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WropTowescku (pogeH 1963. o Ckonje), ywTte of
MOYETOKOT Ha CBOETO TBOPELUTBO € OKYMUPaH CO TEKOBUTE
Ha couujanHuTe NMPOMeHW. TOLIEBCKN NPEKY CBOUTE

Aena ja QOKYMeHTUpa pajuKanHarta TpadHcdopmMaumja Ha
ONLITECTBEHUTE BPCKU KM OOHOCU Kaj HAc 1 ro u3aeojysa
CBOJOT rnac BO 0AbpaHa Ha MHAWBWAYANHOTO W MOMHAKBOTO.
HeroswoT negaHTHO cobpaH v NnogpeneH LWKapT Of NpoekToT
Hocue ‘96, Bo Koj ce cMecTeHW OTMPnNeHn NapYnka
NPOU3BEAEHW MO rPELLKa, M NPeno3HaBaMe Kako aKTepu

1 BO HErOBUTE MOAOLHEXHMW akuMK. TeHaeHUKnjaTa KoH
NPOLECYanHNOT NPUCTAN, KAKO M UrpaTa co pasnuyHu
CTUNOBW, KOULITO A0BeAYBaaT [0 BelTH” uuTaTtu,

ce CBPTEHW rMaBHO BO EAEH NpaBeL - rpafeHe Ha
npeaynpegysaqky ,AUcTonum®, KOWLITO Npeau3BUKyBaaT
MHTEpakuuja OypW 1 Kora He e ogHanpea onpeaseneHa.
HerosuTe npalianHuuM BO3HEMMUPYBaaT 40 CTeNeH Ha
36pka, kako Wwro Belwe co npoektoT CrobodHa Tepumopuja
Ha rpagckuoT nnowTag so 2009 roguHa, a Ko ce gen og
HEroBOTO NOBEKEroAUWHO UCTpaxyBawe Tepumopuu (2004
- 2011). HeroBuoT MHTEPEC 3@ TEPUTOPWW, HUBHUTE TPaHULW,
3a OHa WTO HEeKOW ro HapeKyBaaT KOMeKTUBHa MeHTarnHa
TepUTOpPMja ro rnegame U Bo HajHOBOTO geno Jbyboema
Hepasbupnuea, CeKoj NpoKnem Mua.

Love etc.

Ibyboema ce para, U ce xpaHu, 80 muska UHmMepapemauuja
(Kun Oenes, MNpycT 1 3HauuTe)

3a na cospane amMBUEHT Ha MHTEH3WBHA KOHUEHTpauumja,
YYBCTBO Ha nNepTypbupaHo BpEME W peanHocT, TOWEeBCKM
n3bupa HoMaacka rpyna eHTUTETU, MUKPO CBETOBM BO
BercTeo unv NoTpara, BO KOW MHTEPBEHWPAE MMELAYOT,
npoeepyBsajku ja natekara. Bo oBue MoHoxpomaTtcku
MoZynu, pasnuyHu, Ho nosToperu (K. Jenes, MNosTopyBake
¥ pasnuka) npenosHaBame KOHTYpW Ha Crinagom Ha Medyza
Ha Teopop Mepuko (goaeka HeKoj ApYr BO HUB Ke ja BUAM
Cnobodama eo npedsodu Hapodom Ha ExeH Jenakpoa).
Mogynute (ready made, ready to go) nasaart egHa cunHa
MUHMManUCTUYKa CTPYKTYpa, PA3aBWKEHE, 8 cenak
ctatnyHa. Cekoja of 0BME NWKOBHM NPUKa3HW MMa ceoja
COMCTBEHAa KOMMO3UUWja CNnyHa, Ho pa3nu4yHa, TepeT WTo ro
HOCW, KOj Fo CUHIyNapuaupa. 3aeqHU4KkoTO UM € CONCTBEHWUOT
M3BOP Ha eHepruja. Kaj ToWeBCKM, Toa ce BEHTUNATOPM,
[OBOMHKU CaMo 3a [a rv passujat efparta-sHamumea. Tue Wwro
6u Tpebane ga nojacHaTt 1 4a ro 03Ha4aT NPENoO3HaBaHETO
Ha 3aegHvykaTta naeja (“Bo MMeTo Ha WTo”), ce UpHH,
YKaXyBajku MCTOBPEMEHO Ha KONEKTUBHAaTa 36yHEeTOCT,
MCLPMEHOCT, HO UCTOBPEMEHO OCTaBajKn MOXHOCT 1 32 HOB
MOYETOK, HOBO 3aefHULWTBO, ocrnoboaeHocT. “HoMaacku”

no npupoaa, pacgpraHu Bp3 oKynupaHuoT npocTtop 6es
MPEeUM3HN rpaHuLM, YKaxKyBaaT Ha HEBO3MOXKHOCTA Ha
KOMMMETHO AeKoAnpake Ha CUUTE WTOo MM MOTUBUpaaT.
MerycebHaTa KOMyHUKaLWja uHaAyuMpa eHeprija
npogyuupaHa of HUBHaTa PasnNUYHOCT, OTCNUKYBajKK ja
KOMMMEKCHOCTA Ha OAHOCOT KOH APYrMOT, LUTO NOTCETYBA Ha
[enesoBunoT nap seyboB-rsybomopa.



Kornky u oa ce HacTojyea aa ce hopMupa rpyna, pasnukuTe
Ce AOBOMHO ronemMun 3a TUNU3npameTo Aa buae npubnkHO.
Ce oTkpuBa geka DUNo KakBO 3a0KPYKYBaHE € NPETecHO

3a [a [403BOMM MPeno3HaBare Ha “UCNpaBHoTo”, Taka LWTo

CO NIECHOTMWja ce oTdhpna HeLwwTo WTO MoXe Aa NpeTcTaBysa
3Ha4YaeH efieMeHT Ha YoBevKaTa CylTrHa. Ll,enaTa rneTka éwm
Mopana aa nobve enen Whaam! on Poj luxTeHwTajH 3a aa
Ce pasfBwXK, 3a Aa HE pa3Mpaa. Hema xepojcTeo 1 ce YuHu
pelueH1e MoXe Aa NOHYAW caMo CTPUN jyHak.

Pewenve 3a genymHaTa CTATMYHOCT 1M HEPELIUTEMNHOCT &
HajoeHa Bo mobunuaatop - MeradoH. Janu moBunusatopot
€ MaHvnynarop, yHUUkatop, peBonyLMOHEp UMK HOB Xepoj,
KOHCTPYKTOP M1 AEKOHCTPYKTOP, AWMIEMATa € 0CTaBeHa

na bune soguy 3a rmefaqyoT HU3 LWYMaTa Ha NocTaBeHnTe
ENeMeHTun.

Konky v oa e MOXeH W onpaBaaH NOBUKOT 3@ EAUHCTRO,
OCTaHyBa HeceonareH - HellTo cekorall ocTaHyBa HaaBsop,
HEe3aBMCHO K aBTOHOMHO, BO KoLimap. AKuujata oaHanpes
pU3nKysa fa bune apbutpapHa, ucnpekuHata, 6onHa,
thparmerTupana, pacnapyeHa. CBETOT & eOeH, HO OcTaHyBea
NpawaneTo Ha Koj Ha4yMH € eQMHCTBEH, O KOj TUM e HerosaTta
E[IMHCTBEHOCT U KOja BPEAHOCT TOa EAMHCTBO ja NpakTuKyBsa 3a
Hac.

M MOXHWUOT NpaseL, Ha 0Ba ABWKEHE, KOH NonysabpaHeTarta
TepPWUTOPWja, BO PajCKM NPOCTOp, BETYBA HOBA AWNeMa.
ABTOPOT, KOPUCTE|KM UPOHUWjA CO MOM-apT rnasypa Hé coodysa
CO NefJaHTHO HapeaeHw, 3alekepeHn UpBeHu jabonka.

Ako amujata u Be HaTepa Aa npobaTe, ke BU ja pasbyau
mMemopujaTta 3a (He)crno3HaeHaTa BucTuHa. Hekoj ke ce
3a40BoNK of XKIKeKoBOTO 0bjacHyBare Ha aguneMuTe npeq
jaBonKoTO Ha 3HaeHEeTo, Ha OBa TATKORCKO Npeaynpeaysamne
W Heroeute Yutarsa Ha CnuHo3a, 3a U3BOopOT U HYKHOCTA, a
HEKOj Ke ocTaHe 1 HaTamy 3amucrieH. PacToneHuoT wekep
MOXE [a NoTCeTW Ha pa3oqapysarara o4 AoceralHnTe
eeKT! Ha PEeBONYLIMOHEPHVOT EHTY3uja3amM Ha “AeHOT nocne”,
Kora CTaHyBa jaCHO AeKa akTyenHWwoT peaynTarT e ..."6edHo
YTUNUTapeH / eroncTUYeH YHMBEP3YM Ha NasapHu Kankynauuu”
(C. Xuxek, Opranun Ges Tena: [lenes 1 KOHCEKBEHLUTE).
PomanTuyHoTo AeHec, To BOBeKyBa rnegadoT BoO
BHaTpeLLIHOCTa Ha Mej3axoT A0 AenepcoHanvaauuja, Ho My
BcaflyBa W eeH HEeCNOKoj 04 HEW3BECHOCTA Ha UOHMHATA

Ha HalleTo Aeno. HecnokojoT e MoKebu M HaBUCTUHA BpaaH
3a wenbaTa 3a BpaKare KOH CBOMTE NOYETOLM “ModepeH

MWT LUTO ja BOCTAHOBMW CBOjaTa AMeTa 3a LUENocHO M3NeBpare
Ha yyscTBaTa, WTO NoYHa co PomMaHTuaMoT: GeckoHe4YHa
npeTpara Nno HeBO3MOXXHa BUCTUHAE, K{Jja HaBOAHO NexXu 3ag
MaHW(EeCTHOTO, BO CPLETO Ha NpUpoAaTa U BO TeMHaTa HOK Ha
ersucteHuujara” (®. Marapu, MNpeHocoT).

Mwupa MakuHa



Since his earliest works Igor Toshevski (b. 1963) has been
preoccupied with the course of social change. Through-

out his work, he has consistently documented the radical
transformations of local social issues and relations, casting
his voice in defense of individuality and diversity. Within his
meticulously collected and re-assembled reject products

in Dossier 96, we also recognize the faulty and dismissed
objects as central characters in his later work. His tendency
toward Art as Process as well as his playful shifting of styles
which often lead to clever citations essentially point in one
general direction — the building of forewarning ‘dystopias’
which generate interaction, even when it is not strictly prede-
termined. His questions can cause disturbance to the point
of commotion, as was the case of the Free Territory in the
Skopje city square in 2009, part of his long term project Ter-
ritories (2004-2011). His interest in the territorial, its borders
or what some label as a collective mental territory, is once
again evident in his latest work Love Undefined, Every Damn
Moment.

-ove etc.

-ove is born from and nourished in silent interpretation (G.
Jeleuze, Proust and Signs)

n order to achieve a setting of intense concentration, a
sense of reality and perturbed times, Toshevski opts for a
1omadic group of entities, micro worlds in flight, or in search,
vith which the audience intervenes, re-evaluating their own
»ath in the process. These monochrome modules, diverse
et recurring (G. Deleuze, Difference and Repetition) bear
emnants of the Raft of the Medusa by Gericault or Delac-
oix’s Liberty Leading the People.

"he modules (ready-made, ready to go) achieve a strong
ninimalistic structure in motion, despite being motionless.
zach of these visual stories has its own composition, sim-




milar but still distinct, each with a burden to bear, singular-
ized. What they do have in common is their individual source
of energy. For Toshevski, these sources are fans blowing the
sail-like flags. However, the flags which otherwise represent
or signify the unified idea (‘in the name of...") in this case are
black, suggesting a collective confusion or weariness, but at
the same time offering an alternative for a new beginning,

a new unity or emancipation. Nomadic by nature, scattered
across the occupied territory without exact borders, the
modules imply the impossible decoding of their own motivat-
ing forces. Their mutual communication triggers an energy
produced by their own diversity reflecting the complexity of
the relation toward the Other, which recalls Deleuze’s Love —
Jealousy duality.

However hard one tries to make out a group, the disparities
are wide enough allowing us to make only approximations.
We realize that any conclusion is too narrow to allow the rec-
ognition of what is ‘right’, so it is easy to discard something
which could embody a valuable element in human essence.
It seems as though the whole scene anticipates a Whaam!
by Lichtenstein to set it in motion and to budge us. There is
no heroism, so perhaps only a cartoon action hero can actu-
ally save the day.

A solution for the partial immobility and ambiguity could be
found in the mobilizer - the megaphone. Whether it is a ma-
nipulator, a unifier, a revolutionary or a new hero, a construc-
tor or a de-constructor, remains a dilemma left to guide the
spectator through the forest of objects.

However credible or justified, the call for concord remains
imperfect — something always remains remote, independent
and autonomous, in a nightmare. This act risks beforehand
in becoming arbitrary, disrupted, painful, fragmented and
disjointed. The world is One, yet the questions remain ‘What
makes it unigue?’, ‘What sort of a uniqueness is it? and
‘What value does this distinctiveness hold?”

The probable direction of the approach toward the semi-
forbidden territory of a heavenly realm promises yet a new
dilemma. Using irony with Pop Art's glossy frosting, the artist
presents us with a meticulous arrangement of candy apples.
If the serpent does persuade you to take a bite, it will awaken
your memory of the (un)known truth. Some may be satisfied
with Zizek’s explanation on the dilemmas before the Apple
of Knowledge, with his fatherly advice and his readings of
Spinoza regarding Choice and Necessity, while others will
remain lost in thought. The melting glaze may remind of the
disappointing results of the revolutionary enthusiasm of ‘the
day after’ when it seems certain that the current outcome

is a “...miserably utilitarian/ egoistic universe of market
calculations (S. Zizek, Organs without Bodies: Deleuze and
Consequences).

The romantic present lures the spectator within the land-
scape to the point of depersonalization but it also plants in
him a seed of anxiety deriving from the uncertainty of the
future of our own deeds. This unease may well be connected



with the desire to return to one’s beginnings, a “modern myth
that established its diet for a full outpouring of sentiments
beginning with Romanticism: the infinite quest for an impossi-
ble truth that supposedly lies beyond the manifest, in the heart
of nature and the dark night of existence” (F. Guattari, The
Transference).
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