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Cnukara e 3a MeHe OTKpUBare Ha BUCTUHATa. YyBCTBOTO
e HenoBTopNMBo. Bo cnMKapcTBOTO YyBCTBOTO €
HEeNoOBTOP/IMBO U KOra CrIMKaM ja UCKNyYyBaM Mucnata Bo
 cmvcna Ha pay1oHanHoTo, a NpuMapHa e emoumjaTa u
cnukapckata asaHTypa.Moxe ga 6uge v HeycnelwHa, Ho
HajoUTHO e Aa buge HewWwTo YUCTo, U3BOPHO.Cnunka Tpeba
Aa 6uge gete Ha bybosTa. Cekoja cnuka ja cnukam og
"HULWTO", ja NOYHYBaM Of HULTO. BO TEKOT Ha CNUKakeTO
ce nocraeyeaaT MHory npobnemu Kou Tpeba ga ce pelwat
1 NO HEKOj MHCTUHKT, MO HEKOe YyBCTBO, Ce ABWXKaM KOH
Taa pe3ynTaHTa Koja Ce BUKa CWKa 1 BO NPUHLMN cMeTam
AeKa nocTou eHa napanena Bo Toj 3ByK Mefy XUBOTOT U
CNWKapcTBoTO. HajouTHO e Kade Aa ce NoYHe M Kage Aa
ce 3acTaHe. He nocTou Toj MOMEHT Kora CIMKapoT 3Hae
Kora Ke ja oTKpue BUCTUHaTa. [lanu Ke ce oTKpue Taa
BMCTWHA, Janu Ke Cce CTUrHe 4O Taa CyncTaHua Koja ce
BMKa "cnuka“, Toa e eJHa ronema HenosHaxuua. Toa e
MOXebU W OHOj ABUraTen WTo aBTOpOT ro Tepa 4a ofu
noAaneky of CONCTBEHUTE CO3HAHWja U CONCTBEHUTE
YyBCTBA, CO CamaTa CnuKa Aa Jaje 0Arosop Ha efHo
npawatse Wro ce suka C/IUKA.

Kupo YpauH
Ckonje, Maj 1994.

“The painting is for me a discovery of the truth. The feeling
is unrepeatable. In painting, feeling is unrepeatable, and
when | paint, | exclude rational thinking, and emotions and
the painter's adventure become paramount. It may not be
successful, but the most essential thing is that it must be
something pure, original. The painting must be a child of
love. | paint every painting out of ‘nothing’, | begin with
nothing. During painting a lot of problems arise which
should be resolved using one’s instinct, one’s feeling; |
move towards that resultant called a ‘painting’ and |
basically think that there is a parallel between life and
painting. The greatest problems are when to start and
when to stop. There is no particular moment at which the
painter knows when he will discover the truth. Whether you
will discover the truth, whether you will arrive at that
substance called ‘painting’, is a great unknown. Perhaps
this is what urges the artist to transcend his own knowledge
and his own feelings in order to give an answer with his
painting to the question of PAINTING.”

Kiro Urdin
Skopje, May 1994
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"He MoxaM fa Hanpasam pasniuka Mery YyBCTBaTa KOW v uMaM 3a XHBOTOT
1 HAYUHOT Ha KoM TUe YyBCTBa rv u3pasysam"(AHpu Martuc)

Hen oa TBOPeLTBOTO Ha Knpo YpauH (aBTOp LWTO BeKe NOZONTO BpeMe CO3AaBa Hagsop
04 HaluMOT NPOCTOP), WTO € NPe3eHTUPaHO Ha 0Ba HEroBO NPBO CAMOCTOJHO U3Narakse BO
MakegoHuja 1 wTo nogpasbupa Aena co3gageHu rasHo NOCNEAHUTE HEKOMKY oA HY,
MOXe, JoHeKage, Aa ja JONOBM U CiMKaTa 3a CeBKYMHUOT HEroB TBOPEYKM OMyCT KOj WTO
ce gswxu og MNapus go Tokuo.

Bo npsute TBOP6M, Ce onpeaenysa 3a "cnuka”, 3a U3pas Koj WTO BO cebe rv Coapxu
eNeMeHTUTe Ha NNacTUYHO NPeTCTaByBake Ha TaUHCTBEHUTE "HEMU" CO3HaHUja Ha eaHa
MHTYWUMja, Ha OHWe BUTHYW YyBCTBA LTO rO MHUUMPAAT XMBOTOT Ha AyXOT, Ha
npesupamaTta, UCNUTyBakbaTa, COMHEXWUTE, HO Npej ce, Ha OHaa cnoboga WTo My
A03BONyBa Npeobpasysarbe Ha MOTMBOT J0 CTeNeH Ha CoobpasyBare CO HeWM3paseHUTe
4YyBCTBA. Toa Ce pelleHuja Kaje WTO (urypaTa, NpeAMETOT - MOTUBOT, Ce jaByBaaT Unu
npojaByBaaT BO eJHa Tpenepnusa nNpukasHa, Bo opMa BO Koja Ce HaceTysa BHaTpeluHaTa
BuOpaumja co MHTEHUUM A4a U3ne3e 04 CONCTBEHUOT LWabMoH.

BTypHyBajku ce BO CBETOT, YpAuH Ce onpejenysa 3a eKCNPeCMOHUCTHYKM recT BO
PaMKUTE Ha acoynjaTMBHOTO U urypaTueHOTO. CTanysa 360p 3a TaKOB HaYMH Ha
U3pasyBatbe KOJLUTO 04 efjHa CTpaHa NoApasbupa pauMoHanHa aHanuaa Ha eHoMeruTe
Ha BU3yenHaTa nepuenuuja, Kako Bosed, 04 Apyra CTpaHa, CIOHTaHO pearuparbe Ha
BUAEHOTO, MHTYMTUBHOTO, KaKO KNyY 3a YTare Ha "npauctopujata Ha BU4eHOTO", 3a ga
KOHEYHO co3jafe efjHa CBOja MUCTUKA, efleH CBOj UMarMHapeH,Ho 3a Hero "BUCTUHCKM'
cseT. Haofajku ro 0Boj Knyd, YpAvH rpagu AMHaMuyHY, "0TBOpeHn" dena, AoHeKaae
Mari4Hu cnopej wuaejaTta 1 NpuUsneYHu No pakonueoT. Bo cekoj cnyyaj, Herosute TBOpOHU
ce NNog, Npej e, Ha eHO HelabnoHCKo, CMOHTaHO, pearupare Ha CeHsauunTe of
NPOCTOPUTE HWU3 KOW TONKY rOANHY ja Gapalue aBaHTypaTa Kako NpeausBuK 3a CO3JaBarse,
W KaKo pe3ynTaT Ha BHaTpelHaTa HYXHOCT, ChaKkajKu ja NOoBpLUMHATA Ha

NNaTHOTO KaKo NOTTUK, KaKo NPOCTOp KOj WTO Yeka Aa 6uge opranuaupaH. Bo Taa cmucna,
HeroBUOT JoceraleH onyc He MoXe Ja ce NOABPrHe UeNOCHO Ha CTpora CTUNCKA aHanu3a
BO CMUCNA Ha MOXEH CMeJ Ha HeroBuoT pakonuc, bugejkn YpauH co3pasa feHec, a ce
HaBpaKa Ha B4epa. BCyWwHOCT He cTaHyBa 360p 3a HaBpaKarbe, TYKY 3a TaKOB Ha4H Ha
eKCNNMKaymja KojLWTo € Bp3aH 3a CunHa aMoLMOHanHa 0B0eHOCT, Kako Ciakarbe, Kako
ucnoseg, cTopuja 3a 60ja, 06nuK opma, NuHHUja...

HeMupeH ucTpaxysa4ku Ayx, Kako ABUraTen WTO o BOAW KOH HOBM CBETOBM, KaKo
He3aCUTHOCT OZ OHa WTO ro rneAa okony cebe, U3nerysareTo 04 0BOj U BNEryBakeTo BO
APy NPOCTOpK, BO BONWEOHUOT rpag Ha yMeTHOCTa Mapus, 3a YpAuH 3Hauu nocebeH
Npeav3BKK Kaje WTO U JaBa NOMH 3aMas Ha naneTarta. YNopHo 3aApXyBajKu ro
UrypaTUBHUOT MOTHB WTO NOCTOjaHO ro 4edopMiUpa, KOKY M Aa ce oAjanedysa Ha
MWrOBM OF Hero, Of HerosaTa peanHocT, YpAuH HUKoral He ja npucaTh, Unu He cakale ga
ja NpuchaTi aBOTOHOMHOCTA Ha YMETHUYKOTO Aen0 0cnobojeHa 04 3aBUCHOCTA Ha
KOHKpeTHoTo. Co caMoTo Toa Toj co3gaje efHa noronema, nouHaksa, ConcTeeHa
ABTOHOMHOCT, BO KOj KOHTEKCT ja nopa3sbupa 1 6ojata co cunHa "bectujanta” TeHauja
WTo My "KOHKypupa" Ha "feBujaTHMOT" UpTex. Bo B3aeMeH Aujanor, BO XapMOHMYeH
npenner, 6ojata ¥ 0GMMKOT CTaHyBaaT efHa "anxeMucKa CyncTaHua" of Koja, noHaTamy
camu ce co3jasaar.

CeeceH 3a cBojaTa U30/IMPAHOCT, HAJBOP O CBOJOT AOM, YPAWH CaMo ro 3ajakHyBa, ro
NOTTUKHyBa CBOJOT "aneTuT", cBecTa 3a ce6enocToeH:E 40 arpecuBHM, XECTOKN UCKasN
KOWLITO Ce BP3aHM 3a eJHU1 XOBUjarHK, BUTaNHK cdepu, 3a pafocTa Ha X1BESHETO,
LUBPCTO NOTNPEHM Ha CONCTBeHaTa Cy6jeKTUBHOCT, Ha MHTpOCNeKuujaTa, Ha



“I cannot make a distinction between the feelings we have for life and the way
in which we express these feelings.” (Henri Matisse)

This first individual exhibition in Macedonia presents only part of the creative work of Kiro
Urdin (an artist who has been active abroad for a long time) and covers works created mainly
in recent years, but it somehow reflects his entire creative opus since 1973, ranging from
Paris to Tokyo.

In his early works, Urdin elects for a ‘painting’, for an expression which contains the elements
of plastic representation of mysterious ‘mute’ and intuitive knowledge, of those essential
feelings initiating the life of the spirit, of a life of turmoil, search, suspicion, but, above all, of
the freedom which enables him to transform the motif to the level at which it conforms with
the unexpressed feelings. These are solutions where the figure or the object — the motifs —
manifest themselves in a quivering story, in a form which reverberates with internal
vibrations, aiming to abandon their own clichés.

Throwing himself into the world, Urdin chooses an expressionist gesture which is associative
and figurative. It is an expression which implies both a rational analysis of the phenomena of
visual perception, as an introduction, and also spontaneous reaction to the seen, the
intuitive, as a key to reading “the prehistory of the seen”, so that he may finally create a
mystique of his own, an imaginary, but ‘real’ world for himself. Finding this key, Urdin builds
dynamic, ‘open’ works, somehow magic in their ideas and attractive in their handwriting. In
any case, his works are the outcome of a non-clichéd, spontaneous reaction to the
sensations of the milieu in which for many years he has searched for adventure as a
challenge to create; they are the outcome of an internal inevitability, taking the surface of the
canvas as a stimulus, as a space waiting to be organized. Hence his work to this date cannot
be wholly subjected to a strict stylistic analysis as regards a possible progress of his
handwriting, because Urdin creates today and goes back to the past. In fact this is not going
back, it is a characteristic manner of explication connected with strong emotional undertones,
a concept, a confession, a story of coiours, shapes, forms, lines...

The restless exploratory mind, the impulse driving him towards new worlds, the insatiability
with what he sees around him, the abandonment of this realm and the entering into other
ones, the magic city of art, Paris, all this for Urdin means a special challenge where he gives
a full swing to his palette. However much he sometimes tries to depart from it, from its reality,
Urdin persistently sticks to the figurative motif and constantly distorts it. He has never
accepted or never wanted to accept the autonomy of the work of art, its freedom from
dependence on the concrete. Thus he has created his own, greater, different autonomy, in
which context he includes colour with a strong ‘bestial’ tension which ‘competes’ with the
‘deviant’ drawing. In a mutual dialogue, in a harmonious intermingling, colour and shape
become an ‘alchemic substance’ from which they continue to reproduce themselves.

Aware of his isolation, far away from his home, Urdin only strengthens and stimulates his
‘appetite’, his consciousness of self-existence, making aggressive and fierce statements
connected with the jovial and vital spheres, with the joy of living, statements strongly
dependent on their own subjectivity, on introspection, on their inspirational code.
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MHCNpaTUBHUOT Kog."Cekoja 6oja Bo cebe ja CokpuBa CBOjaTa Aylwa WTO Me Npasy
CpekeH, Me oAbuea unu Me noTTukHyBa" (Emun Honge).

Konky wro e 6ojata ynoTpebena kako hopManeH enemeHT Ha cnukara, ToMKy ja uMa u
BTOpaTa KoHoTauuja: cuMbon co oapeAeHO 3Hayerbe, CO OfpefeHn acoumjaumu Ha TeMa
KOJaWTO TONKY NECHO M CO yXMBatbe ja Haofa, TanKajKi HU3 POCTOPUTE HeJONPeHM of
LMBUNM3AUMUCKUTE KOZOBMU U LUEMM.

Onwr BneyaTok e Aeka YpauH caka ywTe noseke Aa ja oxusee 6ojaTa OTKOMKY LWTO ja
AaBa BO HEJ3UHUOT BUCTUHCKM MHTeH3UTeT. O Apyra cTpaHa ja "opraHuaupa” 3a ga
KOOpAuHUpa co dopmaTa-061uKoT, 3a Aa U "0b6e3begu” TaKoB recT, XecTOKOCT U
MMNYNCUBHOCT, CO Koja Ke ja Npegage dabynata, akyvjaTta 1 UenocHata ekcnpecuja Ha
crnuKara.

VI Hu3 The cibepm, Kage WTo ce rybu YyBCTBOTO 3a MPOCTOP U BpeMe, Kaje WTOo NpupojaTa
ro "AuKTMpa" CBETOT, Kaje WTO MpU3buTe Ha pacTeHujaTa ro 3amaTysaar yMoT U
NpeAv3BUKYBaaT..., YpauH rv “rnega” cnvkuTe WTO Ke v co3aage. (4anv TyKa, Unu Bo
cBojaTa "HecyJeHa" 3anagHa uueunusauuja). Kupo YpauH HenocpeaHo 1 CNOHTAHO ro
W3pasyBa OHa WTO ro NOTTUKHYBA, WTO ro "roHn" ga co3gasa co Haboj KOj e 1 OCHOBHO
MOTO, CyLITMHA Ha HETOBOTO CO3JaBarbe. TOj He e 3auHTepecupaH 3a npobnemuTe Ha
4oBEKOBaTa eraucTeHumja v cyabuHata Ha CBETOT, TyKy, Npej ce, 3a "esuaeHTUpare” Ha
N4HOTO YYBCTBO 063eMEHO O] BU3YENHU CeH3aUUM CO3AaBAjKN HOB HEBPEMEHCKM W
HeNpOoCTOpeH CBeT, "34pas 1 HacMeaH CBeT" BO KOj TONKY jaCHO U YUCTO Ce YuTa
HYBCTBOTO 32 PaA0CTa Ha XUBEeHETO NpeKy Ha4BopeLuHa, BUANMBa GopMa, NPOTKaeHa co
BHaTpelwHa HeBuANuBa cogpxuHa. TOKMy of Tvie NpUYMHK, 3a Aa ro OTKpue, 3a Aa ro
HaxpaHu, NOTTUKHE 0BOj HaroH, aBTOPOT, KaKo U “CTapuTe" eKCTIPeCUOHUCTH, Tanka no
"ocTpoBuUTe" Ha CBETOT, 6apajkul ro "3ary6eHuoT" Mogen, MUTOBUTE M pUTaMOT Ha
3abopaseHuTe MPOCTOPY 3a Ja CO3A4a/J€e CBOj MUT KaKo MOCT Mefy coBpeMeHaTa
UMBMNM3aLMja U NPUPOAATA, UMK NPUPOAHOTO, Kaje LUTO MOBTOPHO ja BOCNOCTaByBa
OfjaMHa 3arybeHaTa xapMoHuja.

Bo TBOPEwWTBOTO Ha YpAMH UMa HELTO OPHAMEHTaNHO, PUTMUYHO. .. HELTO WTO acouupa Ha
CTPyeHeTO Ha KpBTa M Ha BoJaTa BO pekaTa co unjaga u3sopu.

Oa oHa WwTo BKU3yenHo ro 3abenexysa UK acouupa, YpAuH r eKcnnuumpa v Memopupa
OHie nojaTouy Bp3 KOM 3ano4HyBa Aa ja rpaju ceojaTa KOMNO3uumja, 0BUAYBajKu ce Aa
ro CKNoMi MO3anKOT Ha e4HO CKPLIEHO OrNejano Ha XMBOTOT, Kako KOHCTpYKUMja WTo ja
AeTepMUHIpa HerosaTta MMCNa U BO Koja YyBCTBOTO U MUpPU3BaTa Ha XMBOTOT 3BY4M
ONTUMUCTUYKMA. "YMETHUYKOTO eNno Moxe fa 40j4e CamMo Of BHaTpe, Of YOBEKOT".
(MyHK).

Kupo YpauH Ha Hekoj HaunH oCTaHa He3apaseH Of TPeHAOBUTE Ha NPOCTOPUTE BO KO Ce
ABWXM, YyBCTBYBAjKU ja NOCTOjaHO PaJOCTa HA XKUBEEHETO BO HEJ3UHMOT NOMH 06K U
VHTEH3WUTET, NOYUTYBAJKM M Cenak KOJOBUTE U KOHBEHLMUTE Ha TUe KyNTypu 1
UMBMNU3ALUN.

CnukapcTBOTO Ha YpauH ce JoBNNXKYBa 40 "MEHTaNUTETOT"Ha eHO TaKBO NUKOBHO
pasmucnyearse WTO Nogpasbupa "4OTPaeHOCT" U POKOKO KOHCTPYKUMja, nocne rpybata
AEKOHCTPYKUMja Ha hopmMuTe.

TBOPeWTBOTO Ha YpanH e HeAONPEHO Of KOHBEHLMM U JOTMM, TOa € W3pa3 POAeH Cam 04
cebe, 04 efHa "noj3eMHa", epynTUBHa CUNa Koja Ha AeN0TO My AaBa XMBOTHOCT U
A€JCTBO, 63 HUKAKBY CTPOrO KaHanuUaupaHu NPUHLMNA Ha KOMNO3MUMjaTa, Tyky, Npea ce
BOAEHO CO eMouunTe 0 BHATPELHOTO YyBCTBO, Hapajki ja ceKorall nykHaTUHaTa Ha
obBuBKaTa, Ha KOpaTa Ha KOHBEHUMjaTa, HU3 Koja Manerysa Taa Herosa *nogaemHa’,
3arajjo4Ha cuna Ha cBeTnocTa Ha AeHoT. "[la cosaasaw 06nuYM, 3HaumM Ja Xxuseeww"
(Opany Mapk).



“Each colour hides its soul, which makes me happy, repels me or incites me.”
(Emil Nolde)

Just as colour is used as a formal element of the painting, it has a second connotation: it is a
symbol with a particular meaning, with particular associations which he finds easily and with
enjoyment, wandering through spaces untouched by the codes and patterns of civilization.

The impression Urdin makes is that he wants to strengthen the life of colours rather than
rendering it in its real intensity. On the other hand, he ‘organizes’ it in order to coordinate it
with the form/shape, to ‘provide’ a gesture, force and impulsiveness with which he renders
his story, the action and the complete expression of the painting.

In those spheres where one’s sense of space and time is lost, where nature ‘dictates’ the
world, where the smell of plants beguiles the mind and provokes..., Urdin ‘sees’ the painting
he is going to create (here or amidst Western civilization ‘where he wasn’t meant to live'?).
Kiro Urdin directly and spontaneously expresses what stimulates him, what ‘drives’ him to
create, with a charge which is also his fundamental motto, the essence of his creation. He is
not interested in the problems of human existence and the fate of the world, but, above all, in
‘writing down’ his personal feelings, which are obsessed by visual sensations, in creating a
new non-temporal and non-spatial world, a “healthy and smiling world” in which we can
definitely and clearly read the joy of living through an external, visible form, interwoven with
internal invisible content. For these reasons, in order to discover and stimulate this instinct,
the artist, just like the ‘old’ expressidhists, wanders about the ‘islands’ of the world, in a quest
for the ‘lost’ model, the myths and rhythm of forgotten lands, in order to create his own myth,
a bridge between modern civilization and nature (or the natural), where he reestablishes the
long forgotten harmony.

There is something ornamental and rhythmical in Urdin’s work, something which rouses
associations of the flow of blood, and of water in a river with thousand springs.

From his visual notes and associations Urdin explicates and memorizes those pieces of
information on which he begins to build his composition, trying to complete the mosaic of a
broken mirror of life, a construction determining his thought and in which the feeling and
savour of life sound optimistic.

“The work of art can only come from inside, from man.” (Munch)

Kiro Urdin has in a way remained uninfected by the trends in the milieu where he moves,
constantly feeling the joy of living in its full form and intensity, and yet respecting the codes
and conventions of those cultures and civilizations. Kiro Urdin’s painting is close to the
‘mentality’ of an artistic concept which implies ‘shabbiness’ and rococo construction after the
rough deconstruction of forms.

Urdin’s creative work is untouched by conventions and dogmas, it is an expression born of
itself, from an ‘underground’ eruptive power which inspires his work with life and action, not
through channelled principles of composition, but, above all, led by emotions and internal
feeling, searching for the crack on the surface, on the crust of convention, through which his
‘underground’, mysterious power of daylight emerges.
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He cTaHyea 360p 3a HEKOj NPUHLMN Ha KOMNOHMParbe, BOOMWTO Ha NMKOBEH U3pas, Kako
Waean Ha COBPLUEHCTBO, TYKY 3a HenocpejeH U3pas Ha 4yBcTea, Ha 0BNUK WTO My
OAroBapa Ha Toa YyBCTBO, CMOHTAHO KaK0 ABMXEHse CO paka, UMNYNCUBEH U UHTYTUBEH.
CnukapcTeoTo Ha Kupo YpauH e 6nucKo A0 MEHTANUTETOT Ha eBOKATUBHWUTE CO3BY4Ma
Ha napuckara WKona, Ho Npej Ce, Ha KnuMaTa Ha oBa nogHebje Koe cekoraw ce
BOCXUTYBano Ha bojata Kako penukeuja.

Ekcnpecujata gageHa npeky 6ojata u 065IMKOT He e CamMo W UCKNYYMBO rpuMaca u
rpOTECKa BO ABUXEHETO Ha recToT, TYKY e COAPXUHA BO CEBKYNHATa KOMMO3UYMUCKa
NOCTaBEHOCT, KaKO pe3ynTar Ha efjeH "4yBCTBUTENEH paunoHanus3am”, npej ce, Ha
NIMKOBHA NOTUKa CO Koja ro MHAEHTUUKYBA, UMK NPEKY Koja r1 UCKaXyBa CBOUTE YyBCTBaA.
YpavH ja nocegyea Taa eHeprija U eJHOCTABHOCT Ha AyXOT 4a MOXeE [a CNWKa OHa WTo
HaBWUCTMHA rO BUAEN BO CBOjaTa MeYTa, BO MMarMHapHWUTe ccepy, WTO, BCYLWHOCT HUKOraLy
He 6uno 6AKUCKY A0 HEroBMOT (POKYC Ha oncepealyja,3a Aa ro 4oNOBK U ro ekcnauumpa
CBOJOT COH. U 3a ga ja codyBa u3BOpHaTa cHara Ha 6ojaTta, YpauH BocnocTasyea eaeH
KOHKpeTeH ofgHoc Merfy 6ojaTa u 06NMKOT BO paMKuTe Ha

opraHu3auujaTa Ha cnukaTa, Makap WTO HaBMAyM, CeTo Kako “ce”, Kako BuayeneH edexT,
HanuKyBa Ha CTUXUjHO. Toa e efjeH BUA KOHCTPYKLWMja CO Koja OBWe CUNU v NoBp3yBsa.
buaejku 60jaTta e YMCTa, UHTEH3MUBHA U "U3BOPHA", U Ce ABWXM 0 CMHO 4O 3eNeH0,04
NOpPTOKanoBo A0 LpBeHoO...) boute He ce rywar mefy cebe TyKy Ce UHTEH3VBUPAAT U
NOTTUKHYBaaT, a He Ce 3aJyLuyBaarT U He Mo)aT Ja ce cKpoTar... Hababpyeaar..
OuurneaHo e geka Ha Ypaux My Tpeba NOTTUK HAABOP 04 BU3yenHaTa KuMa Ha BPeMETo,
6uzejKu Taa cTaHyBa NpeTecHa 3a HEroBUOT MCKA3,WTO ro TpaHCOpMUpa CO CUMKa
epynTUBHa eHeprija U emouuja.

3apaseH Co BUPYCOT Ha KOMOPUCTUYKMUOT BPECOK, CO3aBa OHA 3a LUTO COHYBa-yMeTHOCTA
Ha paMHOTeXaTa, YACTOTa, MUP... YMETHOCT Koja Ke buae CpeACTBO 3a CMUPYBare Ha
HanHarTocTa - HelWTOo Kako yaobHa doTenja Koja ocnoboaysa 04 MUU3NHKUOT 3aMop.
YpAuH ocTaHa JocnefeH Ha 0BOj ONTUMUCTUYKK UAean Ha Toj AyXOBEH OAMOP
CNOKOjCcTBO, 6a3vpaH BP3 HEYMOPHU UCTPaXyBara Ha NPOCTOPUTE Ha CBETOT, BP3
eKCnepuMeHTU U aBaHTYpU CO efjeH Xe0HU3aM, CO YXUBare BO TBOPEYKMOT YMH KaKO
OCHOBA Ha HEroBMOT XMBOTEH NPUHLUMN M KOLEKC Ha CONCTBEHOTO NOCTOSH:E.

BukTopuja Bacesa [umecka

-

-
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“To create forms means to live." (Franz Marc)

There is no principle of composition, no general visual expression as a channel for
perfection, but rather an immediate expression of feelings and a form corresponding to that
feeling, spontaneous as a hand movement, impulsive and intuitive. Kiro Urdin's painting is
close to the mentality and evocative harmonies of the Paris School, but above all to the
climate of this milieu, which has always admired colours as relics.

Expression given through colour and form is not just a grotesque grimace in the movement,
of the gesture, but is also part of the comprehensive compositional setting, the outcome of a
‘'sensitive rationalism’, above all, of the artistic logic through which his feelings are
expressed. Urdin possesses the energy and spirit to be able to paint what he has really seen
in his fantasy, in the spheres of imagination, which has never been close to his focus of
observation, in order to illustrate and explain his dream. To preserve the exceptional power of

colour, Urdin establishes a concrete relationship between colour and shape within the
organization of the painting, even though everything as a ‘total’, as a visual effect, may look

chaotic. It is a kind of construction, with which he links these forces. The colours are pure,
intense and ‘original’, ranging from blue to green, from orange to red... The colours do not
suppress each other, but strengthen and stimulate each other, they are not suffocated and
cannot be tamed — they burgeon.

Itis clear that Urdin needs stimuli also outside the visual sphere of the time, because it
becomes too restrictive for his expression, which is transformed by a strong eruptive energy
and emotion. .

Infected by the virus of a colourist scream, he creates what he dreams of: art of balance,
purity, peace..., an art which is a means for easing tension — like a comfortable armchair
which relieves physical exhaustion. Urdin has remained faithful to this optimistic ideal of that
spiritual rest and tranquillity, based on tireless exploration of the spaces of the world, on
experiments and adventures with hedonism and enjoyment in the creative act, as the
foundations of his principle of life and codex of existence.

Viktorija Vaseva Dimeska



14

[lanv cnUKapuTe npea A4a NONHAT A4a paboTar, Beke ro MMaaT uabpaHo NPpeaMeToT WTO Ke
ro cnukaat? Hajronem 6poj 3anagHu cnvkapu cé o HeojamHa 04rosapaa noTBpAHO.
YwTe noBeke, TMe 0BMYHO Benea AeKa Aypy MMaaT NNaHUpaHo Kako Ke CnukaaTt Bo
NPOLECOT Ha CO37aBarbe CO MOXHA NPeTCTasa 3a 6ouTe M KOMNO3ULMjaTa WTO Ke rm
usbepat. Cenak, usrnesa geka Kupo YpavH He ja NpuMeHyBa cekorall BakeaTta
BOOBMYaeHa noctanka. 3atoa u ja NokpeHas oBaa Tema. [lorneaHeTe ja, Ha Npume,
KHUraTa co cnukv Ha Kupo YpavH usgagena 8o 1992 roguna og Art International Publishers,
Mapus: MUCNaM feka noBeKe of NonoBuHa 04 Aenara MoXar Aa ce KaTeropusupaar Kako
Jena Kage LTO Toj He ro u3bpan NpeAMeTOT UK CTUNOT OAHaNPes.

HajpenpeseHTaTBeH NpuMep 3a 0Ba € 4enoTo noj Hacnos ,MijaHo 6ap”, wro ocTasa
BNEYATOK Kako cuTe 6ou Ja ce UCTUCHATK 0F Ty6uTe, UCKPUBOKONHYBAKM Ce Ha LenuoT
NPOCTOp Ha NNaTHoTO. Mako oBaa cnuka jacHo ja NpeHecysa aTMocdepara Ha Temata,
UCTOBPEMEHO AeN0TO € TONKY UCMIONHETO CO LapM OCTBapeH CO JBUXeHeTO Ha bouTe,
TaKa WTo cNoBoAHO MOXe Aa My ce gage v Apyr Hacnos. CnudHa apryMeHTauuja Moxe Aa
’ ce RPUMEHM 1 Kaj AenaTa Kako wro ce ,Le monde d'artiste” v PenHkapHaumja”,
ako HeMaM HaMepa Aa 3akny4aM AeKa cekoja CNvKa Ha YpauH e co3gazieHa Ha 0Bo)
HaYuH, CUrypeH cyM feka bojaTa Kako u3pas foara Ha NpBo MeCTO, Kako HEroB ONCHOBEH
HauMH Ha cnukaree. MoToa, Bo ronem 6poj Aena, hopmara ja cneam 6ojata. AKO HAWTO
APYro, Toj He MHCUCTUPa MHOrY Ha opMaTa.

Kupo YpavH e ucTakHaT MakeZOoHCKU CNUKap KOj MHCTUHKTUBHO M CTIOHTaHO ja 0CTBapyBa
HaMepaTa Ha JeHelUHIUTe CNIUKapK, Ha OHWe WTO ce TPyAaT Aa Ce 0Cnobohar o
OpManM3MoT - UCTOPUCKATa HOPMa BO MOAEPHOTO 3anajHo cnukapcTeo. Hema notpeba
NofeTanHo Aa ja objacHyBame Hawara 6UCKOCT CO 0BOj CMKaPp; Ce YMHM feka Toj He e
HUTY POBMCT HUTY eKcripecoHucT. Cenak, 0Ba He € NpU4MHa fa TBpAaM Aeka YpauH e
sanajeH cnukap. Hue nyfeTo og UCTOK Xuseeme BO (hnekcbunHa KynTypHa cpeauHa so
Koja 0gHanpeZ cMe ja npudaTune ujejarta fjexka yMeTHOCTa He Ce COCTON NPBEHCTBEHO Of
TeMa v opMa, ¥ feKa YHUBEP3yMOT MOXeE fja Ce NO4yBCTBYBA lypu 4 CO eHa TOYKa Ha
npaseH npocTop. 3aToa 3a Hac, Toj HeBOCMUCNEHO Mopa fa buge cnukap 6e3
HaLWMOHANHWA FPaHULU.

BepyBaM fleKa Ke ycnee Aa CTaHe ywTe NocnobogeH.

WnHuy Ceru, NMKOBEH KpUTMHaPp.



Have painters already decided on the object to paint before they begin to work? A large
majority of Western artists have given ‘yes’ as their answer until quite recently. Furthermore,
they say they have even planned how to paint at the stage of production, with a possible idea
of the colour and composition to be adopted. However, it seems that such a usual procedure
is not always taken in the case of Kiro Urdin. This is why | have brought up the subject. See,
for instance, the book of Urdin’s paintings that was published in 1992 by Art International
Publishers, Paris: | think that more than half of those works can be categorized as works for
which he has not decided on object or style before beginning.

The most representative example of the type is a work entitled Piano Bar, which has an
atmosphere as if all the colours of paints are pressed out from a tube to writhe on the whole
space of canvas. While this painting certainly conveys its subject's mood, the work is
simultaneously so filled with the charm attained by the movement of colours itself as to be
safely given another title. A similar argument can be applied to such instances as Le monde
dartiste and Reincarnation.

Though not necessarily intending to say that every painting by Urdin has been produced in
this way, | am sure that, as his basic manner of painting, colour expression comes first. A
form then follows the colour in many cases of his work. He at least is not particular about
form.

Kiro Urdin is an advanced Macedonian painter who has instinctively and constitutionally
practised the intention of today’s painters, those who have endeavoured to be liberated from
formalism — the historical norm in Western Modern Painting. Our familiarity with this painter
will not need to be explained any further; he does not appear to be a ‘fauve’ or an
expressionist. That is no reason, though, why | should forcedly insist that Urdin is an Eastern
painter. We Eastern people have a flexible cultural environment in which we originally have
an accepted idea that art is not primarily made out of subject or form, and that the Universe
can be felt even from a dot on a blank space. So, for us, he unquestionably must be a painter
without national borders.

| believe that he will become even more free.

Shinich Segi, art critic

15



16



17

1. OrHeH 6uk, 1988 / Fiery Bull, 1988
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2. Csetor Ha ymeTHukoT, 1991 / The World of the Artist, 1991
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3. Cesunja, 1991/ Seville, 1991
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5. Metamopdo3sa, 1992 / Metamorphosis, 1992
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4. Typy, 1991/ Guru, 1991



6. [lesojkata og bpyknux, 1992 / The Girl from Brooklyn, 1992
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7. Bujacbpa, 1992 / Biafra, 1992
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8. Eaepckuort voeek, 1992 / The Lake Man, 1992



10. ®amunuja, 1993 / Family, 1993
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9. Mojot npujaten ®nyk, 1992 / My Friend Fluk, 1992




11. Bpakarbe Ha naraHoT, 1993 / The Return of the Pagan, 1993



12. YosekoT og Muxaopo, 1993 / The Man from Mindoro, 1993
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13. YosekoT koj npectana aa mucnu, 1993 / The Man Who Stopped Thinking, 1993



14. Boajep, 1993 / Voyeur, 1993
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16. AncTpakTHa koMnosuumja, 1993 / Abstract Composition, 1993
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17. Pafarse, 1993/ Birth, 1993
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19. [pamcko uHTepmevo, 1993 / Dramatic Intermezzo, 1993
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18. Maragop u 6uk, 1993 / Matador and Bull, 1993

339
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21. Wmnpecwuu og Bon cTput, 1993 / Wall Street Impressions, 1993




22. ComHesatbe Ha kanubanoT, 1993 / Suspicion of the Cannibal, 1993

41



23. borot Ha naranuTe, 1993 / The God of the Pagans, 1993




24. Wrpa Ha keHTaypu, 1993 / Play of Centaurs, 1993
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26. XonTa Hok, 1993 / Yellow Night, 1993



25. Kanubancka Macka, 1993 / Cannibal Mask. 1223
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28. MNukaco - mucnuten, 1985 / Picasso — Thinker, 1985
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27. Mcuxonar, 1993 / Psychopath, 1993
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29. CseTo xuBoTHO, 1993 / Sacred Animal, 1993




30. OcameHa aesojka, 1993/ Lonely Girl, 1993
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33. Tpybayor, 1993 / The Trumpeter, 1993



34. Pasamucnysarse, 1993 / Thinking, 1993



35. Mukaaop, 1993/ Picador, 1993



36. Cekasarbe, 1994 / Recollection, 1994
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