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OBPA3H 1 IBUKEE
001 - mpemuH.

Bo penor Ha eneMenTapHATE (hOPMH NPUCYINTH HA CKOPO CEKOja peIUTHO3HA KYITYpa € KylATHaTa moBopka. OTTaMy Taa moroa
CTaHyBa HEOJMUHIINB fIeN 1 O/l HIeOJIOUIKUTE PUTYAIH Ha CeKYJIapHUTE OIILITECTBA, ce pa3bupa co BULOM3MeHeTa ceMaHTHKa. Hecnuanoro
nopobue Ha ancoNyTHOTO HHCTAINPAHO (BrpajieHo) BO KOJIEKTHBEH recT HCTanyBakbe, Ha IBIKEemhe HaJ[BOP O/l HeKoja NparMaTHYHA, OTHOC-
HO JIeJIHHYHA MapuipyTa, Teda 1a To MOTeHINpa HafHCTOPHCKHOT KOHTEKCT BO KOj Ce CTaBa HE CAMO KYJITHHOT MPEIMET. HUTY CaMo CEKOj
YUECHUK TOEJHHEYHO, TYKY LeJ0TO cOOMTHE Kako Nnpeobpa3yBaykn pOeT Ha YHHBEP3YMOT, Ha CETO BHIJIHBO W HEBHUIMBO. KOE€ CTaHyBa
eJlHO Bo GnaroaTHaTa CHHXpOHH3anHja co [IBuraTtenor. Bo Taa cMucna, Ha mpuMapHO HIBO. PENTUTHO3HUTE MOBOPKH 03HAYyBaaT coobpa-
3yBaELE CO BEUHOTO, ancoMyTHOTO. FIMEHO 3aT0a Ha cOGOPHOTO [BIKEHE, KAKO (hopMaleH YHHATE H AHjaleKTHUKH aKIEHT, CEKOTall My
napupaaT KyITeH MpeJMeT WK Ipyra OpeMeTH KON yIaTyBaaT Ha O0XKeCTBEHOTO, COBPHIEHOTO, TOTATHOTO. BO NIPUMHUTHBHUTE pElTHrHN
TOA Ce HAjUeCTO aHUMMCTHYUKY aMajiui KM 00pa3u Ha NpejiluTe Kou ce Aenthuiupane npeky NpeMHHOT BO OHOCTPAHHOT JKHBOT, O€3 Oriesn
HAa KOHKPETHHOT €CcXaToiomKn KoHIenT. Kaj HHB KyaTHHTE MOBOPKH ja MMaaT (DYHKIHjaTa Ha MOCT UITH KOHTAKT CO TIOKOJHUTE Off OHAa
CTpaHa Ha BeYHaTa er3ucTeHLuja.
Bo nopa3BieHnTE peMHINO3HA KYJITYPH., TUTHjHATA HOBOPKa MIH MPONECcHja, Koja 3eMa noseke (DyHKIHH U € Hepas3feleH CErMEHT Off CBe-
TOTAHHEKHOT KUBOT HA PEIHTHO3HATA 3a€/IHNLIA, O pa3rpaHyBa CBOETO IIPHCYCTBO KAKO O3HAUHTEN HAa TUYHOTO ynogodysame KoH I1pBo-
JIMKOT ¥ KOH HETOBHTE HATIPHPONHH aTpuOyTH. Bo KpajHaTa CHMBOIMYKA MHCTAHIA IpolecujaTa e npeMuH. Kaj jyleo-xpHcTHjaHCKHTE
TPaJIUIIN Taa CBOjOT apXeTHII TO HMa BO cTapo3aBeTHaTa GuOmucka IMacxa.

010 - gpmKeme.

MeTau3HakHOT MpeMIH BO MPOLECOT Ha 00pa3yBame Ha CBETOTAMHCKATE YMHOBH ja 3afpiKail CBOjaTa OMHHAHTHA yIOra.
[MTpu MUCTHPHOHOT HA KPLITABAHKETO, BIETyBambeTo BO LIpkBarta, ce u3BpIlyBa TPUKPATEH OMXOJ OKOIY KYNETOT BO KOj C€ TOTOMNYBa HO-
BOKpcTeHHOT. IeTo TPHKPATHO ABIXKEHE OKOy GpavHaTa TpIe3a ce cydyBa H Ha UHHOT Ha BeHuaBameTo. Ha cBetara Jlutypruja ce npaeu
HAJIPBKH Mall BXOJ[, Masa npouechja co ceetoto EBanrenne kako nkoHa XpHcToBa, a MOTOA 1 TOJIEM BXOJI, FoJIeMa IIPOLECH]a CO CBETNTE
JlapOBH. KOU ce HeCINIHO MOfobue Ha TeJIOTO M KPBTAa XpHCTOBA. Bo UMHOT Ha norpeGeHneTo, Kako napajiena Ha HKOHUTE KOU Ce HOcaT
Mpejl KOBYETOT Ha MOKOJHHKOT, CAMOTO TEJIO Ha MOKOJHHOT € HKOHA Ha MPEMHUHOT KOH BeuHnoT xkuBoT Bo HeGecnoro Laperso. Cute oBne
NpUMEPH YKaXKyBaaT Ha (paKTOT jleKa Ky/JTypaTa Ha JIHTHATE WIH NMPOIECHATe BO KOHTEKCT Ha XPHCTHjaHCKATa BEpa Ce TEMENH Ha JBE
MPEMHCH: IBIKEH:E 1 HKOHA.
JIBHZKEHETO € OCTBAPEHO, KAKO IITO BEKe PEKOBME, MPEKY TPUKPATEH ONXOJ WM TPUKPATHO MECHE Ha ONpe/ie/icHaTa XIMHa BO TIOBOPKa,
XMMHa KOja 1 camaTa ce Hapekysa Tpucsera Ilecna. BpojoT Tpn ja o3Havysa miaupomMaTa, COBPIIEHOCTA HA €IMHCTBOTO HA MOYETOKOT H
kpajor 8o Bor Tpouua. [To4eTOKOT H KpajoT CTaHyBAaaT PelaTHBHN BO OMNPOT cO BecnoyeTHHOT H HCTOBpeMEHO bBeckpajHHOT.
M KOHONOUATYBAKETO I BOOIIITO KyJITHATA NPHMEHA Ha MKOHATA Ce BP3YBa 3a Teonorujara Ha GorosomnoTysameTo. CaHoT Boxjn, Koj
e egna cymrriHa co OTenoT, ja 3efe Ha cebe HOBeUKaTa NPUPOfa U ce pornu Kako YoBek. 3a fa HE MoBHKa KOH oboxkysame. Toa e npsu-
OT MpeMHH, TpBaTa Hajgucropucka mporecuja. Co Hea Bor Hu ajie MOXHOCT Jla yuecTByBaMe BO BeuHocTa. Bo BpemeTo npest Toa, npej
BOMIOTYBameTo Xpuetoso, bor, koj e 6e3 hopma uinn Teno, He Moxkele fa Ouge nzobpasen. He Geme Bosmoxkua nkona boxkja npep
BoyoBeuyBameTo Ha CuHoT Boxjn. Ho, mortoa, kora Xpucroc HE ce jaBH Kako Borouosek, npeky ITHTHjaTa Ha ClacHTEIHATA MHUCH]a, HKO-
HaTa, KAKO HECINYHA CITMYHOCT, KAKO HECIHYHO [Of00He, BO LIeJIOCT Hil TO OTKPHBA THYHOTO npucycTso Ha bora Bo ceetor. Cnopep 300-
posuTe Ha oTer [TaBen ®IOPeHCKN, HKOHATA € MPO30PELl HH3 KOj BEUHOTO MY ¢ OTKPHBA Ha HCTOPHCKOTO. H13 Koj 6ecMpTHOTO ro jonupa
mMuHInBoTO. Kako adupmanuja Ha Taa cTBAPHOCT BO PAMKHTE Ha XKIBATA JINTYPrUCKa €0JIOTHja ce apTHKYIupa (heHOMEHOT Ha THTHjaTa.
T.e. TpOIlecHjaTa KaKo MOJBIKHA NKOHA H KaKO HKOHH BO IBICKeme. Taa He e MpocTo NOBOPKa WK CTHXHja KOja co cefe HOCH CBEIITEHH
npeaMeTn of ToukaTa A o Toukara B. Jlutujata e coGuTne BO KOe HOCHTEIOT H HOCEHOTO, IBHIATENOT | IBHKEHOTO, Ce MOHCTOBETYBaaT
HH3 UMOCTACHO EMHCTBO. PeamHoTo yuecTBOTO HA n300pa3nuBnoT Jloroc ru npeodpasysa JINYHATE JOTOCH Ha YIEHOBUTE Ha ITpollechjaTa
YHHEjKH TH f1en1 0f1 61arofaTHOTO MPUCYCTBO HA BEYHOCTA BO BPEMETO.

100 - gumeH3un.

Criopeqi mpaBoclaBHATA TEONOTHja HA WKOHATA, MOYHTTA KOH JTWKOT (06pa3oT) ce OfHECyBaaT Ha MPBOMHKOT (IMUHOCTA).
MKOHOMOUHTYBAkETO He € 000XKYBakhe Ha MaTtepujaTa, TyKy 00oxkyBame Ha Cosparenor Ha Mateprjata, Koj 3apanu mac ctana Matepuja,



3a [1a rO W3BPILII HALIETO CTIACCHUE MPEKy MaTepujaTa. [IpeKky GOTOBOMIOTYBAMmETO MATEPIjaTa € HOCHTEN Ha BIarofaTTa, NPBEHCTBEHO
nmpeky nuuHOCTa Ha Borodosekor Xpucroc, BomroTeRnoT Jloroc Boxkju. a moToa i npeKy OHKE BP3 KOH C& MPOCTIPA, OHOCHO KOH IO MpH-
MAaT OTKPOBEHHETO HA OOKECTBEHNTE CHEPTHH Of] HAjCHTHOTO 3PHLE NPALIMHA 10 IEIHOT KOCMOC, O/l BAPTYO3HUTE UMEH3HN Ha CaeTuTe
TajHIl 0 IPOCTOTO CITYKeme Ha HajMamioT XpHCTOB CPOMHIK. [TpOcTaByBambeTo Ha NPAsHIKOT HA CBETUTE HKOHH KAKO M00ed Ha ITpa-
BOCTaBHETO BocTaHoBeHO Ha Cemyvior Beenenckn CoGop HeMa caMo JINTYPriicKa, HATY CaMo MOMUTHYKA KOHOTalfja. Toa e IpBeHCTBEHO
NMPA3HAUK HA MOUNTYBAKETO Ha MaTepHjaTa Kako CBETOCT. HacnpoTit ciTe NyanucCTHYKH TEOPHH. MPEKY HKOHATa KaKOo nevaT Ha 50roBoO-
IOTYBAETO, MAaTEPHjaTa KAKO GOKecTBeHa pakoTBopba ce mpociaByBa Kako ceeTa. AKo Bor Ha KpajoT Ofi KpeaTHBHHOT LIECTO/IHEB
TOCBE/IOMH JleKa cé € HABUCTHHA Y0ABO, CO PECTABPALIjATA HA HKOHOMOYHTYBAKETO I HOBEKOT ja OTKpH 3a cebe M BO ceGe Taa yGapnHa.
EcTeTHKAaTa 1 OHTOJ0THjaTa Ko B0 Bor Tponiia HepasjleTHo 1 HECIIEaHO NPEeJIBEYHO Cr3UCTHPAAT, IPEKY NKOHATA 1 33 TOBEKOT CTaHyBaaT
enio. Hema ecTeTHKa HajiBop OJl OHTOIOTH]aTa, HITY OHTONOTHja HafBop o ecternkara. Ona mTO MocTon e ydaso. OHa mTo e yoaso, Toa
nocton. [PAOTO, KAKO U 3]10TO HEMAAT OHTOJIOMIKH PEATHTET, THE C& OTCYCTBO Ha ONTHETO.

Kora Bo 843-TaTa rofiHa KoHeuHo Gellle pa306anueHa i ocyjleHa HKOHoOopedKara epec. nvMmepaTopkara Teofopa ja mpociasi
noGenata Ha [TpaBoCIaBHeTo CO CBeUeHa MUTHja BO XpaMoT Ha [Tpecsera Boropoauia - Braxepna. HecekojgHeBHa MOBOPKaA CO HMIIEPH-
janen ykpac u Gorarctso. M Haj cexoja yGaBuHa, CBETUTE HKOHI, MPO3OPINTE HH3 KOU BETHOCTA CO CBOjOT GOKECTBEH IIPCT TO AOTHMpa
BpeMeTo 1 ro opevHocHysa!!!

Muitpoiioauia Mettioouj 3aaitianos

IMAGES AND MOVEMENTS
001-cross over

Indoors the order of the elementary forms, accessible to every religious culture, subsists the cult of procession. Thence befits as inescapable
part of the ideological rituals of every secular society, emphatically with altered semantics. Dissimilar likeness of the absolute, installed (built) inside
the collective gesture a drawing near of movement, beyond certain pragmatic, explicitly a weekday route, supposed to emphasize the over-historical
context fitting where not only the cult subject, nor every participant individually but the whole co-being as a transforming spine of the universe of
everything that is visible and invisible, becoming one in the divine synchronization of the Propellant. Hence, on primary level, the religious processions
denote compliance to the everlasting, the absolute. Namely, on the catholic movement, as formal determinant and dialectical stress, counters always
cult subject or group of subjects that move towards the divine, perfect, total. In the primitive religions they are usually animistic talismans or images of
the ancestors deified through the cross over to the other side life. regardless the particular eschatological concept. There the cult of processions bares
the function of a bridge or contact with the departed from that side of the everlasting existence.

At more developed religious cultures, festive processions or procession, undertaking more functions moreover representing inseparable
segment of the Holy-sacramental religious community life, branches its presence as marker of the personal adaptation to the Prime-image and towards
his supernatural attributes. Within the ultimate symbolic instance the procession transpires a cross over. At Judaist-Christian traditions it has its archetype
inside the old testimonial biblical Pasha.



010-movement

The metaphysical cross over, in the generation process of the Holy-sacramental ranks, preserved its dominant role. During the Sacrament of
Baptism the Church enter; three times circling is performed around the Baptismal font, where the new baptized is soaked. The equivalent three time
movement around the wedding table performed during the act of wedding. On the Holy Liturgy, firstly it is made a Small Entrance small procession
with the Holy Gospel as the icon of Christ, then the Great Entrance, big procession with the Holy Gifts, dissimilar likeness of the Body and the Blood of
Christ. In the act of burial, as the parallel to the icons carried before the coffin of the departed, the very body of the departed represents icon of the cross
over towards the eternal life in the Heavenly Kingdom. All these examples designate the fact that culture of the festive procession or the processions in
the context of the Christian faith is based on two premises: movement and icon.

The movement is performed as we have already mentioned, through the three times circling or three times sing of the certain hymn in the
procession, Hymn itself called Three-holy Song. The number three symbolizes the plirome, the perfection and the unity of the beginning and the end of
the God Three. The beginning and the end become relative in the touch of the Begin-less One at the same time the Everlasting One.

The Primeval deification and generally cult appliance of the icon is bounding to the theology of God-incarnation. The Son of God, Who
is one essence with the Father, undertook upon Himself the human nature and was born as Man, to call us all towards the deification. It is the first
cross over, the first over-historical procession. Through which God gave us opportunity to participate in the eternity. In the time before that, before the
incarnation of Christ, God Who is without form or body, could have not been depicted. It could have not been possible icon of God before the Man-
creation of the Son of God. Nonetheless, then when Christ appeared as Theanthropic, throughout the festive procession of the savior mission, the icon
as dissimilar similarity, as dissimilar likeness, completely reveals the personal presence of God in the world. According to the words of father Pavel
Florenski, the icon is window through which the eternal reveals the historical. All through the immortal touches the transitory. As affirmation of that
reality the phenomenon of the festive procession within the frames of the living liturgical Eology the phenomenon of festive procession is articulated,
i.e. procession as moving icon and as icon in moving. It is not bare procession or natural element, inner baring sacred things from point A to point B.
The festive procession corresponds to co-being where the carrier and the carried. the propellant and the moved, are identified through Hypostatic unity.
The real participation of the Depicting Logos transforms the personal logos of the members of the procession making them part of the divine presence
of the eternity in the time.

100-dimensions.

According to the orthodox theology of icon the veneration of the figure (image) refers to Fore-image (personality). The icon-veneration is
not bare worship of the substance; however worship of the Creator of the substance, Who merely for us became substance to conclude our salvation all
through the substance. Right through the God-incarnation the substance is the carrier of the grace initially all through the personality of the Theanthropic
Christ, incarnated Logos of God, subsequent to and over the ones that are allotted explicitly who receive the revelation of the divine energies from the
tiniest morsel of dust to the whole Cosmos, from the virtuosity dimensions of the Holy Sacraments to the bare servicing of the smallest kin of Christ.
Celebrating the feast of the holy icons as the victory of the Orthodoxy established on the Seventh Ecumenical Council bares not only Liturgical nor
only political connotation. It is formerly feast the substance worshiped as holiness. Contrary to all dualistic theories, all through the icon as hallmark
of the incarnation, the substance as divine handcraft is celebrated as holy. If God at the end of the creative six-day testimonies that everything is really
beautiful, by means with restoration of the icon-veneration and the man revealed for Himself and in Himself the very beauty. The Aesthetics and
Ontology which in God Three inseparable and untied before-time exist, right through the icon and for man turn in one. There is no Aesthetics out of
Ontology, or Ontology out of the Aesthetics. What exists is beautiful. What is beautiful exists. The hideous and the evil have not ontological reality;
they are absence of the being.

When finally in 843 the iconoclastic heresy was denounced and condemned. the empress Theodora celebrated the victory of the Orthodoxy
with solemn festive procession in the Temple of the Most Holy Theodokos-Vlaherna. An infrequent procession with imperial adornment and fortune.
Furthermore over every beauty the holy icons, the windows through which the eternity affect, with their divine touch, they contact the time and make

it eternal.

Bishop Metodij Zlatanov
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Procession, 2006
photo: Igor Andjelic
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At the shoot of the Procession, 2006, photo: Darko Bashevski
Marko’s Monastery, near Skopje




Exhibition installation photo: Robert Jankuloski



Corpse of Art , 2003 photo: Jesko Hirschfeld
courtesy: Galerija Gregor Podnar



Exhibition installation photo: Robert Jankuloski




Icons (Was ist kunst Makedonija), 2007



photo: Bojan Radovic



Exhibition installation photo: Robert Jankuloski



East Art Map, 2002
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Exhibition installation




photo: Robert Jankuloski




NSK Garda Kyoto
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NSK Garda Zagreb



Irwin

IRWIN, founded in 1983

Dugan Mandi¢ (Ljubljana 1954)

Miran Mohar (Novo Mesto 1958)
Andrej Savski (Ljubljana 1961)

Roman Uranjek (Trbovlje 1961)

Borut Vogelnik (Kranj 1959)

Irwin is also a cofounder of NSK in 1984

Selected Solo Exhibitions:

2007 — "History Re-constructed”, Culturgest, Lisbon; “Irwin”, Mala stanica, Skopje,

2006 — "Like to Like”, Art Centre Lazareti, Dubrovnik; “Solo exhibition”, Gallery Akbank sanat, Istanbul;

2005 — "Like to Like", RMIT Gallery, Melbourne;

2004 — “Like to Like”, Cornerhouse, Manchester; “Retroprincip”, Museum of Modern Art, Belgrade; “Hysteria and its Two Retro Friends”, Galerija
8KUC, Ljubljana; “Like to Like", Artspace, Sydney and Experimental Art Foundation, Adelaide; “East Art Map”, Project Art Centre, Dublin

2003 — “Retroprincip”, Kunstlerhaus Bethanien, Berlin; Galerie Inge Baecker, Koeln;

2002 - “Rekapitulacija”, Museum Ostdeutsche Galerie, Regensburg;

2001 —“ New Works”, Galerie Grita Insam, Vienna; “Self-portraits and Projects, Retroavantgarde”, Galeria Bonomo, Bari; “Retroavantgarde”,
Obala Art Centar, Sarajevo;

2000 - “Irwin Live”, Museum of Modern Art, Ljubljana; “Retroavantgarde, Interiors of the Planit’, Galerie Rabouan Moussion, Paris; “Privatization
of Time”, Museum of Contemporary Art, Zagreb;

1998 - “Three Projects,” ICA Ujazdowski Castle, Warsaw;

1997 - “Interior of the Planit’, Tramway, Glasgow; “Transnacionala Umag”, Galerija Dante, Umag

Selected Group Exhibitions:

2007 — “Ikone der Moderne. Das Schwarze Quadrat. Hommage & Malewitsch”, Hamburger Kunsthalle, Hamburg;

2006 — “How Can It Hurt You If It Looks So Good", Azad Gallery, Teheran; “Erste Bank Collection”, Museum Moderner Kunst Stiftung Ludwig,
Vienna; “Eye on Europe: Prints, Books & Multiples, 1960 to Now", Musem of Modern Art, New York;

2005 — “Istanbul Biennial”, Istanbul: “Collective Creativity”, Fridricianum, Kassel; “7th Sharjah biennial”, Sharjah; “Double Checked”, Camera
Austria, Graz;

2004 — “EV+A’ Biennial, Limerick; “The Post-Communist Condition”, Kunst-Werke, Berlin; “...And Others” Kyrgyz National Museum of Fine Art /
Kurama Art Gallery, Bishkek; “The Beauty of Failure / The Failure of Beauty”, Joan Miré Foundation, Barcelona; “Berlin-Moscow/Moscow-Berlin”,
Historical Museum, Moscow; “Radical Positioning”, Pavel's House, Laafeld; Cetinje Biennial V, Cetinje ’
2003 - “Personal Systems” Venice Biennial, Venice, Kyoto Biennial, Kyoto, “Berlin-Moscow/Moscow-Berlin”, Gropius Bau, Berlin; Graphic Bien-
nial, Ljubljana; “Blood and Honey", Sammlung Essl, Vienna; “In den Schluchten des Balkan”, Kunsthalle Fridericianum, Kassel;

2002 —*Museutopia”, Karl Ernst Osthaus Museum, Hagen; “(Un)Painted”, Essel Museum, Vienna; “In Search of Balkania", Neue Galerie Graz;
2001 - “Le tribu del'Arte”, Galleria Comunale di Arte Moderna e Contemporanea, Roma; “El mundo nuevo”, Bienal de Valencia, Valencia; Trevi,
“Artisti Asuonati’ Flash Art Museum, Trevi; “Jahresgaben” Koelnischer Kunstverein, Koeln; “Diesseits und Jenseits des Traums”, Sigmund Freud
Museum, Vienna; “The Real, the Desperate, the Absent”, Forum Stadpark, Graz; “U3 Vulgata” Museum of Modern Art, Ljubljana; “Vulgata”,
Traffo, Budapest;

2000 - “Das Fiinfte Element/Geld oder Kunst’, Kunsthalle Diisseldorf, Diisseldorf; “L'Autre Moitié de I'Europe”, Galerie Nationale du Jeu de
Paume, Paris; "Cooperativ-Kunstdialoge Ost-West", Stadthaus Ulm, Ulm;

1999 — “After the Wall”, Moderna Museet, Stockholm (travelled to Ludwig Museum, Budapest; Hamburger Bahnhof, Berlin); “Aspects and Posi-
tions”, Museum fur Moderner Kunst, Vienna (travelled to Ludwig Museum, Budapest; Fundacio Miro, Barcelona; Hansard Gallery/City Gallery,
Southampton); “Persuasion” Lombard Fried Gallery, New York;

1997 - Istanbul Biennial, Turkey; “Schaumplatz Museumsquartier - Zur Transformation eines Ortes®, MuseumsQuartier, Vienna;



Exhibited pieces:

- Icons (Was ist Kunst Makedonija), 2007

12 icons from a National institution Zavod i Muzej —
Prilep, Macedonia

Icon selector: Gorancho Gjorgjievski

photo : Bojan Radovic

1. St Nicolas, St Athanasius, St Procopius and St
George, XVII Century

Egg tempera on gypsum rendering, Unknown author
30x17,6x1 cm.

2. St George and St Demetrius, XVII Century
Egg tempera on gypsum rendering, Unknown author
22,6x17,5x2 cm.

3. Major Feast Days, XVII Century
Egg tempera on gypsum rendering, Unknown author
749,7x31.1x2 cm.

4. The Towel of Christ, XIX Century
Egg tempera on gypsum rendering, Unknown author
54,7x42x3,6 cm.

5. The Christ-bearer (St Christopher), XIX Century
Egg tempera on gypsum rendering, Unknown author
43x32x3,2 cm.

6. Theotokos with the Christ, 1775
Egg tempera on gypsum rendering, Unknown author
85,5x48x3,2 cm. .

7. St George with Scenes of His Life, XVIICentury
Egg tempera on gypsum rendering, Unknown author
67,2x47,3x3 cm

8. The Birth of Theotokos, XVII Century
Egg tempera on gypsum rendering, Unknown author
31,3x22,4x2 cm.

9. Entry of the Theotokos in the Temple, 1776
Egg tempera on gypsum rendering, Unknown
author,

36x25,8x3 cm.

10. Jesus Christ, 1775
Egg tempera on gypsum rendering, Unknown author
85x53,2x4,3 cm.

11. St Annunciation, XVII Century
Egg tempera on gypsum rendering, Unknown author
32,5%19,5x2 cm.

12. The Resurrection of Lasarus, XVII Century
Egg tempera on gypsum rendering, Unknown author
31,8x21,3x2,5 cm.

- Procession, 2006
photo: Igor Andjelic

- East Art Map, 2002

- East Art Map - A (Re)Construction of the
History of Contemporary Art in Eastern
Europe

CD-ROM, Instalation, 2002

- Corpse of Art, 2003

mixed media

Reconstruction of the Kasimir Malevich in coffin
made according Suetin’s plan as he was exhib-
ited in the House of Artists Union in Leningrad
in 1935

photo: Jesko Hirschfeld

courtesy: Galerija Gregor Podnar

- NSK Garda

IRWIN

In collaboration with Albanian Army
NSK Garda Tirana

National Gallery, 21. 12. 1998

IRWIN

In collaboration with Croatian Army

NSK Garda Zagreb

Museum of Contemporary Art, 10. 12. 2000
Photo: Igor Andjelic

IRWIN

In collaboration with Czech Army
NSK Garda Prague

MXM Gallery , 15. 9. 2000
Photo: Igor Andjelic

IRWIN

In collaboration with Austrian Army
NSK Garda Graz

Forum Stadtpark, 6. 10. 2001
Photo: Wolfgang Croce

IRWIN

In collaboration with Italian Army

NSK Garda Rome

Gallery of Modern and Contemporary Art, 24.
04. 2001

Photo: Igor Andjelic

IRWIN

in collaboration with Kosovo Army
Exit, 8. 11. 2002

Photo: Igor Andjelic

IRWIN

in collaboration with Montenegrian Army

NSK Garda Cetinje,
Cetinje Biennial, 22. 6. 2002

IRWIN

in collaboration with Japanese Salary-Men

NSK Garda Kyoto
Kyoto Biennial, 4. 10. 2003

IRWIN

NSK Garda Biskek

in collaboration with Kyrgyz Army
Kurama Art Gallery, 25. 4. 2004
Photo: Erkin Boljurov

IRWIN

in collaboration with Bosnian Army
NSK Garda Sarajevo,

Festival Sarajevo Winter, 8. 2. 2006
Photo: Igor Andjelic

IRWIN

in collaboration with Georgian Army
NSK Garda Sarajevo,

8.2.2007

Photo: Bojan Radovic
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