








Cekoj naT MoXe, HO U He Mopa [ja MMa MoYeToK M kpaj. Toj Moxe Aa 6uae npas, BMUyraB unu KpyxeH. Moxe Aa 6uae nat Ha
FONEMUOT NOBEAHUK, NaT Ha BEYHMOT MaueHuk (Cu3udoB MaT) WAWM Mak, maT Ha rybUTHUKOT (ny3epoT). MOCTOM BUCTMHCKW, HO W
WMaruHapeH naT, maT co unu 6e3 Npasew Ha ABMKEHE, AyXOBEH WM CBETOBEH nar. aT no koj oAnMe, naT no Koj ce BpakaMe; nar Ha
MO3HAHCTBOTO, NaT Ha 3a6opaBoT. KMBOT, cMpT. NaToT Moxe Aa buae ynuua, asTonat, ApyM, HO Of Apyra CTpaHa naToT ce Bp3yBa 1 Co
ylUTe MopenieBaHTHU NOWMW: 3aMUC/yBatbe W pean1suparbe Ha uaejata, Mucnara, KOMYHUWKaLuja, TpaH3uLmja, MpoMeHa, CUMeTpUja,
CnyyajHOCT, KPBOTOK, TenenaTuja, Nat Ha BACTWHaTa / naT Ha naraTa, NaT Ha CBET/MHaTa, 3BYKOT WTH. TOj ce Bp3yBa CO akuMja-
naTyBarbe, W304yBatbe, Hacoka, CTpenka, nokasarten. Oa Apyra cTpaHa, natot, 6e3 orfied BO KOj CerMEeHT Oi HEroBOTO 3HAYeHWE
noHWpaMe, e Bp3aH O (M3MYKM NPOMEHW (BO Hajronem [en oA HeroBuTe Kareropujaniu pegepeHuy, Co UCKIYHoK Cekako Ha
TpaHCLeAEHTaNH1TE Wn MeTadn3nukM, KOM He MOXeMe MaTepujanHo aa rm Cynctutyupame). HajsHauajHuTe uU3nUKM MpOMEHN ce
AMjarHoCTULMpaaT Co MOMOLI Ha MaTeMaTuuku NPEecMETKM, CO PesynTaT Bo (hopMa Ha bpoj, koj BOrnaBHO AeTepMUHMpa 6p3nHa Ha
nBIbKerbe, (DPeKBEHTHOCT, 6poj Ha CyBjekTW Kou oaMWHanNe, Of eAHa cTpaHa, uin BpeMe koe Tede, 0AGpOjyBa, MWUHYBa, oA Apyra.
LindpaTa ¥ NatoT Kako OMWITO3HAYHW MOMMM BO CMMOBMO3a, AaBaaT W OAPEAEHW MMIIMKaLMKW 3@ HOBaTa TEXHOMOWKAa enoxa,
KOMTjyTEPCKMOT BMHAPEH CUCTEM, KoaMpatbe, Aelndprpatbe, AUruTanusaumja, UHTEPHET KOMyHMKaLWja.

Oswe, caMo rpybo M3HECEHU, WM NIEKCUYKM TpaHChepupaHK, jasuyHu Urpu U pasMUCIA Ce CamMO HEKOJIKY OA MOXHUTE
npeanoan 3a ,aemMucTiduumparse” Ha HajHOBUOT KOHLIENTYanHO OBMUCIIEH NMPOEKT Ha YMETHUKOT loue HaHeBCku. [opeHaBeaeHuTe
npobnemaTukn, HaHeBcku ce obuaysa ga rv BM3yenusupa v aa Aage MaTepujanMsaumja Ha ceojata uaeja kateropujata - [llat".
HaHeBcku e Beke eTabnupaH Mnaj CKYMMTOp KOj CO CBOjaTa BM3yenHa MOETWKa AOCera YCrelHo peanusupalle, Kako ecTeTcko-
YMETHUUKM, TaKa 1 TEXHWYKU, CKYNNTypU, 06jeKTU 1 HCTanaumm, paboTeHu Bo MeTan (MeTanku npodunu, LpH MM 1 0TNaAHN METaNHK
nenosm). MpoHUKHYBajKK BO CUTE TajHU Ha n3eeabarta, Ao nepdekuymja 3sedysalle ena BO koW JOMUHMPA NPUHLIMAOT Ha NpUMapHoCT
Ha chopMaTa, reoMeTphja, MUHUMan3am, CTpeMerse KOH MOHYMEHTAJTHOCT, ABIKEJKM Ce MOCTENEHO KOH ocnoboaysarbe 0 NPasHKOT,
3aTBOPEH BOMYMEH W CO3AaBaks-€ Ha NPOCTOPHA LWApa 04 METaHM LWUMKK, KWLM U IMMOBU.

3aapkyBajkv ronem aen oA csojata dopManHa YMCTUHa (04 NpeTxoaHWTe dasv), HaHeBcku BO CBOJOT NoOCNeaeH NpoeKT
BHeCyBa OApedeHW npoMeHW. HuBHaTa WHMWNTpauuja e nocTeneHa WM HernpeHarnaceHa, Taa yKaxysa Ha bnara u ymeLlHa
TpaHcchopMauuja, Bo Koja e 3aApKaH KogoT WM JIMYHUOT MedaT Ha yMeTHUKOT. [pea ce, CTaHyBa 360p, 3a BHECYBakE Ha reHepaneH
KOHLENT, YMja BU3yenu3aLmja MMa 3a 0bva Aa HayHe eaHa npukasHa. BropaTa UHOBaLMja /iexun BO €KCrEPUMEHTUPALETO U cebe
TecTUpareTo, BO eaeH, 3a Hero, HoB MeauyM- BUAEOTO, KOE 33aeAHO CO 0BJeKTOT-WHCTanauumjaTa vMa ynora Ha 4onosHyBarbe uin
noobjacHyBarbe Ha NpuMapHaTa uaeja. M Tpetata MHoBaLMja ja OTKp1BaM BO CTPYKTYPUPAH-ETO U 06MKyBaHEeTO Ha CaMOTO NAACTUYHO
aeno, 06jekToT. Bo Hero, HaHeBCKM BHECYBA N1IaCTUYHU M MeTasHW Tpkana co 6pojku (kou ja uarybune ceojaTa yHKLUWOHANHOCT) KOU BO
NIENoTo He ce B1uaou3MeHeTH (6Maejku 1 aocera KOpUCTEN OTMNafoLUn-MeTanHu, HO T’ BUAOWU3MEHYBaA, JIEME, 3aBapyBan 3a [/1aBHOTO
CTpYKTypasnHo jaapo). Bo oBoj ciiyyaj Tve ce kopucTeHm kako ready-made- (rotoeu NpeaMeTH) Yne 3HauerEe ro MeHyBa, CTaBajku rv Bo
HOB KOHTEKCT BO Ha TOj HauMH 0BMKYBaHOTO acaMbnaxHo Aeno. bpojuanuunTe (Kako NaacTMyHa MaTpuua) CyKUECMBHO NopeaeHy,
HaHWXKaHW, W MNaHCKA MyNTUMIMUMPaHK Mo LenaTa rospliHa (CO eNeMeHTH Ha naTepH yMEeTHOCTa) Ceé BrpafeHy BO MeTanHara
KOHCTpykuMja. OBJEKTOT MMa NOHrUTyaMHanHa GopMa, Kako WMM1Kalnja Ha naT, a HeroBaTa NoBUCOKa NPOCTOPHA NOCTaBEHOCT (Ha
MeTanHW MOCTaMEHTW- KOHCTpYKUMja Koja orpaHudysa ksafap, Kow ce obnukoseH Aen oA 06jeKToT M MMaaTt akTWBHa ynora BO
ecTeTckaTa embaza Ha AenoTo) UMa 3a LieN Aa MOoHy/AW €AeH NMOMHaKOB aron Ha riedakbe U U3MecTeHa Bu3ypa. bpaHoBvAaHaTa noBspLIMHa
Ha XOpW30HTanHaTa nopuwja, opM1paHa co NoMoLL Ha rnocTaBeHocTa Ha BpojuaHULMTE MMa OBpeneHH ,0praHcKk1" co3ByuYja, Ha TOj
HauWH faBajku Cyrectvja 3a AMHAMWYHOCT M Tpeneperse Ha cTatuyHata komnosuuuja. Bo uenuHa AenoTo AOMMHWpa Co cBojaTta
MOHYMEHTaNHOCT, FEOMETPUYHOCT, 3APXAHOCT, YUCTUHA, HO W XUMHOTUYHOCT. MocTaBsysa npo6nemM, 6e3 fa NoHyAN KOHEeYEH OAroBop,
oCTaBajku NPoCTOp M HYAEjKW ,NaT" 3a MHAMBMAYANHO TO/KYBaHse.

BuaeoTo, Kako BTOP CErMeHT Of MPOEKTOT npejnara, WCTO Taka, eAeH BU3yeNleH MMHUManu3am, npeaaaeH co noMoLl Ha
CTaTW4Ha KaMepa Koja perncTpupa ABWKEHe Ha aBTomar W Ha jaBHa mewadqka 30Ha. Bo MpBMOT Aen CO 3ro/ieMyBatbe Ha 3yMOT Ha




KaMmeparta ce d)oxycwpa MHOry Man gen of aBTonaToT U Ce WTo MUHYBa ce 3a6ene)i<yBa MOLUHE anCTPakTHO, Kako CDHEKa. A\/LI.IAO 3BYKOT
KOj ro NpaTu € OPUrMHaNHWOT 3BYK Ha ABMXEHETO Ha aBTomobunure. Bo BTOPWOT A€NT KaMepdTa € dechpaHa Ha cnyLlwTeH Kadap o4
€[HO LUETaNWLUTE U OCTaHyBaaT PerMcTpupaHy camMo Holete Ha 6e36pojHUTe MUHYBaYM Ynj MAEHTUTET HW e HeMo3HaT U BO C/1y4ajoB
upeneeaHTeH. My3ukaTa, Koja ro Nnpuapy>KyBa 0BOj CErMeHT, MpuAoHecyBa KOH AMHaMMYHOCTa Ha camaTta MOHOTOHa MpeTcTaBa. 3a
LienoTo BpeMeTpaere oau Tenon (co 3amopyBadka 6p3vHa) BO KOj e ucnuwaHa gedwHuumja Ha nouMoT bp3unHa. Lienata akuuja Bo
BWAEOTO Ce 0ZiBMBa BO XOPU30OHTaAIHa HAaCoKa, CO CUHX OHW—IHO-,llijaXPOHW-IEH puTamM 1 Co KOHTpaCcT¥ BO OAHOC Ha AMHAMKUKATa U 3BYKOT.
BuaeoTo e 0CMUCIIEHO Aia TeYe NoCTojaHo, Kako Aeno be3 NoYeToK K Kpaj.

JIMKOBHaTa ecTeTuka M YHUPULMPAHOCT Ha CaMMOT MPOEKT e HaZoMOMHETa CO LUPHO-6ennoT KOMOpUT KOj rv npocneaysa u
NPOCTOPHMOT OGjEKT n BUAEOTO. Ha TOj HayuMH aKUeHTOT € LieNnoCHO CTaBeH BpP3 CaMUOT KOHUENT U AUCKYPCUTE KOW NMpousneryesaat o4
HEro.

HaHeBcku co cBojoT mpoekT ,MaT" ywTe egHall rv noTepayBa CBOMTE KBanMUKATWMBK, yKaxyBajku Ha akToT aeka
CKYNMTypaTa Kako NMkoeHa (opMa MMa yLTe MHOMY LITO fa MOHYAW, 0COBeHo ako MouyHe fa ce KOMBWHMPa CO HOBUTE MefuyMu U
*HUBHUTE MOXXHOCTU W AOKOJKY CE OCMUCTTYBa U peasin3npa BO COBPEMEH KOHTEKCT.

AHa ®paHroscka
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Each road can but does not have to have its beginning and its ending. It can be straight, winding or circular. It can be the road of the great winner,
the road of the eternal martyr (Sissify road) or the road of the loser. There is a real one but there is an imaginary one too; a road with or without direction of
movement; a spiritual or earthly one. The road we take; the road we go back; the road of the known; the road of oblivion; Life; death. The road can be a
sireet, a throughway, a road and on the other hand the road is connected to other more relevant terms: picturing and realizing the idea, thought,
communication, transition, change, symmetry, coincidence, bloodstream, telepathy, way of the truth / way of the lie, path of the light, sound etc. It
connects with action travelling, wafking, a direction, arrow, and sign. However, no matter which segment of its meaning is emphasized, the road is bind to
physical changes (in most cases to its categorical references, with exception of the transcendental or metaphysical that cannot be substituted materially).
The most essential physical changes are diagnosed using mathematical calculations, with a result presented with a number that usually determines t¥|e

of movement, frequency, number of subjects that passed on the one hand and the time that passes, flows, on the other. The number and the road as
general terms are in a symbiosis and give certain implications for the new technologic era, the computer binary system, encoding, decoding, digitalization,
internet communication.

These language games and meditations, roughly presented or lexically transferred, are just a few of the possible suggestions to "demystify" the
atest conceptually thought project of the artist Goce Nanevski. Nanevski tries to visualize the above-mentioned problems and materialize his idea the
category "Road". Nanevski is an established youn scullptor, who has so far realized, with his visual poetics, aesthetically artistic as well as technical
sculptures, objects and installations made in metal (metal profiles, black tin and waste metal pieces). Penetratinézj all the secrets of the performance, he ha
created works of art up to perfection, in which the principle of primarily of the form, geometry, minimalism, tendency to monumentally dominate; moving
zradually towards releasing from the empty, closed volume and creating a spatial ornament of metal bars, wires and tins.

==taining a great deal of his formal purity (from his previous phases) in his last project, Nanevski introduces certain changes. Their infiltration is gradual and
~ot too emphasized, it indicates to a mild and skilful transformation, which contains the code or the artist's personal mark. In the first place, it is about
or=senting a general concept whose visualization tries to introduce a story. The second innovation is in experimenting and self-testing in a new media for
~m the video, whose role is, together with the object installation, to supplement or explain better the primary idea. I have found the third innovation in
=sructuring and shaping the plastic object itself. Nanevski introduces plastic and metal wheels with numbers in it (that have lost their functionality) which did
~ot changed into the piece of art (since he has used previously metal waste but he has changed them, solder, welder them to he main structural nucleus). In
s case, they are used as ready-made objects, whose meaning changes the creation shaped in that way, placing them in a new context. The counters (as
olastic matrix) successively ordered, strung, and methodically multiplied onto the whole surface (with elements of pattern art) are built in into the metal
—onstruction. The object has longitude form as implication of a road and its higher spatial installation (on metal platforms construction that determines a
square that are a moulding part of the object and have active role in the aesthetic emphasis of the creatfon?‘an its aim is to offer a different point of view
=nd changed standpoint. The wavy surface of the horizontal portion achieved with the counters setting has certain "organic" accords in which way it
s_g?m dynamics and trembling of the static composition. As a whole, the composition dominates with its monumentality, geometry, restraint, purity as
w=as hypnotics. It raises a question without offering final answer, leaving some space and offering "way" for individual interpretation.

The video, as a second segment of the project, also suggests a visual minimalism presented by using a static camera that registers movement on a
=wroughway and public pedestrian zone, In the first part, by increasing the zoom, the camera focuses on a very small part of the straightway and registers
very af::stractly as a stain, everything that passes there. The audio sound that follows it is the original sound of the movement of the cars.

In the second part, the camera is fixed to a lowered frame of a promenade and only the feet of numerous passersby, whose identity is unknown
=nd in this case irrelevant, are registered. The music, which accompanies this segment, contributes to the dynamics of the monotonous show. During the
whole presentation there is a text going on (with wearing speed) which defines the term speed. The whole action in the video goes on in a horizontal course,
with synchronic-diachronic rhythm and contrasts concerning the dynamics and the sound. The video is conceived to run nonstop, as a piece without
oeginning and end.

The fine aesthetics and unification of the project itself is recompensed with the black and white colours that follow through the spatial object and
== video. In that way, the emphasis is totally on the concept itself and the discourses that come out of it.

With his project "Road", Nanevski confirms his qualities once gain underlging the fact that sculpture as an artistic form has much to offer yet,
==pecially combined with the new media and their possibilities and if it is visualized and realized in a contemporary context.

2na Frangovska
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