Recurrence... Oblivion, Confrontation,
Returning, Displacement, Roots, 1997, installation, House at No. 92 Kej13
Noemvri, March 31 - April 1, 1997; fig. 7]

The cellar of the Youth Cultural Centre; the still dilapidated
building of the former military depot, now the building of the Mala
Stanica Cultural Centre; the ruins of the Cifte Amam Turkish bath; the
small pre-war house at No. 8 Zeleznicka Street [The Duplo (Double)
Gallery, with its ambitious title, being used only once]; the interior of
the SAM tea-room; the guest room of the private house at No. 92 Kej 13
Noemvri; the depots of the Museum of Contemporary Art; the interior
and exterior of the building of the Macedonian National Theatre —
these are the threads of a series of alternative spaces which marked the
topography of artistic events in Skopje. Yet my impression of this
genuine campaign for unusual and unused spaces is that it was not the
result of artists choosing them as an alternative to official museums
and gallery spaces. So the fact that the production of works for specific
sites/spaces and the lack of a critical attitude towards any of those
sites or towards the participation in any of them makes the use of term
alternative problematic: ‘alternative to what?” would be the correct
question. The meaninglessness of the use of this term is resolved once
we understand that those works are not alternative for two reasons.
One, the production of works for specific sites does not involve any
critical attitude towards that site or to the participation in that site.
Two, you can find the same artists who exhibit at these ‘alternative’

sites in every other, institutional location and on every occasion.) So
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this campaign for ‘other sites is not a boycott or a call to take on art
institutions, it is just an opportunity and an attempt to survive as an
artist.

This topography points to a situation which indicates that the
site (or the specific location) is important for a single reason: it is an
opportunity to carry out the work, for it is no longer created in the
studio.

The Cifte Amam Phenomenon.
[cf. the ground plan of Cifte Amam; fig. 8]

In 1995 a group of twelve artists decided to organize an
exhibition on the premises of the Cifte Amam Turkish bath. The
principal criterion was that the exhibition should have no curators,
critics or selectors outside the circle of the artists themselves and that
the exhibition would be organized entirely by the participating artists.
This practice is certainly not unknown in the history of modern and
contemporary Macedonian art. But what sets the Cifte Amam
phenomenon apart from all other similar events are the circumstances
in which was organized. Cife Amam is not a defined group of artists,
Cifte Amam is not a position/boycott/protest, Cifte Amam is not an
invitation to change the fundamental values of fine arts in Macedonia,
Cifte Amam does not have a manifesto, Cifte Amarm does not belong to all
artists (such as the annual DLUM exhibitions), Cifte Amam is not a
coherent association of friends. At the same time, the Cifte Amam
phenomenon is a place full of dangers and risks: for some artists it is
the only (annual) presentation, which, considering the unique features
of installation as a medium, exhausts the creative powers and potential
for solo or other exhibitions; for those less experienced it is a place where
the non-critical (this is not a reference to the absence of art critics)

verification of artistic expressions, particularly in the area of
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installations, can lead to superficial approaches; for those only partly
experienced it can be a good cover with negative connotations to resolve
their own doubts as to what they should be doing in the future.

Cifte Amam, however, is also a fusion of related views by
different artistic sensibilities concerning the spatial moulding and the
moulding of space within the Cifte Amam Turkish bath and the
significance it contains (even the titles of the exhibitions held in the
bath bear its name: Cifte Amam 1 (1995), Cifte Amam 2 (1996) and Cifte
Amam 3 (1997); Cifte Amam is a place of endeavour, exploration and
unconventionality, and also of mutual exchange. Cifte Amam is a testing
place for the critics: not through their introductions, but in conversation
during the exhibitions. It is a place where one can follow and assess the
development of known artists, or witness the appearance of new ones.
Finally, the Cifte Amam phenomenon is a place for the definition of views
on recent production, a place where the picture of current art in

Macedonia is created, regardless of whether it is quality or not.

Darkness
[cf. Iskra Dimitrova, Thalamos (from the exhibition Cifte Amant 2, Cifte
Amam, Skopje, 1996); fig. 9]

The example of the first two exhibitions held in Cifte Amam
shows a distinct and highly significant characteristic of recent art
production in Macedontia, at least for the representatives of the young
and mid- generations. The bath has a roof lighting system. I will say
nothing new by mentioning that, at the time when it was used, the bath
worked mostly under daylight, and that one of the greatest virtues and
achievements of Islamic architecture was its way of resolving lighting,
or more precisely, the light effects created by the starry openings in the
cupolas. So why do artists contintfe to stick to artificial lighting, i.e. to
‘dark’ exhibits and darkness?
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The detailed enumeration of all exhibits in the years I am
dealing with points to the fact that nearly half of the most important
works were either set in darkness, reckoned with the effects of dimming
or used darkness/dimming as a counterpoint to lighting sensations. Is
this an interest exclusively concentrated on formalist aspects? Does not
all this (this darkness) hide a weakness to come out openly in the light
with other values of the work? Does not this darkness suggest a new
isolation of the artist inside a world of his own, now that the installation
medium requires working outside the safety of the studio? Is not this
darkness a disguise for the lack of courage to speak about the new
situation? Is it perhaps the result of the darkness of the surrounding
reality? Or perhaps it is the darkness of the end of the century?

Formal — Committed
[cf. Igor Tosevski, Dossier ‘96 project, 1996/97 (from the exhibition Dossier
'96 — Titov Veles), Art Salon, Veles, 1996; fig. 10]

In spite of my fears that art production in Macedonia will
continue to be preoccupied and end with the problems of formalism,
other (let me say, ‘new’?) problems are appearing on the ‘dark” horizon
and are attracting the interest of artists. Coming out of one’s studio
does not presuppose that one should be working solely in the medium
of installation. The role of the artist today has somewhat altered.
Individuality is replaced by the subject-like: the artist’s ‘internal’ world
is replaced by the merciless ‘external’ reality; ‘isolating’ oneself within
a world of one’s own is no longer enough for the artist: there is no
longer time for storytelling about the ostrich burying its head in the
sand. If cellars, old dwellings and abandoned buildings are becoming
immediate sites of inspiration and creation, then the artist can no longer
act as if he were in his studio: he is faced with the public in an exclusive

and direct communication: it is not a communication between his
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(artistic) transposition and the public (he did this in the past) but
between his transposition and the quality of being public, i.e. that which
is his common interest with the public — their common world in which
they live and confront each other. The manner of transposition of these
concepts can no longer reckon with hermetic, personal or unintelligible
metaphysical codes. In this age of communications, communication is
simple and immediate: the clearer it is the better understood and more
successful it will be in essence. I am not sure if I can go on guessing
what the artist wanted to say to me. I am not sure if I need to guess if
what the artist wanted to say to me has not been said in a clear manner.
The innumerable possibilities of the codes and their metameanings can
be reduced to a simple writing. I have no longer time to guess and
decipher in order to be wrong again (in the eyes of the artist). I have
long ago understood that criticism cannot be comprehensive. The artist
must now understand this as well, not for the sake of the critics, but for
the sake of those who confirm the existence of their work: the second

pole of the creative process — the public.

I1L. On the Conclusions

If T wished to describe the Macedonian art scene of the mid-90s in a
few words, the definition would certainly move within the scope of the
characteristics mentioned above. It has become more and more spatial
through syncretism in the production of sketches, projects and
excursions into accessible media by way of upholding previously
defined conceptual and/or spatial locations, increasingly shifting the
focus from the aspects of modernist formalism towards the
manifestations of the postmodernist thematic and conceptual anything-
goes in art production. [cf. Antoni Maznevski, The End, Museum of
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Contemporary Art, Skopje, 1997; fig. 11]

Therefore it is becoming a scene of artistic differences avoiding
the easy and simple systematization of art criticism, a conglomerate of
univalent instructions for exploration. Without any significant doubt I
can designate it as: parallels.

IV. On What to Single Out

[The positive aspects of the analysis presented in this essay are drawn
from or made possible through certain events and persons and their
most significant works mentioned in the chronological outline below.
The negative aspects are the outcome of works not mentioned.]

Events

- June 1994: Zaneta Vangeli, installation Gate, Museum of Contemporary Att, Skopje;

- June 1994: Opening of the Soros Centre for Contemporary Arts (SCCA), Skopje,
Macedonia;

_ October 1994: 22nd International Biennial in Sdo Paulo, Brasil: Macedonia (the
Republic of Macedonia) participates there for the first time as an
independent country; Jovan Sumkovski refuses to show his works, but
‘exhibits a protest’ in response to the changed decision on the part of the
organizer, following the intervention by Greek artists, to officially designate
Macedonia as ‘the Former Yugoslav Republic of Macedonia’ and remove
its official flag;

- December 1994: [mage Box, First Annual SCCA Exhibition, which reintroduces what
is known as ‘production exhibitions’ fo the Macedonian art scene;

- December 1994 — January 1995: The [mage Box exhibition presents the first computer-
generated interactive project in the Balkans and one of the rare ones in
Eastern Europe: Mysteriunt by the Archimediala group;

- March 1995: The first issue of the Golemoto Staklo (The Large Glass) magazine appears
after two years of preparation; it is simultaneously the first specialized
fine arts magazine in Macedonia;

- May 1995: A group of artists organize the Cifte Amam exhibition, gathering around a
project concentrated on the specific features of the old Turkish bath and a
project organized outside any institutions and without the participation
of art critics;

- June 1995: The Republic of Macedonia misses the opportunity of participating in the
Venice Biennale for the second time: the reasons are still officially unclear;

- October 1995: The project The Portrait of Viadimir Antonov by Zaneta Vangeli included
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in the official selection of the 4th Istanbul Biennial as a representative of
Republic of Macedonia;

- November 1995: In the Museum of Contemporary Art, Zoran Petrovski presents 9%:
New Macedonian Art, an exhibition which gives the invited artists specific
sites which they have to tackle in accordance with their artistic views; the
project is the first attempt at organizing a major group exhibition
exclusively by artists who form the most contemporary part of the art scene
in Macedonia, and not at choosing artists according to selected works, as
was the practice earlier;

- March 1996: Presentation of Icon on Silver, the first artistic CD-ROM produced in the
Balkans, as part of the Second Annual SCCA Exhibition;

- July 1996: Liquor Amnii 1, the first project with the simultaneous participation of five
Macedonian and five foreign (American) artists;

- October 1996: Igor Togevski starts his series entitled Dossier 96, the first project that
deals directly with current (negative) social and economic changes in
Macedonia, thus bringing his activity closer to the area of committed art;

- June 1997: Art City — A Story of the New City, project aimed to ‘occupy” or be ‘the first
to conquer’ the space around the H'vzi-Pasha Residence near the village
of Bardovci for artistic purposes, before anyone could use it for anything
else;

- June 1997: Promotion of SEA Fair (Skopje Electronic Art Fair) and presentation of
projects by 17 foreign and 4 Macedonian artists on the Internet;

- September 1997: The Great Step Backward by Tome Adzievski, the first ever sold
installation of Macedonian fine art in both Macedonia and abroad.

Artists and their most inportant works

- Zaneta Vangeli, Gate 1994, Skopje Museum of Contemporary Art;

- Zlatko Trajkovski, “qui sait, lorsque le ciel nous frappe de ses coups, si le plus grand
malheur n'est pas un bien pour nous.” d.a.e. de sade 1994, Museum of the City
of Skopje;

~Iskra Dimitrova, Magna Mater Deorum 1994/95, form the Image Box exhibition, Cultural
Center ‘Mala Stanica’, Skopje;

- Archimediala, Mysterium: Passion - Temptation 1994/95, form the Image Box exhibition;

- Blagoja Manevski, (all the works from the solo exhibition in the Art Gallery Skopje
from 1995/96 taken as a whole);

- Robert Jankuloski, [llusions 1995/96, photo-project, (from the 9 %2 New Macedonian
art exhibition, Skopje Museum of Contemporary Art 1995/96);

- Aleksandar Stankovski, The Last Supper in ‘Bagdad Café’ 1990, (exposed for a first
time at the 9 %: New Macedonian art exhibition 1995/96);

- Simon Uzunovski, Cathedral 1995, form the Cifte Amam 2 exhibition, Cifte Amam,
Skopje;

- Monika Moteska, Touches, from the Cifte Amam 2 exhibition;

- Zaneta Vangeli, Macedonian Social Sculpture 1996, from the Liguor Amnii 1 exhibition,
Cifte Amam, Skopje;

- Igor Tosevski, Dossier ‘96 - Titov Veles 1996, Art Salon, Veles;
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- Nada Prlja, 1923 1996, video project for the New Body exhibition, Maribor;

- Stanko Pavleski, Metal Anatomy 1996, from the Shadows - Ring - Paper exhibition,
Balkan art ‘96, Novi Sad;

- Tome Adzievski, The Great Step Back 1996, (the project was shown on his solo exhibition
in Skopje Museum of Contemporary Art in 1997);

- Violeta Blazevska and Bogdan Grabuloski, Soundsite 1996, 23° Biennal Internacional
de Sao Paulo;

- Liljana Gjuzelova, Eternal Recurrence... Oblivion, Confrontation, Returning, Displacement,
Roots, 1997, installation, House at No. 92 Kej 13 Noemvri

- Antoni Maznevski, The End 1997, project in Skopje Museum of Contemporary Art;

- Aneta Svetieva, Edi Matador 1997, from the Cifte Amam 3 exhibition;

- Jovan Sumkovski, Above the Surface, from the Parallelen - Kunst aus Mazedonien
exhibition, IFA Galerie, Berlin;

- Slavco Sokolovski, Arsenal 1997, from the exhibition Parallelen - Kunst aus Mazedonien,

7 IFA Galerie, Berlin;

- Nada Prlja, Walking through cold water after Dr. Knaipp 1997, project in the Rehabilitation
Center, Skopje.
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[3a npuumHUTE 32 0BO] TEKCT]

Jlocueiio 1994-97. 5a MaKeJJOHCKATa TMKOBHA TPOYKIIH}a TI0YHAB J1a [0 JIACTaM YLITe

1994. rogusa, [Bo 0Baa roguua ce CIydnja HEKOIKY HACTAaHH KOH OW MOXEN Jia Il
TOMeCTaM KaKo penepHH TOUKH 32 O/IPElyBabETO Ha 0Baa rOJMHA KAKO rPaHIHA. Co
HEj3MHHOT TIOUETOK Ce OTBOPA BTOPHOT KPYT Ha CAMOCTO]HII H30XK0H Ha aBTOPHTE,
KOM BO CpEJIHHATA HA OCYMJCCETTHTE ja Mpe3eMaa OJTOBOPHOCTA 33 PaJIHKATHHTE
NPOMEHH HA MAKeJIOHCKATa JIMKOBHA CIEHA BOOTIITO, @ CO KOM NI0YHAA /1 Ce BHECYBAAT
coceMa MOHAKBH KOHLENTH Ha YMETHUUKO [iENyBabe KOM Ce MPEJMET BO
IOHATAMOLIHKOT fieN Ha TekcToT. Co HeJ3MHOTO 3aBPLIyBAF:E CE 3aN0HYBa CO EfIEH
crieIueIIeH BUJl Ha H3NIArauKi POEKTH KOU BO TIEPHOJOT KOJLITO CIIE/IH Ke OBO3MOXIH
HI3a CTyuyBatbha KOH Ke MOYHAT 12 ja 0hopMyBaaT CIHKaTa 3a yMETHHYKATA CL{CHA BO
MaxeJoHHja Bo cpejiHHaTa Ha AeBefieceTTuTe. ] HacraHuTe Ha MAKE/IOHCKATA THKOBHA
ClieHa KO CIeflyBaa yIITe ToBeke M0YHAA [§a BIMjaaT KaKO PHTACOK Jia H3HAjAaM
HeKOJIKY (hOpMy/TAIIHH, HIIH 2KO CaKaTe 3aKIYOLYH, 32 TOA LITO € TOA LITO [0Y[Ha fia Ce
cmyuysa. Toj TpHTHCOK 0COGEHO ce jaByBalle Kora JoOHBAB Npamiaba Off OHAE KOH
1TH He ja TO3HABAa [I0BOJHO MAKE{OHCKATA CIEHA HITH HHKOTALLl HE OHIIE BO KOHTAKT
co Hea. Hi3 Tre 0firOBOpH NMoJeKa CO3peBaa CTABOBHTE 32 TOA LITO ACHeC Tpeda jaro
poo0mmyaM B0 hopma Ha Jocue. Osa [ocue nMa HHTEHIMjA f1a ieHHupa, HO He M Jla
Ba/OPU3NPA, @ YINTe NOMAKY, O PEKOT HHKaKo - Aa ucropusipa. Hacramure u
IMYHOCTHTE HE Ce H3MIIC/ICHH, & H30paHnTe NPHMEPH Ce HTYCTPATHBHA.



36 W Heo6ojma Bk

Dossier
January 1,19%4 - ... 00, 1997

L. 3a npopykuujara

[pocitiop-koryeiiitt uau Popama: Ciieyuusric aokayuu;
Out of Media;
Hameiuinaiui uzbop: Aieaje uau Artist's Book,
Enexitiponcku ymeiHociu - 0610 ual Uckyciigo.

Osyie yeTHPH IOTTOUKH TH CMETaM 32 Haj3HAYajHI KAPAaKTePHCTHKN HA PELEHTHATA
MPOJIyKIija Ha MaKeJJOHCKAT IMKOBHA CIIEHA BO H3MHHATHTE TPH FO/IMHIL. Henpoj6ero
MH CE HAaMETHYBA MICIEHETO JIeKa TOa ce I TNABHITE Ope/IHULH 38 HEJSHHOTO
nedunmpame. [locTaseH moMely akTyeaHaTa IPOAYKLH}a i CONCTBEHMTE KebH 3a
TOa KaKBa TPe6a /1a ¢ MPOJIYKIHjaTa, CeaK Ce ONpEie/yBaM /1a TPTHaM Off IpBaTa. A

Taa, TIaK, ja OCTaByBa OCHOBHATA JU/EMa:

Hpociop-konyeii uau @opma: Ciieyuduynu sokayuu
[cf. XKanera Banrenn, Makedoncka coyujaana itaaciiiuka 1996, nHcTanammja (og
usnox6ara Liquor Amnii 1, Yucpre Amam, Cronje 1996); fig. 1]
PenenTHaTa MPOJIyKIMja cé YIUTE e Haofa BO MPeojIHaTa eTama Off KATEropuuTe Ha
MOJIEPHACTIHYKHOT (hOPMAI3aM KOH H3HAOTakETO HA IPYTH KOH COO/IBETCTBYBAAT Ha
akTyenHata cocroj6a. [Ipeofot ro nopastupa OGHIOT 32 HAIMHHYBAHE HA NIPBHTE.
Cursu(uKaTHO € T0a WTO 0B0j 00H] ro H36Hpa MEFUYMOT HA HHCTA/IALM]ATA.
VHcranaigjata off CBoja CTpaHa HEH30CTaBHO BoBefyBa KoruenTH. Toa 6u Mozkeno jia
3HAaYM leKa BO Hea ce 06apaaT W T/efaaT MOXHOCTHTE 3a U3HAOTame Ha He-
MoflepHECTHYKH KoHIenT. W T0a KaKo IpeoKynaluja Wik Harop 3a eeH el Off
peNaTHBHO MaJIaTa CleHa (LOKOMKY MOXaM [ia 300pyBaM 3a - CLieHa) CMETaM Jieka €
no0po.

Mefyroa, KO ce KOHUENTHTe Ha TyKauHuTe uHcranauun? [ nMa mi
goomuTo? Co KoM paliiatha Tre ce 3annMaaat? [Jami ce THe pechepeHTHH Ha BPEMETO,
HA y/IOraTa K0ja YMETHHKOT 1 YMETHOCTA ja IMAaT BO OMIITECTBOTO Ha KP&jOT Ha OBO]

Bek?
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Opye mpaiitara Beke Me NPaBaT NPeTIasIiB KOH MOXHOTO IIOBE/BAE 110
KOHCTaTalujara jeka roa e fo6po. OmuTHOT BIeYaToK € Ieka TYKAIIHHTEe HHCTaTaIiH
MaJIKy NIPH/[aBAAT 3HAUeHbe Ha KOHLENTHATA IPEIHHHA (HACTPOTH MOJIePHHCTHYKHOT
CTAB 32 HEj3MHOTO 3A/IHUHCKO JOLIPatbe) BO OOMICTYBameTo Ha HHCTanauujara. Ho
Toa CelaK 3HAH leKa T iMa. Bo efIeH IOroJieM /el THe Ce BOITIABHO (IIOBTOPHO) BP3aHH
3a TIpoGIIEMHTE €O MOJIEPHHCTHYKA IPOBEHHEHIIHja: 0O(hopMyBate Ha MPOCTOPOT,
00MHKYBame Ha POCTOPOT, OTONHYBAbE I OfI3eMare/HETHPAt:e Ha MPOCTOPOT -
O[IHOCHO, TPETHPAIbE Ha IPOCTOPOT KAKO JHKOBCH SMEMEHT I KaKO YMETHHYKH
MaTepijai. Bo ipyrior, moman Ho pacTeuKH JIe] THE [H 3aCeraaT akTyeTHHTE KORIENTH:
TIOBTOPHOTO TIOCTABYBathe Ha ABTOPOT/YMETHHKOT BO COLMJaTHOTO MIUTje BO KOE
OurncyBa, o6pakame KoH ‘HalBOPELIHOTO’, 3a3eMathe CTaB, OHOCHO BOCIIOCTABYBAE
Ha OHOC KOH NojasuTe. [TonHaky KakaHo: HeJ MOXe0H TyKalllHaTa HHCTANALH]A CAMO
ja MeHyBa HaMeTKaTa, O(HOCHO, IIpe3eMa Jpyra?; Hellu € IPe3eMeHa CaMo N0jaBHOCTa
Ha MeJIIYMOT, TeHICHIIHO3HO OCTABAjKH IO HTH HECBECHO 3a00paBajKil [0 aKTYeTHIoT
KOHIENT 0€3 KOjIITO HCTHOT TOj MEJYM ja TYOH CONCTBEHATA CMHCIIA?; /i IOBTOPHO
HH(OpPMALMHTE CaMO CE TIIe/laaT, HaMecTo fla ce ypraat? OBue mpamawa ce
CYIITECTBEHO BAXHH 33 OHATAMOIIHOTO lehurupare Ha npofykuujara. OcobeHo
3apajiii ONACHOCTA Off MOBPILIHHOT NPHOJ M HEOOMUCIEHOTO TpHaKame Ha
HHCTAMALH]ATa KAKO MEJIYM 32 YMETHHUKO 0GJIIKYBatbe KOja IEMHEE H Koja € Beke
CITydeHa.

IpuopuTe Kou 0jf MPOCTOPOT (BO KOJIITO Ce M3BEMyBAAT HHCTAAIMNTE)
npasar cnelucuIHH oKL, 63 0TI/l Ha KOHUENTHOTO JIOWHPathe (3aTHIHCKO HilH
TPEJJHAHCKO) ja HOCAT OATOBOPHOCTA KOja HETPIH €JHOCTABHH M TOBPIIMHCKH
Tpetnpansa. Taka, IpOCTOPOT CTaHyBa CreluuyHa IOKALHU]a 3apajil TPETHPABETO
Ha IPOCTOPOT KAKO crewuHKyM Ha MHCTananujata, OuIIo f1a ce paboTi 3a Heroata
apXUTEKTOHMYHOCT, GHIT0 33 HErOBaTa CEMAHTHIHOCT, KAKO /1BA IIOJIOBHH MOMEHTA.
M ce unH¥ fieka o JOPMAITHOTO 1 OTHOCHOTO (KOHCTATHBHOTO), HJIH 1 BHATPELIHOTO
1 HAIBOPEIIHOTO, KAKO /IBA KPajHOCHH (heHOMEHa, IPEKY HHCTanamjata (kako efieH
OJf HajaKTyeTHUTE MEHYMI Ha ICHEITHUIIATa) HAKO KOHEYHO ja 3apaThja THKOBHATA
cIeHa Bo MaKeJionuja, ceriak, ce roieMa HeTIo3HATHIA 38 YMETHHUIHTE. [[aii ¢ JOBOIHO
caMo J{a c¢ MOCTABaT HEeKONKY 00jeKTa, eJIEMENTa, PEMMETa BO IPOCTOPOT H [ia ce
noGue mucranamuja? [Ia - TOKOJKY ce 3aKa [ia Ce CO3Jjajie 3aHAETHHCKA HHCTATALH]a,
Ho He M yMeTHI4Ka, OTTyKa, MOjOT CTPaB /IeKa YMETHUIIHTE, 0COOEHO OHHE KOH [I0NpPBa
10afaar Ha CIiEHaTa MOXAT MHOTY ‘TIECHO’, @ CO T0A H IIOTPEIIIHO, f1a TO pa30epar 0Boj
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MEJIHYM H 1 3aCTPAHAT BO BOJUTE HA MHOTY ‘3aBOJUIMBaTa’ MHCTanaumja. 3a T0a
rOBOPAT M TIOBEKETO MHCTANALMU KOM CE OCTBApYBAaT, OCOOEHO BO PAMKHTE Ha
msnox6ure Jughitie Amas. YMETHHINTE KOH OJTyyBaaT la TO MPaKTHKYBAAT 0BO]
MeJyM OfiHanpef TpeGa ffa ro mpucGaTat  T0a fieka aBTOPOT Tpeda Jla m3nese off
COTICTBEHOTO HEMPHKOCHOBEHO NMOIpayje Ha 0CAMEHOCT, BO KOE BO/IH CMETKA HCKJTY THBO
3 NPOGIIEMAUTE KOH IO 3aCeraaT HerOBHOT ‘BHATPELICH (MMAriHAPeH, ay THCTH'KIL,
JTHYEH - XePMETHYUEH) CBET, BO KOE T0j ce BOBNEKYBa (Kpue?, GpaHn?) Ot HajiBOPEIIHHTE
crTyuyBama. BAKBOTO HANYLITARE Ha ‘BHATPENIHOTO” ((hOpMATIH3AM) H H3TETYBAKETO
BO ‘HAJBOPEIIHOTO’ TO Jle(hHHHEpa CTATYCOT Ha YMETHAKOT BO [ICHEUIHHIATA, HO CO
HA3HAKa 1eKa HMa MAJIKY 3a€JIHHYKO CO AHTaKHPAHOCTA Ha MOJEPHI3MOT: IOBTOPHOTO
COIMjaNA3npare Ha YMETHHKOT BO JIEHEIIHALIATA HEMa PEBOMYIHOHEPEH KapaKTep,
TYKY € caMo HACTOjyBate fa Ce YYECTBYBA BO OMIITECTBOTO MPEKY (WM CO) EfiHa
KOHCTATHBHA KPATHKA BOH OJf G110 KOja MHJIHTAHTHOCT.

Out of Media: Cunkpeiiuamu

[cf. Pobepr Jankynockm, lllusions 1996, doro-npoekr, (0 u3noxoara 9 1/2 - Hosa
MakedoHcka yseiiHocil, Mysej Ha cospemeHata ymetHoct Comje 1995/96; fig. 2]
BropuoT GHTEH acIeKT, Koj To 3acykyBa MOETO BHIMAHHE € CEKAKO NPHOJOT KOH
HCUEKOPYBAKETO Ol TPANHIMOHANHNTE (‘KIACHIHN') AUCIUTUIHHI i YMETHIIKH
wejyma. [loTo4Ho, ce paGoTH 3a HCUeKOpYBaba KOU I 3aipKyBaaT OBHE MCIYIILITHHN
CaMO Ha HHHL[]ATTHO WM TOjJOBHO PAMHHULLITE, HITH HICUEKOPYBAFbA KOH T CIIOjyBAAT
Memaat Meguymute. Toa e Bo COIMIACHOCT CO C€ NOMPHCYTHHOT KOHLENT Ha OTBOPEH
JHjaTOr KOj He Ce JMIIYBA fid I0CETHE TI0 eNIeMEHTHTE M NIOCTATIKITE HYXKHO OTPEOHN
33 peal3aIja Ha OOMUKYBAYKHOT TIPOLEC OHAMY Ka/IELITO HITH TOTalll KOra TOj CaMHOT
Il HATIOKYBA. MYITHIIEKCHOCTA Ha IPOJYLHPAHOTO KAKO CONNIACHOCT CO KTYEIHOTO
BpeMe KOe é TI04ecTO MPOYLHpa XHOPH/IH HITH, YIIITe NOTOUHO - CHHKDETH3MH, ja
0BO3MOXYBA C& IIOTOJIEMOTO IIPHCYCTBO Ha CIO00/HIOT H300P Ha OCTANKH il HIBHOTO
TOBP3yBake CO aKTYelHH TeMaTcKn OmokosH. Kora ke pasMuciam nofnaboxo
HajBpEIHATE OCTBApyBaba Ha JHKOBHATA CHeHa BO MakejloHMm]a ¢¢ BCYMHOCT
CHHKpETH3MH, ‘KIIacHIHOTO' C/IMKAPCTBO, CKY/NTYpa Wi rpagika ce cooyBaar co
CcepuO3HH TPOGIIeMH BO OGHTE /1a ja HajiaT ONpaBIaHOCTa Ha CBOETO TOCTOCHE BO
TIOCTOEUKHTE KOHIENTH Ha 06IHKYBabe Mpefl ¢& 3apajii J10JrOTOfILIHOTO IPACYCTBO
Ha (pOPMANHCTHUKATE eNeMeHTH. Taka, CHHKPETH3MATE (KaKO IMaBHH ONOHEHTH Ha
MOHOMEPHTE) He CaMO LITO IO IPOLIIPYBAAT MOAPAYjeTO Ha YMETHHIKO JENyBatbe
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fe(hUHEUPAHO KAKO ACYEKOPYBAE Of MEHYMHTE, TYKY BOCTAHOBYBAAT i CAMOOHTHH
YMETHHYKH H3pa3HOCTH 338 KOU JINKOBHATa KPUTHKA 10IPBa H3Haora JIECKPHITHBEH H
nechHHApayKy anapar.

Hametunaid uzbop: Aenje unu Artist’s Book

(cf. Baroja Manescku: Ckuna 3a ienoto [aniuieon (of Knuzaiiia co ckuy) u [ lanitieon
(o mamox6ata Kyitiuja co cauki 1994/95, Kynrypen nenrap ‘Mana cranmia’, Cxkomje);
fig. 3-4]

EficH Apyr (heHOMeH co KOjIuTo cé IOUECTO Ce CPETHYBaM € HeMareTo NoTpeda fia
nocerysam atejea. OBa ce CIydyBa ceKorall Kora Tpeda ia Hanpasam O/IpeficH u3b0p
110 HeKOj TIOBOJ], @ HajyecTo KOra IOAT0TBYBaM NpoeKT. [10 KOHTAKTOT CO yMETHHKOT
06uaHO 106uBaM Yueitinukosa Knuza nin Kruza co ckuu o Koja MOXaM fia onbepam
[0 KOE O[r0Bapa Ha KOHIENTOT H KOE T0T0A Ke OHjje U3BE/IEHO. ToGuBajku ja,
TIOCTABEH CyM BO CHTYAII¥ja fia Hanpasam #360p KOj ce 3aCHUBA Ha MOjaTa CIoCcoGHOCT
712 ja IPETMOCTaBaM KOHEUHOCTA HA CKHIMPAHHOT MpoekT. (Yecto ce paboTH 1 32
MOHTAXH-KoNaxu Ha (ororpadun off mocrapn OCTBAapyBamba BKOMIOHUPAHH €O
npresi i ckuiy.) TaKBaTa 03HIH]a Ha IOCTE R Ha H]eH HAMECTO /IE/IA € CEKAKO Bp3aHa
32 ACNEKTHTE HA PETCTABYBAKETO HA NIPOyKIHjaTa (KOH MOXaT fia Ce TIO/IBEAT MO
KaTeropujaTa MpOyKIHCKY H3I0K0M) W HA CAMHOT KApakTEp Ha jieNaTa Kou
HEOIMUE/IIBO CE BP3YBAaT 32 TIPOCTOPOT BO KOjuITo Ke Gmjat nocrasen. IlonHaky
KaXaHO, 4KO BO MHHATOTO moctoeme (popMynanujata ‘Onpee Mi TEPMAH 32
w3mox0a, ke gobueIm fiena’, cera Taa e H3MeHeTa Bo ‘Ompepienu MH IIPOCTOP, Ke
peau3upaM HeKoja Off HIEHTe/CKMIATE KOH BeKe T nMam’.

Enexiaponcku ymeiiHociin - 0010 uan uckycueo

[cf. Apxumenmjana Mysterium: Passion - Temptation, (o m3mozk0ata Kymiuja co cauxi,
Kynryper nerrap ‘Mana cranmma’, Ckonje 1994/95); fig. 5]

Otsopamero Ha Copoc Llentapot 3a coBpemMerH ymeTHoCTH - Cromje, MaxefioHnja
(SCCA) Ha Hekoj HauHHa ja 3a06p3a yMeTHHYKATa NPOJYKIKja BO JOMEHOT Ha
eJeKTPOHCKHTE yMeTHOCTH BO Makegonnja. [lperxognara (RONTH TOJHHHA 1
eMHCTBEHA) MpOjIyKija Ha Makenonckara Pajio Tenesns3nja, a off CKOpo 1 Ha Al
TeJeBH3HjaTa, BO PAMKHTE Ha YMETHHYKOTO BHJIE0 CBOCBHJIHO T BOCTIOCTABH BAKBHOT
BUJ| HA YMETHHYKH AKTHBHOCTH KaKO €/[HAKBOMEPHA YMETHIIKA npopykija. SCCA

1MajKu TO 0Ba BO TIPE/IBUJl HANIPABH OOH]| /12 OBO3MOXKH YCIIOBH 32 TIOHATAMOIIHO
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pa3BHBAEE H CO3/IABAEE HA JeNa Ol EEKTPOHCKUTE YMETHOCTH. 3HAYEHETO HA
manox6ara Kyitiuja co cauxu (IIpsa ropuiHa n3nox6a va SCCA) ojf 1994/95. ne ce
320KPYKYyBa CaMO CO KOHCTATAIH]aTa Jieka BO €/leH BAKOB POEKT ce ongparenn 17
OCTBapyBamba, leka & OBO3MOXeH npucran (ce pasbupa OTpaHMYCH) 10 HOBHTE
TeXHOJOI'MH, HJIH JleKa TMoBeKe YMETHHI KOH HUKOTall He pafoTene co HOBUTE
TeXHOJOTHH 1a ce 00HAaT Bo HUB (03 HIKaKBa 00BPCKA fla MPOJOILKAT), TYKY JIeKa
0BO]j TIPOEKT OTBOPH HOBH MOXHOCTH. Bo Kywiujaiia co cauxu Gele moMeCTeH
NPOeKTOT Mysterium Ha rpynara Apxumequjana. IIpeite iBa off TpuTe fjeN1a Ha OBO]
npoex (Passion - Temptation  Introduction to Awakening) ja BoBeflyBaaT KOMITjyTepcKata
YMETHOCT Ha €JJHO MHOTY BHCOKO KOHIENTHO pamuumre. Ho, Toa mTo € ymre
N03HAYAjHO € T0jaBaTa Ha HHTEPAKTHBHHOT KOMYHHKALHCKH KOHLENT Ha [E0T
Introduction to Awakening. Cropej| yBUJIUTE KOH TH HMaM TOA & IPBHOT COPTBEPCKH
BOJICH MHTCPAKTUBEH YMETHIYKH MPOEKT Ha BankaHor, a Mey Mankyre H BO Liela
Hcrouna Espora. Toa Ha HeKOj HAUIH TIOBEJE O {YTH HCTPaXKYBarsa KOH ja HAMETHAA
ToTpeGaTa o 0BOIMOXKYBAkE I Ha [IYTHTE TEXHONIOTHH 32 YMETHHYKA EKCILI0ATALT]a.
Bes pyro 3a Bropara ropuusa n3nox6a Ha SCCA Bexe nemaue iiemi: CD-ROM
npoektorT Mkona Ha cpeGpo. Haj3HauajHOTO 1WTO 0BOj MPOEKT TO JIOHECE HA
MaKeJJOHCKATa JIHKOBHA CIeHa ¢ TIOBeKeCcTpaHaTa On(aTeHoCT Ha MPOEKTOT KOj Ce
OJIBHBAIIIE BO HEKOJIKY (pasii: Ipe3cHTALja H leMOHCTpaLuja Ha MoxHocTiTe Ha CD-
ROM TexHONOTHjaTa 3a yMETHAYKA EKCINIOATAIja, KOHKYpCHATa (hasa BO Koja
AIVTHKAHTHTE CE COOYHja CO CIeIHHYHOCTHTE Ha KOHKYPCHATa IOKYMEHTalja Koja
jamoGapysa 0Baa TEXHONOIH]a, HHCTAMMPABETO Ha ENIEKTPOHCKATA PaOOTHIIHHLIA BO
K0ja e NO/IrOTBYBAA M PEAH3HPaa N30paHUTe NPOEKTH, IPE3EHTAI{H]aTa Ha IPOEKTOT
B0 rajepujata [Jyin0 M KOHEYHO CHMIO3HYMOT OPraHH3MpaH Ha TeMa:
Hnrepakrurocra: Hoa kateropija Ha THKOBHOTO? KoHeHO, HajroneMOTo 3HAYCHE
HA LETHOT OBOj TIPOEKT € LITO TO] ja NPHOJIMKN H 3aII03HA NOIIMPOKaTa yMETHH'KA
3aejuuua co CD-ROM Texromornja. [IoHaTaMOIIHOTO BAKBO [e/1yBaH:E MPAOHECE I
3a TI0jaBaTa Ha HOBOOCHOBAHNOT SEA Fair [Skopje Electronic Art Fair]. Bo ceoeTo mpBo
W3aHne Bo jynn 1997. Toj I MOCTABH IPAIIaKkaTa 34 MPeXHATa yMETHOCTa (Web art,
net art, internet art) mpexy VIHTepHeT, BKITyuyBajKil IPHTOA I IPOEKTH Ha MAKE/IOHCKH
ymerHumy. CBojaTa riasHa yiora koja SEAFair ja uMa TlocTaBeHo npej ceGe e fja o
TMOBOJ{ MPOEKTUTE GHIAT CTHMYTHPAHH 1 MAKETIOHCKHTE YMETHHLI 1 1a 3al04HAT CO
u3paBoTKa Ha cBoH npoekTi. Cekako fieKa pe3ynTaTHTe Of 0BO] aHTraKMaH IOTpBO Ce

QUYCKYBadrT.
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OrTyKa, CKpOMHHTE 110 00eM HCTPaXyBama Ha OBHE MEIMyMH BOJIea KOH
Man 6poj Ha ocTBapyBamwa. Mako MamyOpojHH THE ja IPETCTaByBaaT MaKEJOHCKATa
NPOAYKIHja KaKO eJeH 3HAYaeH CETMEHT K0j BO 0BO] NIEPHOJ] Ce [IBIDKH HA IBOYMHATA
NHHHAjA: 0610 WK ucKycilieo. [leCKpUNTHBHUTE M TONKYBAYKHTE KATETOPHH Ha
YMETHHUKOTO [IE/yBahe CO H BO HOBHTE ENEKTPOHCKH MEIUYMH BO HEKOja paKa OfjaT
BO IPHIIOT Ha OTYIYBAEETO HA OO3UTHOCTA HA 0Baa iBOYMHa JinHHja. BoomiuTo, oBue
MeuyMH OMjiejkn ce Haofaar BO HHBHATA eKcIepHMeHTamHa (o0miiHa) dasa ce BO
npoliec Ha 0)opMYBabe HA HEBHATA TEOPUCKO-TONKYBAUKa CTPYKTYpa 0apajku mpey
C& M HOBH KaTeropui. Bo Taa cMuclia cMeTaM ieka KOMIapaTHBRAOT METOJ (JIOKATTHO -
MefyHapO[HO) ce yiiTe He MoxXe 1a pyHKIyoHupa. Co Ipyri 300pOBH, YCIEUHOCTa Ha
HHTepHET MpOeKTOT Refresh: Laika - The True Story ce cOTmEAyBa NPEKY
HHTEPKOMYHIKALUCKHTE ACTIEKTH HA HETOBATa IPOEKTHPAHOCT i YMETHIIKHATE ACTIEKTH
Ha Heroata 00MKOBHA CTPYKTypa i mojasHocT. Co Toa, 06udoill efHOBPEMEHO
CTaHyBa HCKYCTBO, IOlEKa UcKyclisoilio (HaKo He MOXe ia Ginie 06u0) cranyBa 00uUOHo.

I1. 3a npeTcTaByBamETO

O, orope HaBeJ[eHATe KAPAKTEPHCTHKH Ha YMETHIYKATa TPOJIYKIIHja IPOU3/erysaat
W Hej3UHITE OMIITH OfpetHuI. Bo HUB ce Genexar MaHH(ECTalHHTe Ha 3ae/IHHIKUTE
CrIeN(HIHOCTH OJBEAEHI O] CEJHHTE TOUKH:

Ipoodyyupanu uznoucdu

[cf. Cranko Masneckn, Bo Geaoilio uau KoH oHa Witlo He ce 21e0a - AMOPIU3UPAHO
Koukpeiiino 1995 (o m3moxGara 9 %: Hosa saxedoncka ymeiinoci, Myse) Ha
cospeMenata ymetsoct Ckomje 1995/96); fig. 6]

EfieH 0} Haj3HauajHHTe (heHOMEHI Ha IOHOBATA YMETHIYKA IPORyKI[ja BO MakejjoHHja
ce mpopyuuparnTe n3nox0m. Cekako fexa oBoj TepMuH TpeGa fia ce pasdepe BO
cenuryrmTe N0KaTHH oKomHocTH. Off efiHa CTpaHa ce jaByBa NPORYLHPABETO Ha
W37103k01, a OfI Ipyra CTpaHa POJYLMPABETO Ha fieNa 3a u310K0u. [TocrepHiTe ronemi
H3TOXOH KOH ja ondhakaaT peleHTHATa YMETHIYKA NPOJyKIUuja ja TOKaKXyBaar
T10jaBaTa Ha HENIOCTOE e HA TOTOBI fieNIa KOM MOXKaT J1a GHjjaT H30paHi BO aTelmjeto,
OJTHOCHO JeKa Je/1aTa Ce CO3/IaBaar 110 KOHKpeTeH noBoji. MoxeOu nsnoxonte Kyiiuja
co cauku u Mxoua Ha cpebpo W ja HaMETHYBAAT TAKBaTa KOHIENIH]a, HO
CHTHH()MKAHTHH Ce CTYIYBAmaTa cO IOBEKETO CAMOCTO]HI M3MOXKOM, TIOTOA TPHTE
n3nox6n Juepitie Aman, npoektor Liguor Amnii, a 0cobeHo co uanoxoara 9 /. Hosa
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MakedoHcKa ymeitiHocitl. Ha oBaa mocnefHaBa, Ha OKAHETHTE YMETHHIIM HM € 3afiafieH
NPOCTOP KOJIITO THe caMuTe Tpaba 1 ro PELaT (COracHo CTaBOT feKa 0Baa H310k06a
He € M3I0K0a Ha Jlella, TYKY Ha YMETHULH KOM I'0 32BPENHyBaaT BHIMAHHETO HA
kpuTHKaTa). Kako 1mro seke HamomeHaB B0 AenoT Hameilinaili 360p, TaxBata cocrojba
moara of cé o4ecToTo paboTere Ha CKUIH PEKY KOH ce OenexaT HICHTe, OTKOMIKY
Ha HCTPaXyBakhe Ha IPOO/IEMHTE i KOHIETITHTE HH3 TBOPEUKHOT npotiec. Mmi yure
TMOTOYHO, OBOj THI HAa H3/0XKOM CE MOXHOCT 33 YMETHHLUTE fia TO PasBHBAAT
TBOPEUKHOT KOHLIETT, OJHOCHO Npotjec, (6HyIejKi camo Hu3 HIB TO] MOXKE /la Ce Pa3BHBa
1 TIPOBEPYBa), 1ITO Off CBOja CTPaHa BOJH KOH EJIeH PH3MYEH MOMEHT, OHIejKH OTKAKO
NIEN0TO Ke ja o0He CBojaTa KOHEUHOCT MOXKHO € Beke fja Oufie JIolHa.

Ot ipyra CTpaHa HHTEPECOT Ha YMETHHIITE CBPTEH KOH HHCTANIALH]aTa KaKO
MeJHYM Ha YMETHHYKO W3Pa3yBatbe TO ONpaByBa OBO] CTaB: Ce J0jieka He Ce 3Hae
KOHKPETHHOT TIPOCTOP BO Koj TpeGa fia GHie NocTaBeHa MHCTaNALKjaTa Taa I0CTOH
caMo KaKo cKuIa. BAKBHOT CTaB, TaK, Ha CligHaTa BoBejie Oaparma i OTKpHBamba Ha
HOBH JIOKALHH,

Aniaepnatiusnu (?!) upociiopu

[cf. Timnjana [ysenosa, Beunoitio epakarse ... 3a60pasatse, co04ysarse, 8paKarse,
fipeceabu, xopenu 1997, uHCTaNaLwja, THIHBAyamHa Kyka na Kej 13. Hoemspu 6p. 92,
31. mapr - 1. anpun 1997; fig. 7]

[MogpymrTe Ha MIAIHHCKIOT KY/ITYPEH LEHTAp; C¢ YIITE 3amylITEHaTa 3rpaja Ha
NOpaHEIHOTO BOEHO CKIARHIITE, ieHec 3rpaja Ha Kynrypuuor nenrap ‘Mana
Crannna’; pyHHEPAHEPAHHTE TIPOCTOPH Ha Typckata Oama Fugpiie Amanm; Manara
TIpeyiBoeHa KyKa 3a KuBeetbe Ha ymiia XKenesnmuka 8 (Canepuja yitao - aMOHIHO3HO
HACTOBEHA 11 HICKOPHCTEHA CaMO 110 e/ieH TIOBOJ); eHTEpUEPOT Ha vajimisnuata CAM,
rocTHHCKaTa coba Ha mpuBatHata Kyka Ha Kejor 13 Hoemspu 0p. 92; jenoara Ha
My3ejoT Ha COBpeMEHATa YMETHOCT; BHATPEIIHOCTA H HABOPEIIHOCTA Ha 3rpajiaTa
Ha MaKeJJOHCKHOT HAPOJIeH TeaTap - ce HHLIKH Off HH3aTa Ha Al TePHATHBHA TPOCTOPH
KOH ja ONpTyBaaT Tonorpadujata Ha THKOBHHTE ciyuyBama Bo Ckomje. Mefyroa,
BIIEYaTOKOT KOJIITO TO HMaM 32 0Baa Xajka 10 HeBOOOMYAEHH i HEHCKOPHCTEHH
TMPOCTOPH HE Ce JOIDKH Ha CTAaBOT HA YMETHHKOT HCTHTE A T CNPOTHBCTABH Ha
3BAHHYHHATE My3ejcKH i ranepucki npocropu. Co Toa, hakToT Jleka TPOIyLHpameTo
Ha JeNa 32 Ha3HAYEHH NPOCTOPH i HEMAMETO Ha KPHTIYKH OJHOC CIpeMa Koj Ouito
NMPOCTOp MIH YYECTBO BO KOj BUIO MPOCTOP, TO NpobneMaTn3npa TEPMUHOT
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aailiepaniliugen: anTepHATHBEH Ha mWTo? - 61 6UNo mpamameTo. becMucneHocTa Ha
ynorpedaTa Ha TEPMUHOT Ce Pa3peLyBa co (haKTOT feKa alTepPHAPAmETO HEe MOXKE [ia
nocron of Ae mpuumHu. IIpBara e oHaa Koja ce ofHecyBa Ha (pakTOT fieka
IPORYLHPABETO Ha fle/1a 32 Ha3HAUEHH IPOCTOPH HeMa KPHTHIKH OJHOC CIPEMa TOj
TIPOCTOP HITH YYECTBO BO TOj IpocTop. Bropara e jeka HeTuTe YMeTHULH KOX H3/araaT
BO OBHe ‘aTePHATHBHH POCTOPH CE CPeKaBaaT 1 BO CEKOja MPHUTOJia H HA CEKOja Ipyra,
MHCTHTYITHCKA NTOKAI]a. 3HA4H, 0Baa XajKa 110 ‘IpyrH’ MPOCTOPH He & 60jKOT MM IOBHK
3a CPOTHBCTABYBAKE HAa HHCTHTYLHHTE HA YMETHOCTA, TYKY MO‘HOCT H 00H]I 1 ce
TIOCTOH KaKO YMETHIK.

Baka nocraBenata Tonorpacuja ykaxysa Ha cocToj6a Koja ToBOpH 32 T0a
JieKa JTOKalujara (WK CenuhIIHOTO JOIHPabe) € OHTHA CAMO Off €/JHA IPHYHHA: TOA
€ MOXXHOCT [Ta ce H3BefIe A0, GUejKi HCTOTO He ce co3aBa IoBeKe BO aTeNjeTo.

Denomenoiu ‘Quchive Amam’

[cf. ocHoBa Ha Yudpre Amanm; fig. §]

1995. rpyma off JBaHAECET YMETHHIIH PEIIaBaaT ja HampaBat H3Mox0a BO MPOCTOPOT
Ha Typckata 6ama Juhitie Amam. OCHOBHHOT CTaB € JieKa H310Xk0aTa HeMa fla HMa
KYpaTopd, KpUTHYAPH, CENEKIH HAJBOP Off KPYTOT Ha CAMHTE YMETHHIN H [IeKa
n3n0k06aTa Ke OuJie BO OpraHn3alija Ha YMETHHIHTE KOH yuecTByBaar. Cekako Jexa
0Baa 10jaBa He € Heno3HaTa BO HCTOPHjaTa Ha MaKeJJ0HCKATa MOJIEPHA H COBPEMEHa
ymetHoer. Ho, Toa wto heHoMeH0T Yughitie Amam ro pa3snuKyBa Off CHTE JOCETalTHH
CITHYHI TI0jaBH € OKOMHOCTA TI0/BO KOja Ce CIyuyBa Opranusupameto. Jughitie Amas
He € leHHnpaHa rpyna Ha ymerHu, Jugitie Amas se e cras/6ojkot/mporect, Yugitie
Amam He e TIOKaHa 32 IpOMeHa Ha TEMEIHNTE BPEJHOCTH Ha THKOBHATa YMETHOCT BO
Maxenonnja, Yugitie Amam vema Maundect, Yugitie Amam He HM TIpHNara Ha CHTE
yMeTHIIH (Kako wro ¢ [opnmuara n3noxoa Ha NIYM), Yuepine Anan He €
KOXEPEHTHO [PYIITBO Ha mpujaTemu. EqHopemeHo, heHoMeHOT Yuiie Amam e i
MECTO TIOHO CO OMACHOCTH M PH3HIM: 32 HEKOH Off YMETHHIUTE TOj € ENMHCTBEHO
(ETHOTOJMIITHO) TIPETCTABYBAH:E KOE, CO OIMe]| Ha CIe(h)HIHOCTA Ha HHCTaNalHjaTa
KaKO MeJIiyM, TH HCLPITyBa TBOPEUKHTE CHITH H MOKHOCTHTE 32 CAMOCTOJHH HJTH JIDYTH
H3710X0M; 33 HEJIOBONHO HCKYCHHTE TO] & MECTO Ha KO¢ HEKPHTHIKOTO (0Ba HE Ce
OJIHECYBa Ha HEMPHCYCTBOTO Ha JIHKOBHATA KPHTHKA) BEPH(ULNPAE HA YMETHHYKATE
H3Pa3HOCTH, 0C00EHO HHCTANALN]ATa, MOKAT /1A I0BEJAT 10 IOBPLICH O/IHOC KOH HHE;
3a Ie/IyMHO HCKYCHHUTE TO] MOXeE /la CTaHe J00pa 3aKpHia CO HeraTHBHA KOHOTaIja
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3a CONCTBEHHUTE HEMOYMHUIH OKOMY TOA LITO 1 KaKO TIOHATAMY;

Ho, Yugitie Aman e n obefHHyBame Ha OMUCKUTE pasMUCIyBama HA
PasIHYHK YMETHHUKH CEH3MOMIHTETH OKONY H 32 IPOCTOPHOTO OOMHKYBAmE H
0BMIKYBAMmETO CO NPOCTOPOT TI0 MOBOJ TypeKaTa Oara Tnghre AMaM i 3HaueHaTa
KOH Taa I COJIPXKH ([ypH H HACTOBOT Ha H3I0KGHTE KOM C€ Of[pXyBaar BO 0amwara ro
Hocar Hej3uHoTOo uMe: Judisie Aman 1 (1995.), Hucpiie Amas 2(1996.) m 0Baa rofuna
Yugivie Aman 3.); Quepitie Amas e MecTo 3a 06H]I, HCTPaXKYBakbe, HEKOHBEHIHOHAI-
HocT, B 1 MefyceGHa pa3Mena. Yugitie Amasm € MecTo 3a IpOBEpKa 1 Ha KPHTHYAPHTE
- He BO TIPE/ITOBOPHTE, TYKY BO PA3TOBOPHTE 110 TIOBOJ H3NIOKOHTE, MECTO 34 CIETICHHE
Ha Pa3BOjOT H MPOBEPKA Ha YMETHHIINTE, MM T0jaBa Ha HOBH yMETHHIH. KoHeuHo,
denomenor Yugpisie Amas e MECTO 3a iePHHAPASE Ha CTABOBHTE OKOMY PELIEHTHATA
TIPOZIYKLHja, MECTO Ha KOE CE CO3[|ABA CITHKATA 32 AKTYEITHATA YMETHOCT BO Makeponnja
GHI10 Taa [1a € KBAMUTETHA HIIH HE.

Temnuna

[cf. Wckpa [umurposa, Thalamos (off n3mox0ara Yueitie Aman 2, Unpre Amam,
Cxkomje 1996); fig. 9]

ToxMy IPHMEPOT CO MPBUTE /iBe OfipKaHH H310X0M BO Tndhre AMaMOT NOKaXyBa
e/[Ha MHOTY 3a6eMe3KTHBA i 3HAYajHa KAPAKTEPUCTIKA Ha PELIEHTHATA pOJYKLKja BO
Maxejonnja, GapeM 3a MPETCTaBHHUIATE HA MOMIIAATa H CPEe/iHATa TeHepanyja.
TIpocTopot Ha Garsara MocelyBa IOKPHBEH CHCTeM Ha OCBETIYBakbe. HeMa fja KakaM
HHILITO HOBO AKO CIIOMHAM Jieka OaraTa BO IIepHOLOT Kora Om1a Bo ynorpea paGorena
BO TIOTOJIEM JIeT CO THEBHO OCBET/IyBambe W [eKa Mefy Hajronemure jo6mnecti Ha
OCTBapyBabaTa Ha HCAMCKATA apXUTEKTYpA Ce HAofa H HAUMHOT Ha PEIIaBaheTo Ha
OCBETIIYBA:ETO, IOTOYHO CBETNOCHHTE (e TH KOM TH CO31aBaAT SBE3IECTHTE OTBOPH
BO KymomuTe. 30IITO YMETHHIATE CEMAK CE PEllaBaaT 3a BEWITAUKO OCBETIYBAE,
OIHOCHO 3a ‘TeMHH’ H3BeJI0H, 32 TeMHHHA?

[leTanHoTo MpeGpOjyBame HA OCTBAPYBamaTa BO MEPHOJOT KOJLITO TO
pasTiIeNlyBaM YKaxXyBa Ha T0a [jeka CKopo NMOJIOBHHA Off TIO3HAYAJHHTE [iena KOH ce
peaTH3upaHH Ce NOCTABEHN BO TEMHIHA, CMETAAT Ha ePEKTHTE Off 3aTEMHYBAKETO
HJTH 3ATEMHYBAbETO/TEMHIHAT ja ynOTpeGyBaar Kako KOHTPA-MyHKT 3 CBETIIOCHHTE
censanyn. CTaryBa JH BO T0a 360D 38 HHTEPECOT 32 HCKITYUHBO (hOPMATHCTHIKHTE
acnextu? Ce KpHe Jd 3] T0a (T BO Taa TEMHHHA) HEMOKTA [[a CE M3JI€3€ Ha CBETIIO
€O JIpyrH BpeHOCTH Ha fienoro? [lami e TeMHOTO IOBTOPHO 3aTBOPAbE HA YMETHHKOT
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BO CBOjOT CBET, CETA KOTA 3apajjil HHCTANAUHOHHOT MEHYM MOpa /la CO3/1aBa BOH O
CHTypHOCTA Ha atemjero? [lani TeMHOTO ja 3aTCKpHBa XpaOpocTa fla e MPOrOBOPH 32
cocroj6mre? [lanu e Toa NPOH3EOJ Ha TeMHUHATA HA OKonHata creapHocT? [lam e Toa
TEMHHHATA Ha KPAjOT Ha BEKOT?

DOpHAIO - AHZAHUPAHO

[cf. Uirop Tomesckm, mpoekt Jocue ‘96 1996-97, (on usnoxb6ara JHocue ‘96 - Tuitios
Beaec, lTuxosen canox, Bemec 1996); fig. 10]

HacnpoT MOHTe CTPaBOBH JeKa YMETHHYKaTa MPOJYKIja BO Makeponnja Ke
TPOJOTIKI [{a Ce 3aHHMaBa i K¢ 3aBPIIIH CO TIPOOMEMHTE Ha (hOPMAITI3MOT, Ha ‘TEMHHOT’
XOPH3OHT C¢ jaBYBaaT IPyIH (fa KaxaM ‘HOBH'?) MPOOIEMH KOU TO TIPHBIEKYBaaT
HHTEPECOT Ha yMETHHIHTE, M31eryBameTo Ha YMETHHKOT Off CBOETO arernje He Tpeda
nia mojpasGupa jexa Toj Tpeba Na paboTH caMO BO MEIHYMOT Ha HHCTAIAHjaTa.
Yi10raTa Ha yMETHHKOT BO JieHELIHAIIATA € HelrTo n3MeneTa. CyOjeKTHOTO IO 3aMeHyBa
HHJIMBH/(yATHOTO; ‘BHATPEIIHAOT  CBET HA YMEHTHKOT CE 3aMEHyBa €O ‘HaJlBOpeIIHaTa’
HEMHJIOCPJHA CTBAPHOCT; HA YMETHUKOT HE MY € IOBEKE JIOBOIHO ‘3aTBOPABETO’ BO
CBOjOT CBET - HeMa [TOBeKe BpeMe 3a IPHKA3HHTE 38 HATMHOT Ha KPHEHE Ha HOjOT. AKO
IO{PYMHTE, CTAPHTE 3TPAfiH, HANYIITEHHTE 00jeKTH CTaHYBAAT HETOCPEAHA oKanyja
33 HHCTIAPAPAHhe H CO3/jaBakhe, TOralll YMETHHKOT HE MOXE Jla C& OjHeCyBa Kako la €
BO CBOETO aTelje - TOj ce COOUYBA CO jaBHOCTA BO HCKIYYHBA M HENMOCPE[HA
KOMYHIKAIIH]a Ha HErOBATA (YMETHHYKA) TPAHCTIO3HUILHja HE CO jaBHOCTa (T0a 1 jocera
ro TIpaBellie) TYKY CO JaBHOTO, CO TOA LITO € HETOB 3a¢JHHYKH HHTEPEC CO jaBHOCTA,
HUBEH 3aeJHUUKH CBET BO KOJIITO 3a€J[HO ONCTOjyBAaT M ce cyfupaar. HauwHOT Ha
TPAHCTIO3AIjaTa Ha OBIE KOHIENTH He MOXe MOBEKE /ja CMeTa Ha XepMETHKHTE,
IWYHATE 7 HepasGupiuBHTe MeTadu3MUKN Kofion. Bo KoMyKanuonoTo foa
KOMYHHKAI[N]aTa e eHOCTABHA i HETIOCPE/IHA - KOIKY TIojacHa TONIKY MOBeKe pasbpara
H yCIIENHa BO CBOjaTa CyIITHHA, He 3HaM flamit u ToHaTaMy ke MO3KaM J1a Hararaum 1ITo
YMETHHKOT caKa Jia i Kaxe. He 3HaM jjami mvam notpeda fia Harafam, ako T0a Wro
YMETHUKOT CaKa [ja MH TO KaXe He MU TO KaXyBa Ha JaceH HauuH. Bes6pojuute
MOXHOCTH HA KOJOBHTE CO HHBHHTE META3HAUCHa Ce CBEJlyBaaT Ha CHOCTABHHOT
ucnmc. Hemam noseke BpeMe jia HararaM i elmnupupan 3a NOBTOPHO /1 3rpeliaM
(B0 ounTe Ha ymeTHHKOT). OlaMHa pa3dpas jieKa KPUTHKATa HEMOXE [a oure
ceondparna. Toa cera TpeGa a ro pasdepat i YMETHHLTE, HE 3apajiil KPHTHKATA, TYKY
3apajii OHME KOH TO TIOTBPAYBAAT MOCTOEHETO Ha HHBHOTO JIENO - BTOPHOT TOT O

KPEATHBHHOT MPOLIEC - jABHOTO.
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II1. 3a koHcTaTaguuTe _

Tokonky Gu cakal HaKpaTKO fia ja OIHIIAM MAKEJOHCKATa JIMKOBHA ‘CLEHa’ BO
CPe/HHATA HA IEBEJIECETTHTE, lePHHHPAMBETO CEKAKO G ce IBIKEINO BO PAMKHTE Ha
norope NOCOYEHUTE CMENU(HKH: Taa c€ NMOBEKE ce ONPOCTOPYBA MPEKY
CHHKPETH3HPARETO BO NPOJyKIMjaTa Ha CKUIIH, IPOEKTH H EKCYPCH BO IOCTATHUTE
MeJAYMH NpeKy (hOPCHPAHETO Ha OfHATIPEN 3afiafieHH KOHIENTHH i/} NPOCTOPHN
JOKauH IpeppIyBajKi To cé oBeKe TEXMIITETO O ACTIEKTHTE HA MOJIEPHHCTHYKHOT
(opmanu3aM KoH MaHH(ECTAIUHTE Ha TOCTMOEPHACTHIKATE TEMATCKH H KOHIENTHI
CEOCTAIIHOCTH 32 YMETHWUKaTa npojiyKiyuja. [cf. Antonn Massesckn The End, Mysej
Ha coBpemenata ymerHocT Cromje, 1997; fig. 11]

Kako TakBa Taa cTaHyBa ‘Cl€Ha’ Ha aBTOPCKHM Da3IM4YHOCTH KOH ja
W36ErHyBaaT IeCHATA | €HOCTABHA CHCTEMATH3alHja KA IMKOBHATA KpUTHKA. Taa
cTanysa 30Hp Ha MOHOBATIEHTHI HACOKH Ha HCTpaXyBarsa. Taa €3 ronemMo IBOyMere
671 MOXeJI /12 ja HMEHYBaM KaKo - lapalelli Ha aKTye/IHaTa yMeTHocT 8o Makepjonmja.

IV. H3Bojysama

[[T03UTHBHHTE ACTIEKTH HA H3BPLUCHUTE AHATH3H BO TOPHHOT TEKCT CE H3BIEYCHH HITH
0BO3MOKEHIT Off HACTAHUTE H NMYHOCTHTE M HUBHUTE HAj3HAYajHH [Iea BO MOJOTY
HABE/IEHHTE XPOHONOMIKH nHcTH. HeratnpHiuTe, NaK, ce MPOH3BOJ Ha TpOJyKLHjaTa
KOjalllTo He € HeHaBe/IeHa. ]

Hacitaru

- jymn 1994: - Kanera Banreny, nncranauija [Topiia, Mysej Ha coBpeMeHaTa yMETHOCT
Cxomje;

- jymu 1994: - oropatse Ha Copoc Llentapor 3a coBpeMeH# YMETHOCTH - Cxorje, Makeponuja;

- oxTOMBpH 1994; - 22. Mefynapoaro Guenane Bo Cao ITaono, Bpasi - Makejioruja 3a nps
TIAT y4eCTBYBA KAKO HE3aBHCHA 3eMja, OTHOCHO Kako Peny6nuka Makegionja;
Josan IIlyMKOBCKH He TH IOCTABYBA [IENIATA TYKY ‘H37Ara co MpoTecT’ Kako
0JTOBOP Ha H3MEHATa Ha OJUTyKaTa Ha OPTaHH3aTOPOT, 110 HHTEPBEHLI]aTa Ha
rpukuTe yMeTHHIH, Makefionuja ia Gijie OHIjaHO HA3HAUEHA KAKO
Iopanemmsa Jyrocnosericka PemyGmika Makepomija 1 [{a ce CHMHE HEJSHHOTO
(ToTaliHo) OhHIH]ANHO 3HAME;

- nexempi 1994: - Kyiaiuja co cauxu - TTpea ropumza n3n0xx6a na SCCA co koja Ha
NUKOBHATA CLieHa BO MakeJ[oHja OBTOPHO €& aKTYeH3Mpaar T.1.
‘IPOYKLMCKU H3N0XKOH';

- nexemppn 1994 - janyapn 1995: - Ha n3nozk0Oata Kyiiuja co cauxu u3BefieH ¢ IpBHOT
KOMIIjyTepCKH FeHepHPaH HHTCPAKTHBEH IPOEKT, JOTOrALl N03HaT Ha Bankanor
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nefeH of Mankyre Bo Mcroysa Espona - Mysterium na rpynata Apxumenujana;

- MapT 1995: - 110 IBeTOMILIHH OATOTOBKH Off IEYaT H31IEryBa MPBHOT OpOj Ha CIUCAHUHETO
ToaemoiTio citiaka0, BOETHO H IPBO CIEIH]aMH3HPAHO CTHCAHHE 33 BU3YEIHH
yMmeTHocTH Bo Makeqonuja;

- Maj 1995: - rpyna yMeTHHIM ja opraHu3apaat unoxoara Jugiie Amam co HaCTO]yBare
YMETHUIUTE COOPaHH OKOMY POEKTOT fla C& KOHIEHTHPAAT Ha
CTIeNHGHIHOCTHTE Ha CTAPaTa TyYPCKa Gakba, & KAKO IPOEKT BOH Of
HHCTHTYLHUTE U y7I0raTa Ha MHKOBHATA KPHTHKA;

- jynn 1995: - Peny6mika MaxejioHuja ja HemyIuTa MOXHOCTA 110 BTOP ITAT 1 Y4ECTBYBA Ha
Benenuckoro buenane - npuuunuTe cé yuure ohULujanHO HepasjacHeTH;

- okToMBpH 1995: - ipoexror [Topitipeitioin e Baadumup Anitionos na XKanera Banrenu Bo
3BaHHYHA ceneKuuja Ha 4. Micranbyncko OHeHane Kako MPETCTaBHAK Ha
Peny6mka Makenonuja;

- HoemBpH 1995: - 3opan [Terposcku Bo My3ejor Ha coBpeMeHaTa YMETHOCT ja IOCTaBYBa
usnox6ara 9 %: Hosa makedorcra ymeitiHoCI, H3T0X0a Ha KOja Ha IOKAHETHTE
YMETHHIN HM € lafieHa JIOKaIjja off TocTaBKaTa Kojarro Tpeba ja ja pasperuar
CIIOpEN HUBHOTO YMETHUUKO YOE/yBatbe; IPOEKTOT NPETCTABYBA MPB 00MJ a ce
HAIpaBH [I0roneMa rpyHa 310:k0a caMo Ha aBTOPU KOI BO MOMEHTOT 'O
othopMyBaaT HAjaAKTYeNHHOT JIeN Off TUKOBHATA clieHa Bo Makefouja, a He,
KaKOLLTO I0TOTAlll € IPHCYTHO, fia ce OMpaaT aBTOpH COPEf CeNeKTHPAHUTE
fena;

- mapr 1996: - npesenrauuja Ha nperoT ymerHUuKH CD-ROM na bankanor Hkowa Ha cpebpo,
BO paMkuTe Ha BropaTa roguna n3noxo6a na SCCA,;

- Jymi 1996: - Liguor Amnit [ TpB POEKT BO KOjHITO EHOBPEMEHO yUECTBYBAAT NIeT
MAKEJIOHCKH YMETHHYKH H IET CTPAHCKH (AMEPHKAHCKIL);

- agryer 1996: - Mrop Towescki ja 3amounysa cepujata Jocue '96, IpB IpoeKT Koj
HajHenocpe/Ho 3aaka BO OApayjeTo Ha AKTYENHUTE (HeraTHBHHU) OMUTECTBEHN
H GKOHOMCKH IIpOMeHH BO MaKe/ioHuja 1 ¢0 T0a I'0 BOBJIEKYBA YMETHUIKOTO
[ieNyBatbe B0 chepara Ha AHTAXKUPAHOTO;

- jynn 1997: - Art City - fipuxasna 3a Ho8uoill Zpad - MPOEKT KOj HMa 3a 1jel1 /1a ro ‘oKymnupa’
1M ‘TIpB fia ro 3a3eMe’ npocropor Ha X’B3u [Tawmnnre Konauu so c. bapposun
32 YMETHHYKH LeNH, TIpefi BUI10 KOj ipYT a r0 ynoTpeGH 3a HeKOH IPYTH;

- jynn 1997: - npomosupan SEAFair [Skopje Electronic Art Fair], u npesenranuja na Mureprer
IPOEKTHTE Ha 17 CTPAHCKH H 4 JOMALLIHH aBTOPH;

- cenTeMBpH 1997: - ['oaesuoi vekop Hazad Ha ToMe ATHEBCKH ¢ IPBa NPOjlaficHa
UHcitiaaayuja Of MaKeJloHCKaTa JMKOBHA YMETHOCT BO 1 HajiBop off Makenonja;

JIuurociiu i Haj3HavajHo 0eao
- Kanera Banrenn, ITopiia 1994, My3ej Ha coBpemenara ymetHoct Ckonje;
- 3narko TpajkoBckn, “qui sait, lorsque le ciel nous frappe de ses coups, si le plus grand
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malheur n’est pas un bien pour nous.” d.a.e. de sade 1994, My3ej na Tpap Ckonje;

- Mckpa lumutposa, Magna Mater Deorum 1994/95, on usnoxbara Kyimuja co cauk,
Kynrypen uenrap ‘Mana Crammma’, Ckonje;

- Apxavepujana, Mysterium: Passion - Temptation 1994/95, op manozx6ara Kyiiuja co cauku,
Kynrypen uenrap ‘Mana Cranuya’, Ckonje;

- Cuvon Yayroncku, Kaitiedpana 1995, o wsnoxGara uehiie Asas 1, duchre Amam,
Ckonje;

- Bnaroja ManeBcku, (cuTe ieia 3eMeHH KaKo eJfHOCT Of] caMocTojHaTa u3nox06a of 1995/96.
B0 Ymerniukara ranepuja Cxomje);

-PoGepr Jankynockw, [llusions 1995/96, horo-npoek, (0 u3nox0ara 9'%: Hosa
smaxedoHcka ymeiiHocili, Mysej Ha copemenata ymerroct Ckomje 1995/96;

- Wanera Banrem, Maxedorcka coyujaana iaaciuiuixa 1996, o uanoxoara Liquor Amnii 1,
Yuchre Amam, Ckomje;

- Anexcanpap Crankoseku, TujHa eevepa 6o ‘bazoad Kaghe' 1990, (3a IpB IaT u310XKeHA Ha
usnox6ara 9 /: Hosa makedoHcka yMemiHOCH);

- Mrop Tomescku, Jocuep '96 - Tuitios Beaec 1996, TTuxosen canon, Tutos Benec;

- Hapa Ilpra, 1923 1996, mpoekr 3a u3nox6ara Hosa dieaecrocitl, Mapubop;

- Cranko Iasnecku, Meifiaaxa anatiosuja 1996, o u3noxGara Cenwe - O6py4 - Iatiup.
Balkan art '96, Hosu Cap;

-Monnka Morecka, Joiupu 1996, op usnox6ara Jugitie Asan 2, Hudire Avam, Cxomje;

- Tome Aynesckn, [onemuoii vexop Hazad 1996, (mpoexToT e nanoxed 1997. Ha Herosara
caMocTojHa 31062 Bo My3ejor Ha coBpemenaTa ymerHocT CKomje);

- Buonera Baa‘escka n borjan Tpadynockn, Soundsite 1996, 23° Biennal Internacional de Sao
Paolo;

- JInnjana fyaenona, Beunoitio spakarve ... 3abopasarse, coouysarse, 6paKatve, iipeceab,
Koperu 1997, nucranauuja, uiuBHyanHa Kyka ua Kej 13. Hoemspu 6p. 92;

- Antonn Masnesck, The End 1997, npoext o My3ejor na coBpemenata ymetsoct CKonje;

- Anera Ceernesa, EQu Matmiadop 1997, o usnox6ara Juehitie Anax 3, Tucpre Amam,
Cxomje;

- Jopan Mlymxosexn, Had fospuwnaiia 1997, op usnokoara Parallelen - Kunst aus
Mazedonien, IFA Galerie, Berlin;

- Cnasuo Coxomosckn, Apcenaa 1997, op usnox6ara Parallelen - Kunst aus Mazedonien, IFA
Galerie, Berlin;

- Hapa ITpma, Oderse ito 60da ito 0-p Knaipp 1997, npoekr Bo Lientapor 3a pexabumuranyja
8o Ckormje.
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