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IIporyfep BO BPEMETO HAa TOJNEMMUTE IMPe-
CBPTH

Cimgapor Jdumue IIpoTyrep Kako aBTOpP IIOMMHYBA HU3
HEKOJIKY HajB0o30yJIMBM HMEPMOJ{M HA MaKeJOHCKATa JIN-
KOBHA TEHE3A: YMETHMYKATA TpajulMja mpejx BOjHATA,
TBOPEHITBOTO MOBp3aHo co HOB, coumujanucTUUKmnoT
peanmuszam, BPEMETO Ha OCnoDOAYBAaHWETO O AOTMaTH3-
MOT " KJJAHOBU3MOT BO YMETHOCTA M COBPEMECHYBAILETO
Ha JMKOBHATA CHMHTAKCa, Ce€ /|0 HEKOUM AHTUHALMN WK
GMMCKOCTM €O MOCTMOZEPHATA e€roxa. BO cute OBuEe
<hasu, co pasnmueH MHTEH3UTET, TOj MAPAICIHO JEjCTBY-
5a HA JIMKOBEH, TEOPMCKM, MEJaromiKu ¥ OIIITECTBEH

TLIaH.
ITpakTHYHO TeHEPALMCKM OCAMCHMK, KaKO M CIMKAPOT
Bopko Jlazecku, Mery mpeata — BTEMeJdyBaukaTa re-
Hepaumuja — u maagara, I[Iporyfep BO OHaa KJydHa

uiecra JieleHMja ce NPUKIOHYBA KOH BTOPAaTa, J[YXOBHO
W UJEjHO ancoayTHO npumnarajkm 7. 3atoa m He Tpeda
Aa He uyju (pakTOT IUTO TOj € YJIEH HA J[BETE HAj3HA-
yajHM  TPyOM BO MAaKEJOHCKATA COBPEMEHA JIMKOBHA
vMmeTHOCT: Jlenec (1953) u Myrpu (1960). Hajronemmor
aura)kMaH ¥ HAjIEYATIMBUTE HETOBM 3aCHyru ce Bp3y-
BaaT TOKMY 3a IMEJECeTTUTE TOJMHM, BPEMETO KOTa,
BCYIIHOCT, C& IOYHYBAIlE CO NPBO M CO HOBO
BpEME Ha €JiHa rojema meradopa, Ha EHTY3Mja3MOT HM3
KOj ce pafaar HpPOEKTUTE 3a MJHATA JMKOBHOCT,

300pyBajki, BO OBOj KOHTEKCT MMCIAM JIEKA, HE € JiO-
BOJIHO COrJIEJlaHa HEroBaTa HapTUIMIANUja M HE € CO
OJIBETHO BAJIOPU3MPAHO IEJIOCHOTO BIOXKYBABE HA HE-
roBata JIMYHOCT M JIEJI0O BO TOTAJIMTETOT HA TOA HOBO
MaKEOHCKO JMKOBHO jaJipo, ILITO TO4YHA Jia ce odop-
MYBa BO TI'OJMHUTE 10 COLMJATMCTUUKO-PEATUCTAURUOT
JIMKOBEH KOJIALC,

Camocrojnara usnoxba Ha Jumue TIpoTtyrep ImTO YMeT-
HuYKara rajgepuja Bo CkoOmje ja Hpe3eHTHpa OBOj Iar,
JlaBa  eJicH TOIMPOK YBUJ BO JMKOBHATA MNPOAYKIMja
Ha OBO] aBTOp, IWITO NOAPa3bdMpa eJeH CeJNEKTUBCH MpPU-
cram, ondakajku rm cure mepuoju 3a kou mrto Beke
crana 360p, a ocraBajku TrO 3a €JHO IPYro BpEME HE-
TOBUMOT aHra’>XMaH BO JAOMEHOT Ha NPUMEHETUTE YMET-
HOCTH (TammMcepuja, BMUTPAXK, 3rpaduro...). IIupoxkuor
TEMATCKM ¥ JKAHPOBCKM peneproap Ha I[Iporyrep (uej-
3a)KM, MPTBUA MPUPOJIM, EHTEPUEDPHU, TPAACKM M CEJICKHM
BEJlyTH ‘M CIl.) TI03HABA M IOEKCTEH3MBHA CKaja Ha JIU-
KOBHM TIpocejea (rpadpmkm IPTEXKM, Maciaa, TEMIEpPH,
aksapesau, srpaduTa, TANMCEPUU, BUTPAXKU. ..), KAKO HU3-
Pa3s Ha eJHAa TBOPEYKa JbYOONMTHOCT IIOTKPEIEHA CO TO-
JieMa J103a Ha CKCIIEPUMEHT.

PROTUGJER IN THE PERIOD OF THE CHANGES

The artist Dimce Protugjer passes through several
exciting periods of the Macedonian artistic genesis
ag an author: the artistic tradition before the War,
the creation linked with the War of National Libe-
rtaion, the Socialist Realism, the period of libera-
tion from dogmatism and zdanovism in art and the
modernization of the artistic syntax, all up to some
anticipations or proximities with the post modern
epoch. In all these phases, he participates parallely
in th artistic, theoretical, pedagogic and social field
with different intensity.

Practically he is the loner of the generation, as the
painter Borko Lazeski, among the first — the found-
ing generation — (which is both young), in the key
sixth decade, Protugjer submitts to the second, abso-
lutely belonging to it both spiritually and idealo-
gically. Therefore we should not be surprised by
the fact that he is a member of the two most signi-
ficant groups in the Macedonian Contemporary Art:
Today (1953) and Dawn (1960). His biggest com-
mitment and his most outstanding credits belong
to the period of the fifties, when infact everything
that was started was FIRST and NEW — a period
of a great metaphor, of enthusiasm through which
the projects of the future art were born.

Speaking in this context, I believe that his partici-
pation hasn’t been thoroughly recognized, and the
complete submission of his personality and work in
the totality of the new Macedonian artistic essence
havn’t been valorized accordingly, which began to
formin the years after the socialist-realistic artistic
collapse,

Dimée Protugjer’s One Man Show, which is pre-
sented this time by the Art Gallery in Skopje,
gives a wider insight into the artistic production of
this author, which means a more selective approach,
including all the previously mentioned periods, and
leaving his engagement in the domain of the applied
arts (tapestry, stained glass, mural...) for some other
time.

The widespread thematic ans stylistic repertoire of
Protugjer (landscapes, still life, interiors, city and
village landscapes etc.) includes a more extensive
scale of artistic procedures (graphics, oils, temperas,
watercolors, murals, tapestry, stained glass...), as
an expression of a creative curiosity supported by a
large dose of experiment.



CONMjaNUCTUYKNUOT peanrusam ¥u HeMoKk-
Ta Ha YMETHHMKOT JJa '0O HAamaBu OHA MTO
He € BO HeropaTa KOHIemIiuja

Iumue ITpoTyfep ro OTIOYHYBA JHMKOBHOTO o6pa3osa-
Hue Ha IIIKonaTa 3a NPUMEHETA YMETHOCT BO benrpaj
Bo 1939, 3a ma ro odopmMu Ha YMETHMUKATA akajemuja
o Cochuja, BO OAZENOT 32 NPUMEHETA YMCTHOCT (smupHM
rexuuky, 3rpaduTo M BUTPaXK) BO 1945/46 TOAMHA. Tex-
HMKA HA CIMKApPCTBOTO My mpejasa Kupuin IIOHEB, 3a-
xapues rpacmka, a Jledko Y3yHOB SHJIHO CIMKapCTBO.

TIo 3aBpIUYBAMkETO HA CTYAUMUTE [Tporyrep paboTu Je-
Jja MHCIHMPUPAHM OJf MAaKEJ[OHCKOTO nojHedje miau 0of
pacrtanuTe mopp3anun 3a HOB (kako efien o HEj3UHUTE
yuecHuuM). BO MNPBUTE, TPEN cé, Ce YyBCTBYBa DPCYHM-
KOT crnermuduyeH 33 aKaJeMCKMOT MOTXOM: jeTanjusn
pano, chakrorpadcko, MHOTY GIMCKO 10 peamnocra mpe-
HECYBamhe¢ HAa BU3YCIHWUTE CEH3AIMM: JMKOBHM DEaKIMU
Ge3 morojemMyu MPETEH3MM, CMHXPOHM HA OIIITUTEC MEH-
TANNTET, CO3HAHMjA M BKYC HA TOAQ BpEMe, PadOTEHU
Ge3 OHAa CLECT 3a HY)KHOCTA OJf MHAVBHMAYalHMOT HA-
©0j. Bmpouem ,.CeKoja emnoxa mma CBOj cucTEM HA OI-
TUUKM KOHCHJ(€pAlMM, CBOj CHCTEM HA BMJYyBaWmE HA
CBETOT, YCOrJAceH CO HAYMHOT HA KOjHITO BO HEro C¢
rmocrou“!

Bo sropure (IIpenoc Ha MomTH—1945, KOH nobepara—
1946 36er Ha paHeTuTe—1947 U cj1.), HenocpejHara
nosp3agoct co HOB e uHKOMNaTuOmiHa CO JApaMaTit-
HaTa M [ATeTMYHATA M3PA3HOCT KapaKTEepUCTHYHKM 3a
toj mepuoj. Kaj IIporyfep TakBUTC INPETCTaBM CE CO-
ONMILTYBAAT CO CIIOKOjHA JOCTOMHCTBCHOCT, noseke co
mIeTer, OTKOJKY CO EKCIUIMIMTHA peTopuka. Herosuor
crempichyuyen  peanu3am, JeTabu3upaHaTa  Ha/BOPCIIHA
eKCIUIMIIMTHOCT ja 3aMeHysa cO JUIAGMHCKMOT, BHATPEII-
HIOT CJl10j HA MCTOPUCKUTE HACTAHM — CO APryMeHTH-
Te HAa JIYXOBHOCTA IITO BO TOA BpeMe CTOM BO BTOD
miag vis a vis jacHara COAPYKMHCKA UNTIMBOCT.

BCYLIHOCT, KAaKO IITO CONUjaiHara YMETHOCT TPCH BOj-
HaTa ce HaJoBp3yBa HAa oHaa of HOB, Taka M IIOCIEN-
HABa Ce IPETONyBa BO COIL. PEANM3MOT. OBOj MOJEN BO
JMKOBHMTE cdepu ro mnpomosupaar COBETUTE BO TpHE-
ceTTUTe TONUHM, 4uja ,JUIeHna“ ja OTKymnysaaT peducn
cuTe CONMjaNUCTHUKM 3emju. Ha HAIIETO HOBO OMIUTCC
TBO My Ce HAKaJeMyBa €JiHa CTapa, MCTPOIICHA JIMKOB
HA Jie ‘CuKa, ILIAKATCXA BMCOKO MJIEOJIOIKA ECTCTUKA
o Koja ce Gapa amojorercka ojidbpaHa Ha BIMCKUTE
xepojcku mojiBusn oy HOB u Ha HEmocpepnara coun
jamuernuxka wmarpaaba. VICKIy4YMBO HPArMaTUHUKuTe MEn
HA TAa ,MAEOJNOIIKA PETOpPMKA“ I[ejar KOH MOCTUTHY
Bame Ha ejHa ,YucTa YMETHOCT Ha ujpejara“. dopmars
ce samenysBa co coapskunara. ,Cimxapor Oerie noseke
sgame Ha monuTUYKata 06o0pba OTKOJIKY HCTPaxyBad

THE SOCIALIST REALISM AND THE ARTIST'S
HELPLESSNESS IN THE REALIZATION OF HIS
CONCEPT.

Dimée Protugjer begins his artistic education in the
Belgrade school of Applied Arts in 1939, and later
in the Art Academy in Sofia, in the section for
applied arts (wall techniques, mural and stained
glass) in 1945/46.

Kiril Conev is his teacher of painting techniques,
Zahariev of graphics and Deéko Uzunov of wall
paintings. After his graduation Protugjer’s works are
inspired by the Macedonian prevailing conditions or
it’s participants). The vocabulary specific of the aca-
demic approach can be felt in his first works: de-
tailed, factitve transmission of the visual sensations,
which is very close to reality: artistic reactions
without greater aspiraions, synchronic of the general
mentality, realizations and a taste of the time, cre-
ated without the consciousness of individual charge.
“Fach epoch has it’s system of optical considerations,
it’s system of perception of the world, in accordance
with the way in which one exists within it”.!

In his second works (Transmission of the Relies —
1945, Towards Victory — 1946, The Flee of the
Wounded — 1947 etc.), the direct connection with
the National Liberation War is incompatible with
the dramatic and pathetic expression, characteristic
of that period. Protugjer announces such notions
with a calm dignity, more with reverence than with
explicit rhetoric. His specific realism, the detailed
outer explicitness is replaced with the deep inner
layer of the historic events — with arguments of the
spirituality, which in that period is pushed into the
background vis-d-vis the clear ample legibility.

Infact, as the social art before the war merged with
the art of the War of National Liberation, the later
blends in with the socialistic-realism. In the thirties
the Councels confer this model in the artistic sphe-
res, whose “license” is ransomed by practically all
the Socialist countries. An old, worn-out artistic
vocabulary is attached to our new society, aesthetics
with high ideology which request an apologist de-
fense of the close heroic exploits from the National
Liberation War and the direct building of socialism.
The exclusively pragmatic aims of the “jdeological
rhetoric” are aimed at achieving a “pure art of the
idea”. The form is replaced by the content.

The artist was more of a banner of the political
struggle than an explorer engaged in the solution of
the artistic problems and finding the artistic expres-
sion".2



AHTKVPAH CO DPEIIABAKETO HA YMETHUYKUTE IPOoGIIEeMuU
M HAOFAKETO HA YMETHUYKHOT uU3pas“2,

VingmsuayaTta ce SKPTBYBAa HA KOJEKTMBOT, 6ojata u
c¢dopmara ma ,roneMure TEMM®, MHBEHIMjaTA M MHTYH
yjara Ha HAMETHATMOT KOAEXc. BO MMETO Ha HApOJOT,
Ha ONIITECTBOTO, CO CE€Ta CBOja peuucu e3yurcka 6Gec-
KOMIPOMMCHOCT, OJf HajBMCOKM MHCTAHIM Cce OGpadm ca-
MO OHA MITO MMa KOHOTAlMM Ha OIpEJelieHara HOpMa
il 3anpradata jgormMa. CaMOCTOjHMTE M3JIOXKOM peuncu
HallOJIHO C€ 3aMEHyBaaT CO IDYNHMUTE BO OpTaHu3anuja
Ha Cojy3or unm Ha [pyluTBata Ha JMKOBHUTE YMETHU-
uM. VIHgMBMAyalHATa JMKIMja INTO ,MCTANyBAa OJ] pe-
JIOT“ ce MpedeKkyBa CO CHUHTArmMara jJeKajeHTHa (Karm-
TanMCTUYKa) yMeTHoOCT. Llenara Taa KiAMMa € alCOJIyTHO
ACMHXPOHA HA OMNIITECTBOTO BO Koe Tpeba jxa jojuar
Jlo mosHM3pas cnobojgara M gemokparujata. M ce pas-
Oupa, pesynratmte IITO IIPOU3JIErYBAaT O)f BAKa HaMET-
HATOTO JMKOBHO KIMINE CE€ CKPOMHM, HEyDE MBI U
rpannyunM, mnakajku JaHOK HAa HE3HAEHETO, HEKPUTHU-
KNOT 3aHeC M MCKiayumpocra. OBaa cuTyamuja € DPEUNMCH
napagurMaTM4Ha 3a JyoujHaTa KOHCTaTtalMja Ha Bo-
PMHTEP: ,YMETHMKOT MOXKEJN pAa Hanpasu cé mro ke
1ocaKka, HO HE YMeEen Jla TO HAaIpaBM CcaMO OHA LITO HE
OMJI0 BO HEroBUTE HAMEPU“3,

Bo nenara nma dumue IIporyfep O OBOj TNepuoj HE
CE uuTa JAMPEKTHO M KOHCEKBEHTHO CJIE/ICIbE HA COIl.
peaNMCcTHYKUTE KaHOHM. TOj TJIIABHO OCTAHyBa JIOCHEEH
Ha CDOjOT MHTUMUCTUYKO-PCANIMCTUYURKM U MMIIPCCHMOHUC-
TUYKM ja3MK, MEHYBajKM ja caMO TemaTckaTa KOMIIO-
HEHTA, HAjEeJICMEHTjPHMOT MOAYC 3a jaa Ce ,Ipexkusee’
JIMKOBHO. Tlajmerata My € 3racHaTta M NPUAYIIEHA, YECTO
BICYE KOH MOHOXPOMHOCT, dopmara e iayujana, Ha-
CIIPOTH IBPCTMHATA M KOMIIAKTHOCTA IITO rM 0apa comu-
jamIcTHUKMOT peanms3am. BO 0OBOj NEPUOJ HA BlANECHE
HA MJEOJOILIKATA J0rMa M3PEUYEHM C€ HajHABPEJIUBUTE
M HAjOECCHOIITEHUTE KPUTHUKM OLIEHKM 33 HAIIKUTE
TBOPIM O KOora u fAa OMI0 BO MCTOPHUjaTa M TOA IJaB
HO OJI aBTOPM KOM HE ja pa3bmpaar UM BOOIIUTO HE-
MaaT I1103HaBamba 3a JUKOBHATa mnpobiuemaruka. Brpo-
YeM, JIMYHUOT CTAaB M 3a HMB € Taly Kako M 3a aBTOpu-
Te. IIabjgoHOT, mnpasmiara kKako Tpeba jJa ce CiIuMKa
MMaaT COBPILIEH MaHAAH BO AKCUOJOIIKMOT CYJi — KaKo
Tpeda Ja ce MMIlyBa M KAakKO Jia Ce BPEAHYBA JEIOTO.
Yuucpuranujata Ha JIMKOBHATA MMCIA BO CBOjOT ped-
JIEKC CTaHyBa yYHM(pMKanuja Ha KPUTMUKATA OIL[EHKA —
3abnyjure ce penerupaar. Ce cmeTa JeKa, BO MMETO
HA2 HOBOTO OIIITECTBO HE Tpeba Ja MMa MPEBUM U BO
TOA € COAPJKaHO aniubuTo HAa TAKBUOT CTAaB.

‘OBue KOHCTaTaMM C€ OApPA3 HA CEBKYINHATAa JMKOBHA
cutyauuja BO Jyrocmasuja. CBECTA 3a JIAXKHATA I[OCTaBE-
HOCT HAa COL. PEANM3MOT M HEroBaTa EMUrOHCKa CYII-
TMHA OCO0EHO Ce 3aBpCTyBa IO TMPE3EHTUPAWHETO HA
n3jnoxbata HA COBETCKOTO CIMKAPCTBO BO 1947, BO TIO-

The individual is sacrificed to the collective, the
color and form of the “great themes”, the invention
and intuition of the imposed codex. In the name of
the people, of society, the connotatinos of a deter-
mined norm and fixed dogma are protected in the
highest jurisdiction with an almost Jesuit firmness.

The One Man Shows are almost completely replaced
by Group Exhibitions, which are organized by the
Associations or Clubs of the Artists. The individual
diction which “gets out of line” is received with the
syntagm — decadent (capitalist) art. The entire cli-
mate is absolutely asynchronic to the society in which
freedom and democracy should be expressed fully.

Therefore ,it is understandable that the results of
this imposed artistic cliché are modest, unconvincing
and limited, paying the price of ignorance, uncri-
tical delirium and solitude. This situation is almost
paradigmatic of Voringer’s lucid statement: “The
artist could have done everything he wished, however
the only thing he couldn’t have done was what he
hadn’t intended”.3 In the works of Dimée Pro-
tugjer from this period one cannot follow directly
and consistently the canons of the socialist-realism.

He remains faithful to his intimate, realistic and
impressionist tongue, changing only the thematic
component, the most elementary mode in order to
“survive” artistically. His palette is dark and hidden,
it often passes towards monochromness, the form is
fluid in contrast to the firmnes sand compactness
demanded by the socialist-realism. During this period
characteristic of the reign of the ideological dogma,
the most insulting and heddless criticism that can
be remembered was directed towards our authors,
by those who did not comrehend or have any know-
ledge of the artistic problems. As a matter of fact,
the individual attitude was tabu for both sides.

The patterns and rules of how to paint are ideally
matched with the axiologic oppinion — how to write
and value the work. The unification of the artistic
idea becomes the unification of criticism, when ref-
lected — the mistakes are repeated. The belief exist-
ed that in the name of the new society there was
to be no oversight — an alibi for such an attitude.

These conclusions are the result of the entire artistic
situation in Yugoslavia. The consciousness of the
falsly placed socialist-realism and it’s epigone es-
sence is reinforced especially after the presentation
of the Exhibition of World Painting in 1947, in se-
veral cities throughout our country. In their inner
dialogues, and perhaps in th erare friendly conver-
sations the artists express a clear indignation to-
wards this art, whose aim is to demonstrate the



peke rpajoBi Ha HAmAaTa 3emja. YMETHMLUMTE BO BHAT-
pEIIHNUTE AMjaN03M M, MOXKebM, BO peTkure Mefympuja-
TEJCKM pPa3rOBODM, M3Da3yBaaTr jacHA MHJUTHAIMja KOH
oBaa YMETHOCT IUTO MMa 33 33jaua in concreto jga ro
manudecTupa HPUMMEPOT Ha npumepure. VI HAMECTO
MOTTUK, OBAaa M3JI0K0A MpEpacHyBa BO CKPUCH, IOTHUC-
HAT peBOJT. MefyToa, MO3HATUTE MCTOPUCKH HACTAHU
ox 1948 ropgmHa — Pesonyuujata Ha MIB — pedncu Ipe-
Ky HOK Tru JeTOHM3MpAaaT ECTETCKUTE IOCTylIaTH Ha
col. peamu3MoT: oHA IuTo Tpefamie jga JA0jjA¢ BeAHALI
0 0CmOBGOYBAKETO KOCHEeUie moseke TOMMHM.

Bo moTpara Ha AMYHMOT M HALUOHAIHINI
OT MAECHTUTET

Cera BO MakejioHMja Cce OTBOpPA MOJKHOCT 33 BHCTMH-
CKO CcI060JHO M3pa3ysame, IITO ce codpmara €O OIIITO-
jyrociaoBeHCKMUTE TPOIECcH 3a IPOMEHA HACOKAaTa Ha TBO-
PEUKOTO JBM)KEIE M HA ECTETCKMTE KoHuemuuu. Ilexe-
ceTTMTE Ce BO 3HAK Ha Oapame HA COICTBEH, aBTECHTU-
yeH HalMoHAajleH WMJieHTuTeT. OTCYCTBOTO HA TNPEIV3HU
1 jacHO Jie(DMHMPAHM CTAaBOBM M TEOPJMCKM IIOCTABKM 34
JMKOBHUTE [palliarmka M BOOIIITO 332 YMETHOCTA € pe-
3yJTAaT HA HATIMOT MPEMMH OJI alOoAMKTUYHATA TIJIOpH-
chujkanma mHa pesosyimjata M nobejpara BO JIOMEHOT Ha
cnoGojHaTa YMETHMUKA M3pasHocT. [TPOIECcOT Ha HEj3u-
HOTO OCOBPEMEHYBamkE€ Tro ClefaT peauna KOHTPOBEP3HM
CUTYaAIMM: CYJMUP HA TEHEPAUMMUTE HA ETUYKUM U ECTET-
CKM IUIaH, KOH(POHTAI[Xja HA HANPEJHUTE M KOH3EpBaA-
TUBHMTE MOrJE)(M, JUIEMUTE 3a OIPaBJAHOCTA WMJIM HEO-
IpaBjasocTa OJi MOBMKYBAIETO HAa TMO3HATUTE CBETCKHU
JIBUJKEIbA ¥ M3BOPUM BO OJIHOC Ha CO3/laBambeTO HA MaKe-
JIOHCKM HALMOHAJICH CTWUJ, paclIpaBu M IOJIEMHUKM 324
AHTATOHMCTUUKATA IOCTABEHOCT HA AlCTpakTHarta M hu-
rypaTMBHATA YMETHOCT M Cl1. MefyToa, BO KOH(JIMKTOT
HAa OBME CIPOTMBAOCTM M DPA3IUUYHU UJIEjHO-ECTETCKU
MO3MI[MKM IIOYHYBAAT Jia CE€ jaByBaaT KOHTYPUTE HA €JI€H
HOB JMKOBEH JMCKYpC. B0 HEroBoTo odopmyBame Ce
BKJIY4YyBa ¥ HOBATA TEHEpAlMja JMKOBHM TBOPIM IIKO-
JYBAHM HaA axkajemMuuTte BO Jyrociasuja. Bo Ckorje, co
3a6p3aH puTaM Ce OpPraHM3upaaT ¥ MU3J0KOM HA CTpaH-
cKa yMeTHOCT (ppaHilycka, aHIJIMCKA, XONAHJCKA, jalmoH-
tKa M cn.). UM pekdenuujata Ha pasMeHara Ha MMC-
nema Mery YMETHMIIMTE C€ 3TOJIEMyBa, HMBHMTE Ia-
TyBamba BO CTPAHCTBO 3a4€CTyBAAT.

CMeTaMm Jeka, oBue mojoiru objacHysama 3a Tue Bpe-
Muiba, BO ciiydajor Ha IIporyfep ceé 0COGEHO pEJeBaH-
THu. Toa ce cyj60HOCHM TEPMOJM CO jaCHM PEIEPKYCUM
BP3 TBODEIITBOTO M TBOPUMTE. DaKT € JAeKa moseke ce
JUACKYTHpa, TOJeMM3Mpa M pacnpasa u Taa ,IPOAYKIM-
ja“ e momuuanmTHa vis 4 vis marepujanHuTe apredaxT.
CKPOMHMOT KBAHTUTET HA YMETHMYKMTE TBOpPOM ce JOJ-

example above all examples in concreto. Instead
of a stimulus, this exhibit turns into a hidden, held
back revolt. However, the familiar historical events
from 1948 — the Resolution of the Information Bu-
reau — practically dethroned the aesthetic postulates
of the socialist-realism over-night: what should
have resulted immediately after the liberation came
several years later.

IN SEARCH OF THE INDIVIDUAL AND NATIONAL
IDENTITY

Presently in Macedonia, the possibility for a truly
independant expression comes into existance, which
corresponds to the general Yugoslav process for a
change in the direction of the creative movement
and of the aesthetic concepts. The fifties are marked
by the search for an individual, authentic national
identity.

The absence of precise and clearly defined atti-
tudes and theoretic assumptions concerning the artis-
tic problems and art in general are the result of the
sudden transition from the irrefutable glorification
of the revolution and the victory in the domain of
the free artistic expression. The proces iof it's mo-
dernization is followed by a series of controversial
situations: the ethnic and aesthetic clash of the ge-
nerations, the confrontation between the progressive
and conservative views, the dilemas about the justi-
fication or unjustification of the well-known world-
wide movements and the sources related to the cre-
ation of the Macedonian national style, discussions
and polemics concerning the antagonist placement of
the abstract and figurative art, etc. Nevertheless, in
the conflict between these oppositions and ideolo-
gically and aesthetically different positions, the con-
tours of a new artistic discourse begin to emerge.
The new generation of artistic authors, educated at
the academies in Yugoslavia participate in it's for-
mation. Exhibitions of foreign art (French), English,
Dutch, Japanese etc.) are organized in Skopje with
accelerated rhythm. The exchange of oppinions among
the artists is greater, and their travels abroad are
more frequent.

I believe that these extended explainations refering
to that period are especially relevant in Protugjer’s
case. It is a crucial period with clear repercussions
upon the creativity and upon the authors. As a
matter of fact this is a period in which discussions
and polemics prevail and these “products” are do-



KM HAa TOj CIOXKEH KOHIJIIOMEDAT Ha OIIITECTBEHO-TO-
JIMTUYKUTE, KYJATYPDHUTE, CKOHOMCKHUTE, YMCTHUYKUTE
HUTH. TIPEBUPAKA.

Bo mOYeTOKOT HA NeJeceTTuTe, Kaj IIpoTyfep M HEro-
BuoT Kojera B. Jlasecku, ce 3apojyBa mjejara 3a IIpo-
I'PDAMCKO, INIAHCKO OpPraHu3upame M HacouyBame Ha
ymeTHocra. IlogounnHa, Ha KOHrpecor Ha JMKOBHUTE
YMETHMIM Ha Jyrocnasuja Bo Oxpuj (1953) u Tue Me-
FYAPYTUTE ja MHMIMPAAT KOHIENi(ujara 3a (opMHUpae
HA JIMKOBHM TpYIIM, KOja € npudareHa Kako 3aeJHUYKHU
crap Ha Cojyzor. Ha mojaByBameTO Ha IIpBaTa Make-
JIOHCKa JMKOBHA rpyna-JleHec-so 1953 rojaumHa M Ipe-
JIOflaT PEuMCcH TPM TOJAMHM HA MOATOTOBKM: TEOPMCKA
paboTa, AMCKYCMM, PELEH3UM, KPUTUKM, [ATYBAHA, Ipe-
jasama M pPa3MEHyBalke HA Mucinema. Bo ¢okycor HA
THE HAIOPM 32 MCHYBAKHC HA CBECTA M MEHTAJIMTETOT
HA YMETHMKOT M Ha CpEJMHATA BO KOja TOj Ce OCTBapy-
Ba, OJHOBO ru cpekasame wuMumbaTa Ha I[Iporyrep u
Jlazeckn. OcTBapyBameTO HA OBME 3aMHMCIM IO OTEYKHY-
BAaT HE CaMO OCETJIMBOCTA HA OMNIITECTBOTO KOH HOBU-
HUTE, TYKY ¥ JieJ OJ YMETHUIMUTE, UMM JUKOBHU KOH-
HEennuy HE Ce Ha MCTa penanuja Co TE3UTE COAPIKAHKU
BO MaHugecror Ha rpynarta JledHec. 3a IITO BCYUIHOCT
Ce 3acTanyBaaT HEj3MHUTE UICHOBW: CIHMKAPN, CKYJII-
TOPU M APXMUTEKTHU, MEry KOWM MOCTOjaT TroJieMH TEHepa-
UucKkn pasiuku? ,,CMeTam JicKa, € 3HayajHO TOoa IITO
oTBOpuBMe Oopba Ha MuUCIEHA HA MJIEJHO-ECTETCKM IUIAH
1 YyKaXKyBame Ha MOJKHOCTMTE 3a IIOCI000ILHO TBOpEY-
KO wu3pasypame. 'O 3HAaeBME TOKMY T0a, jeKa Tpeba
Jia co3qaBaMe COICTBEHA COBPEMEHA YMETHOCT®4, wu3sja-
BYBa HEj3MHUOT uieH IIpoTyfep BO MHTEPBjyTO 3a BeC-
HUKOT bopba. Bo asaHrapjHOCTAa Ha HUBHUTE CTABOBU
M BO CMENNUTE JIMKOBHM MJEM CE CTPEMM KOH CHHTE32a
1 couMjanmsanmjaTa Ha YMETHOCTHUTE, (DOpMynuparme Ha
HOB JIMKOBEH ja3uK coo0paseH €O HAUMOHANHUTE CIIE-
unUYHOCTI, AKICHTUPAKE KBAIMTETOT NPOAYKT — WH-
TEHI[Mja 32 PYIICHE HA MapaBaHMTE IIITO IO ClIpeYyBaaT
HPOOMBOT Ha €7HA MJIHA HOBA YMETHOCT YCOIJIAcEHA CO
JIYXOT Ha HOBMOT OIIITECTBEH HOPEAOK. JIMKOBHATA JIEK-
CHKa MITO ja Ipeajaraar MNPUIAJHMIATE HA J[€HEC HE
ja ordppra ymeTHuuKara emmmpuja ojf no6IMCKATA MIN
O]l TmojanevyHaTa JIMKOBHA wucTopuja. Taa €€ KOPMCTH
JlO OHOj cremeH J0 KOj ce cocnafa CcoO HUBHUTE KOH-
LIENTM 3a HOB MaKE/JOHCKM JMKOBEH ja3uK, KOj I'M Me-
Mopupa BO cebe mcKycTBaTa HAa TPaAMIMjatTa Ha IOJ-
HeGjero  (ponknop, BM3AHTHCKA YMETHOCT, LPKOBHA
VMETHOCT, apxutektypa). Toa cnoG0JHO NPOHMKHYBAE
Ha MEAMyMM, AUCHUMIUIMHM M CTAaBOBM, BO KO€ mma (Ipej
Cé BO HMBHATA TeOpMUCKa miuardgopma), NMOBMKYBAba HA
3arpebckara rpyna Exat 51 ,01 eiHa, u Ha eaHa yCIOB-
HA AHTUIMOANNja HA NMOCTMOJEPHU3MOT, OJf Jpyra crpa-
Ha, cenaxk, HajmoBeke MHCMCTMDA HA JIBOAMMEH3MOHAJ-
HMOT KapakTep HA JIMKOBHMTE Jiena (Bo o6xacra HA
CIMKAPCTBOTO) — €JIEH jacHO WMCKAXKaH pPECNEKT KOH

minant vis-a-vis the material artifacts. The modest
quantity of the artistic creation is the result of the
complex conglomerate of the social, political, cul-
tural, economic etc. fermentation.

At the begining of the fifties, Protugjer and his col-
league Borko Lazeski start the idea of a programed
and planned organization and direction of art. Later
on, duing the Congres sof the Yugoslav Artists held
in Ohrid (1953), they participate in the initiation of
the concept for the formation of artistic groups, which
is accepted as a mutual position of the association.
The appearance of the first Macedonian Artistic Gro-
“up “Today” in 1953 is preceded by a three year pre-
paration: theoretical work, discussions, reviews, cri-
tique, travels, lectures and exchange of opinions. In
the focus of these efforts for a change of the consci-
ence and mentality of the artist and the environ-
ment in which he is formed, once again we come
across the names of Protugjer and Lazeski. The re-
alization of these ideas hinder the sensitivity of the
society towards the innovations as well as part of
the artists, whose artistic concepts differ from the
thesis contained in the manifesto of the group “To-
day”. In fact what do it's members stand for —
painters, sculptors and architects, with great genera-
tion differences between them.

“I believe that it is of great importance that we have
begun the clash of opinions in the ideological and
aesthetic field, and pointed out the possibilities for
a freer creative expression”. In the interview for
the newspaper “Borba”, Protugjer, who is one of it’s
members gives the following statement: “We were
aware of the fact that we had to create our own
contemporary art.”4, Their avant-garde positions and
brave artistic ideas are aimed at a synthesis and
socialization of the arts, the formulation of a new
artistic language conforming to the national specifi-
cations, an emphasis of the quality of the artistic
product — the intention to destory thescreens that
prevent the penetration of a future new art in accor-
dance with the spirit of the new social order. The
artistic lexicon proposed by the members of “Today”
does not abandon the artistic experience of both the
recent and distant artistic history, It is utilized to
the degree where it corresponds with their concep-
tions for a new Macedonian artistic language, which
memorizes the experiences of the traditions of their
aspects of life (folklore, Byzantine Art, Religious Art,
architecture).

This free penertation in the mediums, disciplines and
attitudes in which (above all in their theoretic plat-
form) they lean on the group “Exat 51” from Zagreb,
on one side, and a conditioned anticipation of the
post modernism on the other side. Nevertheless, it
mostly insists upon the two-dimensional character



0coBeHoCTUTE HA CAMKAPCKMOT MEAuyMm. 3a peanmsany-
ja ma cuTe OBME 3aMMCIM, UIEHOBUTE, a MPEJ cé IIpo-
Tyfep, ce Gopar cO CuUTE CPEJACTBA (TEOPMUCKM HATIUCH,
npejaBama, JMCKYCHM, M3JI0XKO0M, neaaromka JIejHOCT).
Ox oBoj mepuoj (1954) € M Mo3HaraTa IOJEMUKA BO
cnmcanmero Pasmienm mefry Jlaseckn, K. Xaym Bacunes
u IIporyfep, HM3 YUK €TANM HAJEKCIIMIMTHO €€ OTC/IM-
KyBa MOJapu3anujaTa Ha TOTAIIHUTE BUJyBamha HA JIM-
KOBHATa YMETHOCT.

KpuTHYKkMUTEe OICHKM 3a HEKOJKYTE HacCTalu Ha Jenec
ce rnaBHO HeraTMpHM. HoOBuUTE HACOUYBamka HAa YMCTHMUY-
KaTa MMUCTAa ce OLEHYyBaaT CO CTapa METOJI0JIoruja, Me-
puna u cchakamwa. Kpurnukara Ccé yuITE HEMa M3rpajcHiu
BpeJHOCHY Kpurepuymn. HejsuuurTe Oncepsaluu M KOH-
craTauuy  (,ceHsanmMoHanmmu3aMm®, ,,CE30HCKM  ILIarcpiu,
HECBECHO IUIM IIOJNYCBCCHO paboTreme’, LUJEjHO 3acTpa-
HyBame“ MTH.) OCTaHyBaaT KaKo JAejl OJi CcuHTaKcaTa HaA
COL[. PEanMCTUYKUOT >Kaprox. VICKIYyYOK MNpaBaT HEKOJ-
Ky ClIMKapu KOM CE jaByBaaT BO YJIOra Ha DPCLEH3CHTH.
Oj JjieHEIleH ACIEKT OBa PasropyBame Ha CTPACTUTE MU3-
rjlejla HEeBEpOjaTHO, HAMBHO M JICIUIACUPAHO: 3a TOJIKY
CKDOMHM U HYEeCHM HJeM Jla ce miakaar TOAKY TOJEeMU
nanouu. Ha paGoTuTe ce rIcja MAHMXEjCKM, a HA OBME
KOHKDETHU AaKiiu pedynucy Kako Ha epec. ,Hue GeBme
efQHa Muaja rpyna €HTy3ujactu, Koja 4yBCTBYBAIIC HE-
MHMHOBHA norpeba OJf BHECYBAWmE Ha HOBM COJAPXKMHI,
HoBn chpopmu Bo ymeTHOCTA. .. OCHOBHATA oewe jga ce
BHECE OCOBDEMEHYBabE, Ja Ce OAMIPa aBaHrapjHa yio-
ra 3a BKJIyUyBare HA MaKCJOHCKATa JMKOBHA YMETHOCT
BO TCKOBMTE HA COBPEMEHATA EBPOINCKA YMETHOCT®, W3-
jaBysa [lporyfep BO €JieH Dpa3roBop CO HOBMHAPKATA
Casznosa.’ Mefyroa, MHTEH3UTETOT M YOEUIMBOCTA HA
TEOPUCKMTE ITOCTABKM r0 HEMaar BO NEPUOAOT HA aK-
THUBHOTO Ji¢jcTyBame HA JIEHEC CBOjOT BUCTMHCKM aJICK-
BAT BO HUBHWUTE JMKOBHM peE3yiaTaTM — THE CE CKPOMCH
0n0IECOK HA HUBHUTE MHTCPECH ¥ 3HAYAJHM YMCETHMHUKIM
namepu. HO, MOJOLHA BO peamM3anMmuTe Ha nosekeTo
0J| OBME ABTOPYM C€ KOHIEHTPUPAAT KOHKPETHO M yoes-
JIMBO HEKOM OJf OCHOBHUTE MOCTaBKM, JCKJIAPUPAHWU BO
MaHugecToT Ha Tpynara.

Mefry pejynqmupanarTa mnpercaBysaurka ¢
HempeTcTaByBadYkKaTa CTBApHOCT

JIlumue TIporyfep, nmokpaj Bopko Jlaseckun u Jdumurap
KoujoBcky, moxkebu wuajuoseke 0ji (UTE UICHOBM HAC-
TOjyBa Ja TM MaTepujanus3upa M KOHKPETM3Mpa CHUTE
oHME TPOrPaMCKM YTBDJAEHV L€JM, APTYMEHTUPAHO o6-
japenu Bo maumucpecror Ha JleHec. M TEOpUCKOTO W
[eArOIIKOTO JIEjCTBYBAkE HA OBOj YMETHMK BO THE TO-
JMHU CE BO CMHXPOHMja CO HETOBUTE JIMKOBHM AKTHMBHOC-
i, Ilporyfep paBoTH MApPaNCIHO M JIMKOBHA M TPUME-

of the artistic works (in the field of painting) — a
clearly stated respect towards he features of the
artistic medium. For the realization of all these ide-
as, the members, above all Protugjer, fight with all
the possible means (theoretic essays, lectures, dis-
cussions, exhibitions, pedagogic activity).

The famous polemic between Lazeski, K. Hadji Va-
silev and Protugjer in the journal “Views” in from
this period, and the polarization of the artistic views
of that period is pictured through it’s phases. The
critical reviews concerning several of “Today’s” ap-
pearances are mainly negative. The new directions
of the artistic thought are estimated with the old
methodology, standards and beliefs. The criticism
still hasn't developed valuable criterions. It's obser-
vations and conclusions (“sensationalism”, “seasonal
hits”, “unconscious or semi-conscious work”, “ideo-
logical digression”, etc.) remain as part of the syntax
of the jargon of the socialist-realism. An exception
is made by several artists who appear in the role
of reviewers. From the present point of view this
stiring of the passions seems incredible, naive and
inappropriate: to pay high prices for such modest
and righteous ideas. Generally there is a black and
white outlook on things, and these concrete actions
are almost considered to be heretical. “We were a
young group of enthusiasts, who felt an unavoidable
need to include new contents, new forms in art...
The basis was to bring about modernizations, to carry
out the avant-garde role of the introduction of the
Macedonian art into the courses of the Contempo-
rary European art”.s This was stated by Protugjer
in an inteview with the journalist Sazdova.

However, during the period od “Today’s” active par-
{icipation, the intensity and persuasivenas sof the
theoretic assumption does not have a true equivalent
in their artistic results — they are a modest reflec-
tion of their interesting and significant artistic inten-
tions. Late ron, the basc assumptions declared in
the group’s manifesto are concretely and convin-
cingly concentrated in the accomplishments of se-
veral of it’s authors.

BETWEEN THE REDUCED EXISTING AND NON-
EXISTING REALITY

In addition to Borko Lazeski and Dimitar Kondovski,
Dimée Protugjer tries to materialize and concre-
tize all the established aims that were argumen-
tatively proclaimed in the manifesto of “Today”.
Both the theoretic and pedagogic activity of this
artist in those years is in synchrony with his artistic
activity. Protugjer works parallely on painting and
applied arts, refusing to accept the traditional dicho-



Hera ymeTHocT, oabusajku ja ja npucpatu Tpagmuimo-
HaJlHATa JIMXOTOHMja BO HUBHUTC  OJHOCH (u3Bepysa
LUPTEXKM, Macjaa, nacTeiy, srpadura, TamuCcepum U Ci.).
EJVMHCTBEHA PENEBAHTHOCT 32 HETN0 MMa pEHIABAMKETO
Ha YyMeTHHMYKHOT npobiaem. Opa cchakame 1ITO € BO KO-
jm3nja co npudpareHara NPAKTHKA, CO MCTA TAKBA IIU-
pOYMHA € HPOCHEAEHO U OJf €JHO JAPYro (HECHOMBO CO
TOramHara JMKOBHA KJIMMA) — NOpOHMKHYBAMETO HAa
HAMMOHANHUTE KYJITYPHU CJHOEBH CO CBETCKUTE YMET-
HUYKKM MCKycTBa. OBue JBe 0asuum onpejendu BO He-
1'0BUOT ABTOPCKM CTaB ce MCKIIYYUBO IIOBpEJACHM Ha
fopbata NPOTHUB 3aTEKHATUTE JUKOBHI cocrojou, ox-
HOCHO HA HJI€jaTa 32 MEHYBAE HA IIOCTOCUKMOT JIMKO-
BEH roBop. Bo cHHTETHYKMOT 3GMp HA OBMC TOCTYJIATH
CC 4MTaaT jacHoO, HEe camo (pparMeHTH O HpPOrpamaTa
Ha rpynara JleHec, TYKY M JIeJI OJf TOCTABKUTE HA 3a-
rpedckara rpyna Exat 51.

Ha mnpsoro mojasysame Ha Jlcuec, IIpoTyfep ce mper-
CTaByBa CO IPHOGENM ILPTEXRM (CO JEJYMHO MPEHECYBA-
BE BO Jipyra TexHuka (ranmucepuja, sapacduro). Mefy-
TOA ,BO JIMKOBHUTE KPYrOBM THUE HEIPETEHLUMO3HN jiena
FIIABHO €O CKPOMCH (DOpPMAT M TEXHUKA [PEAM3BUKY-
BaaT OKONYHM JMCKYCUM, TEMIEDAMEHTHU pearupama u
IMOKaueH ToOHyc. Oj JeHelIHa BPEMEHCKA JIMCTaHIla, TUE
usriejlaar TONKY AOOPOJAYINHO U HAMBHO, IUTO, A HE
C€ TMOJIEMHMKHUTE KaKO MaTEepUjaliHi aApPryMeHTH, TEIIKO
G ce TOBEPYBANO BO BUCTHHOCTA HA eEKTHTE IITO
THE TM IpejAM3BMKyBaar. Koum ce Tme pasjpasHyBauku
KOHOTAMM IOTO C€ COOMIITYBAAT HU3 JIMKOBHUTE Oe€-
liexkema Ha Ilporyfep? AKO ru UCKIy4YuMe BooGMuae-
HATa TEXHUKA (TYyIl Ha XapTuja) ¥ TEeMAaTCKUTE ONpeiel-
Ou (MpTBU TPMPOAM, EKCTEPUCDPU U earepuepu, uopa,
ayua. . ), ocraHyBa Jja Ce KOHIEHTPUpPAME BpP3 Mopdo-
JloIKaTa opraHmsanuja. ABTOPOT TPrHYBA OJf KYITYp-
HATa TPaAMIMja HA CONCTBEHOTO mojueGje (Hapopuu
BC30BM, IPKOBHM OpHAMEHTM, pe3ba WTH.), IaTEM 3anu-
pajku ce u ma u3Becmna EMIIMpPHja KOHTUMHYUPAHO HATA-
Jioxkysana Hm3 ceKasamara 3a auTHuUKATa, OPMUEHTAIHA-
Ta, JIANEKyMCTOYHATA, BU3AHTHCKATA YMETHOCT, €& M0
cerecujara). IMojpepyBajku rm u apere Ha cjiHa aBTOP-
CKa JVKOBHA JIOrMKa, ITpOTyfep ro NpuMeHyBsa NpPUHIH-
ot Ha pepyknuja. IIpeTcraBuTe Oji CTBAPHOCTA (BA3HM
co nuseke, nTuim, nyfe BO MIpa, THABM M CI) HU3 TCO-
METPHMCKOTO IOCJIHOCTABYBAWE TH JIehOPMUPA BO OHEO-
GiueHn KOMMO3MIMM KOM UECTO Ce J{OBEHCHMU J0 rpa-
HUIaTa Ha AaCcOLMjaTMBHOCTA WMJIM HENPENO3HATINBOCTA.

Hajronemoro BHUMAHME €€ KOHLEHTPUPA BP3 IPTEIKOT.
Hns crmamsanujaTa, IPECEIITE M M3MECTEHUTE NEPCHEK-
THBM KaKO JIOMMHAaHTHA C€ jaByBa JMHMjaTa BO OOrar
JMjanasoH HA BapMjaAlMM, HO HAJUYECTO 3MUjYyIECTO W3-
BUTKAaHA BO DpACKOIIHA apabecka. Pepymmpanurte ¢hopmu
UECTO €€ MYITHILIMIMPAAT TIapalenHo Ha rpadusaMurte
HA JIMHUMTE KOM MMAaaT M3BECHA CYILIEMEHTADHA, J[EKO-

tomy in their relations (he does drawings, oils past-
els, murals, tapestries etc.). The solution of the
artistic problem is of the greatest importance to
him. This belief which collides with the accepted
practice is followed by another with the same bro-
adness (indescribable of the artistic climate of that
period) — the penetration of the national cultural
layers with the world-wide artistic experiences. These
two basic determinations in his creative attitude
are exclusively subordinated to the battle againstthe
existing artistic conditions, that is, to the idea of
changing the existing artistic speech. In the syn-
theic collection of these postulates one can clearly
recognize not only the fragments of “Today’s” pro-
gram, but part of the assumptions of the Zagreb
group “Exat 51" as well. During the first appearance
of “Today”, Protugjer is presented with black and
white drawings (with partial transmission in other
techniques — tapestry, murals). Nevertheless, in the
artistic circles these unpretentious works, mainly
with a modest format and technique, are the cause
of bitter debates, temperamental reactions and in-
creased conceit. From todays time distance, they
appear to be so good- natured and naive that it
would be hard to belive in the authenticity of the
effects that they caused if it wasn’t for the polemics
as material arguments. Which are the irritating con-
notations that are announced through Protugjer’s
arlistic records? If we exclude the usual technique
(ink and paper) and the thematic choices (still life,
exteriors and interiors, flora and fauna...), what
remains is the morpholic organization. The author
starts from the cultural tradition of his people (folk
embroidery, church ornaments, woodcarving etc.) pas-
sing through a continually deposited empiracy thro-
ugh the memories of the Classical, Oriental, Far-East
and Byzantine art, up to the Secession. Subordinat-
ing both of them to an author’s artistical logic,
Protugjer applies the principle of reduction. The
notions of reality (vases with flowers, birds, people
at play, heads etc) are deformed into unusual com-
positions which are often brought to an asocial limit
or unrecognition, through geometric simplification. He
concentrates mainly upon the drawing. Through the
stylization, the cross sections and the misplaced per-
spectives, the line in a rich diapason of variations
il dominant, often curved like a snake in volup-
tuous arabesque. The reduced forms are often mul-
tiplied parallel to the graphic lines that have a cer-
tain supplementary and decorative function. The va-
riations of the strokes and their arrangement (fol-
lowing the system of repetition) are in a kind of
visual closeness with the aesthetics of the secession,



patuena yHkumja. Bapujaruure Ha MOTE3UTE U HUB-
HOTO pejeme (cnemejkn ro CHCTEMOT Ha MOBTOPYBAHE)
ce BO WM3BECHA BuM3yenHa OJMCKOCT CO ECTETMKATa Ha
celecujaTa, ONTUUKATA YMETHOCT M CO HEKOU JICHCIIHM
acrekT Ha mnocrmojepHara. CeBKynHaTa opraausanuja
HA TPTEXKOT Cyrepupa dyBCTBO HA MAKCHMAallHa pasiABH-
JKEHOCT, HA BMUCOKA aHMMaIMja Koja ce JOJUKM HA 60-
ratata Mrpa Ha JMPCKM MHTOHMpAaHATA nMHUja, HA CMeE-
HyBameTO Ha LpHO-Oenure KOHTPACcTHM u Ha JBOJIMIMEH-
3yOHANHMOT ACHEKT Ha mpercraBurTe. OBaa ClI0XKEHA ja-
3uyHa CTPYKTYpa Ha crnerupuuesd Ha4YMH i obeMHyBa
c¢dpekTUTE OJ1 TpOrpaMmpaHara cyGnumanyuja Ha IO3Ha-
Tute (QOPMM — pALMOHANHOTO — €O MOETCKATa pPacre-
agocT Ha (bOpeaNHMTE M AHMMAIHMTE JACKOPATHBHMI
eleMEHT — EeMOIIMOHAJIHOTO. MEHYBameTO Ha MOp-
chosiomikata CTPYKTypa Ha ,Ciukara“ 30opysa 3a €/IHO
HOBO BMJYBAIEC HA JMKOBHATA Npobinemarnka — OCHIO-
GojyBame HA rOBOPOT M JIOKA3 33 MEHYBAMC HA cBecTa
3a €CTETCKUTE 3aKOHMTOCTU.

M ppyrute uieHoBM Ha JleHEC ja KOpHUCTAT METOJI0JI0-
rujata ma CTMIM3anMjaTta HO, 33 pasinka Oof IIporyfep,
e uHCMCTHpAAT Toseke HA TEOMETPUCKATA, OJKOJIKY
Ha supckata o3syucHoct (Bopo Kperescki, Bopko Jla-
3ecku, Pucro Jlo3anocku, Jopjad T'pabyn, Boxun ba-
pyTOBCKH 1 jip.). BO CeKoj ciay4daj, OHA IITO HAJMHOTY
ja Bosmemmpysa myGiuKara BO OBaa curyanuja e ryoe-
BEeTO HA TO3HATUTE BU3ypM OJf CTBAPHOCTA M HUBHATA
CVIICTUTYI[Mja €O HEKaKBI pepedpHUpPaHM, HEOMpPE/EIe-
HU QUy3MBHM IPETCTABy, IUTO ek OJ TOramrHara JIn-
KOBHA KPUTHMKA TM CMETa 33 anCTPaKTHIL.

Tlokpaj LPTEXKUTE, OX 0BOj IHEPHOJ JaTupaar # HEKOJ-
Ky TUICOpe3yu u JPBOPE3M, JcH OJf KoM ¢ yi3jarad Ha
HEOJIaMHEIIHATA jyrOoCIOBEHCKA n30yk6a JyrocjioBeHCKa-
ta rpacuxka 1950 — 1980 BO HEKOIKY rpajiopu Ha Ha-
mara 3emja.

Bo I1OuYeTOKOT Ha IeecetunTe TOJMHM ce hopmMupa u
rpynara Myrpu BO Koja [lpoTyfep MCTO TaKa 4ICHYBA.
Bo cimkara IHax (1960), mTo ja u3nara Ha usjioskbara
Ha Myrpu (1961), xpuTndapoT Jlasap Tpudynosuk npo-
HaoFa ejeMeHTH Ha Hajpeanmsam. Maky noseketro O
unenoBuTe paboraT BO TOj MEPUOJL BO TOj JyX, KOH-
KPETHO CIIOMEHATaTa CIMKa, Moykebu, moseke My HpH-
mafa ma exed Merau3nMuKy, TEOMETPUCKM OCMMUCICH
npocrop. Bo 1961 rojiMHA aBTOPOT m3nara CamMOCTOjHO
o Torammuor Jlom Ha CBP. Temmepure MTO I'M npe-
3eHTMpPAa BO OBOj KOHTCKCT CE KOHIMNMPAHN B0 Hedu-
rypaTuBeH MAyx, 3auysajky jacHM TAKTUIHM M (hu3MUKRHU
BPCKM CO JUIAOMHCKUTE CIOEBM HA CIOMKAPCTBOTO co ma-
repuja. Bo MaxkejioHnja TOa € BpEMC HA eHdopmMenoT
I HA pa3rOBOPOT PEYUCH HA CUTE HeurypaTuBamn Ha-
coxu. Opoj mar, kaj IIporyfep, TOa C€ HaruIaccHo op-
rAHOMAHM OOJMIM, AOBCJACHM 0 CTEICH HA 3aragouHocT
u (haHTACTMYHOCT — HEOOMUHM BU3MM HA HENpPECTaBy-

optical art and some present aspects of postmo-
dernism. The total organization of the drawing sug-
gests a feeling of maximal mobility, of high ani-
mation which is related to the rich play of the ly-
rically intonated line, of the change of black and
white contrasts and the two-dimensional aspect of
the notions. This complex linguistic structure at-
tempts a unite the effects of the programed subli-
mation of the well-known forms in a specific way

__ the rational — with the poetic liveliness of the
floral and animal decorative elements — the emo-
tional.

The change of the morphological structure of the
“painting” represents a new outlook of the artistic
problems — liberation of the speech and proof of
the change of the consciousness in reference to the
aesthetic rules.

The other members of “Today” use the methodology
of stylization, however in contrast to Protugjer, they
insist upon the geometric rather than the lyric sound
(Boro Krstevski, Borko Lazeski, Risto Lozanoski, Jor-
dan Grabul, Bozin Barutovski and others). In any
case, what mostly disturbs the public is the loss of
the well-known views of reality and their substi-
tution with certain indefinable, indeterminable, al-
lusive notions, which are considered to be abstract
by part of the art criticis of the period.

In addition to drawings, several plaster-carvings and
wood-carvings are dated from this period, part of
which were displayed during the recent Yugoslav
exhibition “The Yugoslav Graphic 1950—1980" in a
number of cities in our country.

At the beginning of the sixties the group “Dawn” is
formed and Protugjer is one of it’s members. In
the painting “Chess” (1960) which he displays during
the exhibit of the group “Dawn” in Belgrade (1961).
the critic Lazar Trifunovié discovers surrealistic ele-
ments. In that period most of the members work in
that spirit. Perhaps the mentioned painting belongs
more to a metaphysically and geometrically thought-
out space. In 1961 the author has a one man show
in the Center of the Ministry of Internal Affairs.
The temperas that he displays in this context are
imagined in an unfigurative spirit, retaining clear
tangible and physical relations with the deep layers
of the painting and with the subject matter. In Ma-
cedonia it is a period of informal (enformel) and the
breaking out of almost all the unfigurative direc-



Bayku cutyanmu. HusHarta ,uKoHOrpadcka“ mojaBHOCT
MOJKE Jla Ce J0BEeJ[€ BO KOpEnaluja Co TOramHara moe-
TUKa Ha caukapure Oppan IlerneBcku m Ha IlaHe JaH-
KyJTOBCKM, Maky Kaj IIporyfep, muciam jexka, noseke
CC MHCHUCTMPA HA BPCKaTa CO CBETOT Ha paHTa3ujara,
Ha penanMjaTa CoO MHTPOBEPTHMUTE CIOEBM HA IICUXO-
JjomikoTo. Oj jApyra CTpaHa, JAPKEHETo [0 JAUMHAMUY-
HOCTA, IIPEKY HAM3MEHMYHMOT pPUTAM, € Jpyrara o0cobm-
Ha 3a KOja HAIIMOT aBTOP € OCODEHO 3auHTEPEeCHpaH.
BO HapeaHmMTE JBEMION MACLECHMY CO MCHPEKMHAT KOH-
turynter, Ilporyfep Ke peanusupa cepuja CIMKH KO-
pucrejku enemMeHTH Oji IL[PTEKUTE OJf MEACCETTUTEC U O
IPETXO/JHO [MOoco4YeHuTe Temmnepu. Cera TOj MHCHUCTHPA
0co0eHO Ha marepujara, cmerajku Ha HejsMHATA TACTY-
03HOCT, OJf umja 3racHata M HexedUHUPAHA KOJOPUCTH-
YKa Maca ce M3/jBojyBaar amOIeMaTMUHM  CUTYAI[AM,
acouupajku HA HEKAKBA TOTEMCKA O03HAYEHOCT, HO M HA
IMpcKara TEKCTypa Ha CAMKapoT BoJCc ¥ BOOMIITO HA
C/lHA MMTCKMA O3HAU€HA IIPOCTOPHOCT BO KOja Ccemnak
OTKpuBame mo3Hatu HewmrTa (Kopeum, Pubu, IItuin,
Beprukann, CumGonn, Kommo3uyuja BO  3€J€HO. . .).
BeymHOCT, BO 0BOj Ciywaj ce Jjomupaar u meryce6Ho
nHTepdepupaar, TersOGHUOT CBeT Ha eHdOPMENnoT, Hajl-
peanucTHuKaTra 3TyCHATOCT HA aTmocdepara M JIMPCKH-
oT ceH3MOmnauTer. OBaa amOMBANICHTHOCT BO BPEMETO
HA MOJIEPHM3MOT CEKAKO MMaIle HETaTMBHU KOHOTALMH,
Mel'yTOa, AKCHMOJOIIKMOT KPUTEPUYM Ha MOCTMOICPHU3-
MOT HE CamO IUTO I'M TOJEPUPA BAKBUTE CUTYALUU, TYKY
¥ I'M CTMUMYJiMpAa.

HocranrmyumuoT cCBEeT HA MOETCKMUOT pEa-
Tuszam Kaxko KOHTPANYHKT Ha Hedurypa-
TUBHOTO

ToranureToT Ha TBOpPEYKaTa eBojyLuja Ha IIporyfep
nojipasbupa €/{H0 KOHTMHYMPAHO (HAPANeNH0 Ha TpeT-
XOJIHO CIOMECHATATA EKCHPECcuja) HErypame HA I1ejCaskoT
U eHTepuepor. BO Herosata JMYHOCT C€ CTOMyBa WJIM
IOMHMPYBA AHTMHOMMjaTa MeTy MCTPAXKyBAUKO-EKCIIEPU-
MEHTATOPCKATA CTPACT, INTO LEAM KOH CO3JaBame HA
COBPEMCH HALMOHAJIIHO-MHTOHMPAH PEYHUK M JIOCIEHOC-
Ta Ha JIMKOBHATA JIEKCMKA CcrnenupMuHa 3a MHTUMMU3MOT
W IIOETCKMOT peanusaMm Jse Beke akajeMcku Bepudm-
OUpPaHu M3Pa3HOCTH. BO NpPBMOT JieJl 0OJ)f 0Ba JBOjCTBO
O0BOj CIMKAP € 3aroBOPHMK HA HEINOMMPYBAKBETO CO
upugarenara JIMKOBHA MPAKTUKA — HECIHOKOEH TBOPEU-
KM JIyX, a BO BTOPMOT MNOKIOHMK HA €JHO CIUKAPCTBO
MTO O WMMPECHOHM3MOT JI0 JEHEC, €O Maau Moamudu-
Kalyy, HENpeCcTajHo €eraucTupa HA CUTE MEpPUJujaHu.
BakBOTO HACNMOpEJHO OICTOjyBame MOMKe ja ce objacun
co nexkenbunnoro cakame Ha yMETHOCTA 0Jf CTpaHa
HA aBTOPOT, MPOTUBHMK HA OMIIO KakBu Gapuepm u Jor-
MM, OHEBO3MOJKYBAUKM 3a LEJIOCHMOT MPOLYT HA JU-
KOBHATA MMCIA.

tions. This time ,in Protugjer we find emphasized
organic shapes, puzzling and fantastic — unusual vi-
sions of nonexistent situations. their “iconographic”
appearance can be correlated to the poetization of
the painters Ordan Petlevski and Cane Jankulovski
(who work in that period). I believe that Protugjer
insists more upon the relation with the world of
fantasy, in relation to the introvert layers of the
psychological. On the other hand Protugjer is very
interested in dynamism through alternating rhythm.
In the next two and a half decades, with broken
continuity, Protugjer will realize a series of paintings
using elements from the drawings of the fifties and
from the previously mentioned temperas. This time
he insists especially on the substance, relying upon
it’s color, from whose dark and unidentified colorful
mass one can distinguish emblematic situations which
associate the totem designation and lyric texture of
the painter Walls, and generally a mythically indi-
cated space in which we discover familiar things
(Roots, Fish, Birds, Verticals Symbols, Composition
in Green...). In this case the complex world of the
informal (enformel), the surrealist density of the
atmosphere and the lyrical sensitivity meet and mu-
tually interfere. This ambivalence in the modernist
period has it’s negative connotations, however, the
axiologic criterion of postmodernism not only tole-
rated such situations, but also stimulated them.

THE NOSTALGIC WORLD OF THE POETIC RE-
ALISM AS A COUNTERPOINT OF THE UNFIGU-
RATIVE

The totality of Protugjer's creative evolution is a
continual (parallel to the previously mentioned ex-
pression) fostering of the landscape and interior. In
his personality the antinomy between the explo-
ratory and experimental passion is either assimilated
or saturated. His aim is to create a nationally inton-
ed vocabularly and consistency of the artistic lexicon,
specific of the intimacy of the poetical realism —
two already academically verified expressions. In the
first part of this dualism this painter is against the
accepted artistic practice — a restless creative soul,
and in the second he is the follower of an art which
from impressionism till today, with small modifica-
tions, exists continually on all meridians. This pa-
rallel existance can be explained with the author’s
flexible comprehension of art, an opponent of any
barriers and dogmas, incapacitating for the bloom-



Ilporyfep, 3Haum BO BTOPMOB ACIEKT HA JICjCTBYBAE
ce TMOBP3yBa CO MHTMMM3MOT M IIOETCKMOT peann3am
ocoGeny 3a MEPMONOT MpeJ M TO BOjHATa, Kako Jn-
DEKTHM TOTOMIM HAa HAaOM3MOT M MMIPECHOHUIMOT. Bo
TUBKUTE 1 HEMPETEHIMO3HM TMPOCTOPM HA OBUE HACOKM
TOj ce MOBMKYBA Ha €JI€H 3aTBODEH, MHTUMCH CBET —
MUKPOKOCMOC — BO KOj BIAJ€AT KUBOTHMU chunoszodun
CcO 3rycHara €MOIMOHAJNHA  TOJMHA. JipaMaTUIHUTE
cTpacTy, MNOBUIIECHATA Juknuja 1 adeKTUBHUTE COCTOj-
6u, TyKa ce 3ameHyBaaT co OxarocT, CIOKOjCTBO, MACHB-
HAa IOMMpEHOCT €O JajeHara cuTyamuja, co aiel 3a
pepGa BO CYIUTMHMTE INTO T HOCK (ru o6e36ejyBa) KO-
MyHMKaUMjaTa €O NPUPOJATA, CEMEjCTBOTO M COTJIACKC-
TO cO camuoT ceGe. Kako M cuTe OJreAyBauy Ha OBUE
nBcKewa u IIporyrep UM OTKaXKyBa nosepba HA roie-
MHTE Temu, WACH M mporpamy. HacnpoTu HUB CC BOBJIC-
KyBa BO CKDOMHMTE HO, CIOEBMTE M CKPMCHMI pPOCTOPH
HA OGHMYHMTE CEKOjAHEBHM CHMIKEM (JIMUHM OICECUU O
1¢j3a>k0T, EHTEPUEPOT, ceMejHUTE CUTYAIMu M CiL).

BCyIIHOCT, [0 MENAHXOJIMUYHHOT KapaKTep, JIyXOBHATA
pasBpaHyBaHOCT M THUBKara BO3HCMUPEHOCT, HETOBUTE
rejsaku M MpPTBM LPHUPOAM CE MoOJMCKY A0 MOETCKUOT
peanusaM OJIOIITO {0 WMHTUMM3MOT, KOj € II0YCIIOKOEH,
[MOCTAJIOYKEH, TOTMBOK M CO IOCBEX KOJOPUT. TpruyBaj-
ku oy oBaa KoHcraraumja, ITporyfep ¢ moGanucKy Jo
Bujap, OTKONKY o Bounap. [Tocneanuse JBajua Hajro-
JAeMHM MPETCTABHMIM HA TOETCKUOT pPeajn3am OJ(HOCHO
HA WHTUMWU3MOT C€ JIMKOBHMTE YIOpuInTa Ha peanna
yMeTHMIM BO Jyrociasuja M CBETOT BO TPUECETTUTE
I'OJIVHMN.

IIpocenero Ha [Tporyfep mnoppasdmpa anynmpame Ha
KoH3mMcTenTHaTa (POpMa, HA BOJYMEHOT ¥ KOHTypara.
daxrypaTta IMPEIN3HO Ce TKac (co HOXK WM HET4e), WH-
cuctupajku Ha NUKTYPAJIHMTE BPEHOCTU. Cnukara ja
rpaju Co XpPOMATCKM Bajuepu, OJHOCHO CO oyibernyBame
kouTpactute Ha Gourte. IlacTeJHMTE TOHCKHM MOJC/aUnn
CE 3aipKyBaar Ha HEYTPAJNHMUTC CHBH, 6eyK0BM, PO30BH,
cuHM, 3eneHn u Oennm xomOuHaAnuu, IITO BO KpajHuoT
pesyitaT ro 3roleMyBaaT BIEYATOKOT HA 3TycHaTa MO-
HOXpPOMHOCT. TlOCie/iHaBa IO MHTCH3UBUPA UYBCTBOTO HA
MEJIAHXOJMUYHOCT, HA MeCTa M Ha CCHTUMEHTAIHOCT.
Hemrara jo6uBaat ,,0HAKOB M3IJCJ|, KaKOB LITO MM Jia-
Ba wHarmara jayma“ ,CIMKara € JiylniesHa cocrojba‘
(M. B. IIporuk). BakBarta mnocramka Tiu jemarepujanm-
3upa npercraBuTe (M€jCaxor, churypure), 3a IITO TPU-
JIOHECYBa, I[OKpaj KOJOPUTOT, rPajCieTo Ha cpopmarta
co Doja, rybemeTo Ha IEPCICKTUBATA, CIIOjyBAILETO HA
IPBUOT CO BTOPMOT ILIAH.

Ilporyfep € OICeJHAT OJf 4YuUCTOTATA U HEBMHOCTA Ha
npupojaTa, OJf Hej3uHaTa NpPaNCKOCKa HernbGHara I10-
jaBHOCT M 3aT0a IEeaM KOH JOMMPOT Ha HEj3uHATA
TPAHCIEHCTHOCT, KOH €J/iHa CCCHIUENTHA 4yBCTBEHOCT.
Oxpuj € €3¢POTO, IUIAHMHCKUTE M HHU3UHCKITC TpEeAENn,

ing of the entire artistic thought. In the second
aspect of his work, Protugjer is associated with the
intimacy of the poetic realism, characteristic of the
period before and after the war, as direct descen-
dants of nabism and impressionism. In such un-
pretentious spaces of these movements he turns to
a closed, intimate world — microcosm — in which
the condensed emotional warmth of the life phi-
losophies are dominant. Here the dramatic passions,
increased diction and emotional states are replaced
with gentleness, tranquility and passive reconcilia-
tion of the given situation. There is an appeal for
faith in the essence that is carried through the com-
munication with nature, the family and with our-
selves. Like the other followers of these movements
Protugjer loses faith in the great themes, ideas and
programs. Contrary to them he crawls into the mo-
dest but layered and hiden spaces of the ordinary
everyday topics (personal obsession with landscape
and interior, family situations etc.).

In fact, after the melancholic character, the spiritual
agitation and the silent anxiety, his landscape and
still life is closer to the poetic realism than to the
intimacy, which is more serene, more calm, peaceful
and with cooler coloring. Taking this conclusion into
consideration, Protugjer is closer to Vijar than to
Bonar. The above mentioned representatives of the
poetic realism and intimism are the bastion of a
large number of artists in Yugoslavia and all over
the world during the thirties. Protugjer’s procedure
is based on the annulment of the dense forms, vo-
lumes and contours. The structure is precisely woven
(with a knife or brush), insisting on the picturesque
values. He constructs the painting with chromatic
tones, more exactly with the evasion of color con-
trast. The modulation of the pastel are retained tlo
neutral grey, beige, pink, blue, green, and white
combinations, which increase the impression of the
dense monochrome in the final result. The later in-
tensifies the feeling of melancholy, nostalgia and at
places of sentimentality. The things acquire “the
kind of appearance that our soul gives them” —
“the painting is a spiritual state” (M. B. Protic).
This procedure dematrializes the ideas (the land-
scape, the figures), as a result of the coloring, the
construction of the form with color, the loss of per-
spective and the merging of the first plan with the
second.

Protugjer is obsessed by the purity and innocence
of nature, by her premordial untomched appearance
and therefore his aim is to touch he rtranscedent
and the essential emotion. Protugjer portrays Ohrid



TOj TM CIMKA BO PasiM4HM BPEMCHCKM MEPUOAM M HU3
M3MEHETM BHATPEIIHM BUJYBamka. 3a pas3iuKa 0] Mej3a-
XuUTe paboTeHM [0 IIEECETTUTE TIOAMHM, BO HAPEAHUTE
JsBenrion jeneruu (1960 — 1985) Toj ro 3amMeHyBa JCJIH-
KaTHOTO MEKO ,6ucepHo 3pauewe” Ha armocdepata —
HOCTAJITMYHATA IIOETMKA HAa TMPOCTOPOT — CO MOrycra
M KOJNOPMCTHUUKY MMOMHTEH3MBHA M IIOCTYyJZleHA MaTepuja
(senenyu, MOJIpM, THMPKMU3HM, OJIOBHM HujaHcu). Hacno-
peado Ha 0ojata, M AHANUTUUYKUTE CUTHM IIOTE3U CE€
CYICUCTYHPAaT €O MOAMHAMMYHM JBMIKEIHA HA UeTKaTra
(HOkO0T). M BO CpeOpPEeHOTO CMBUIIO HAa IIPBUTE M BO
POMaHTMYHOTO 3CJEHMIO0 HA BTOPUTE IOJAEJAHAKBO CE€
Y{Ta HETOBOTO JIANMJAPHO YYBCTBO 3a HajhuuHuTE BUO-
pamuu BO mpupojarta, ocinobojeHa 0Jf YOBEKOBOTO IPH-
CYCTBO, KaKO TNOCTOEHEe — 110 — cebe, Kako meradgopa
HA COBPILEHCTBOTO, KOH KOE€ CEKOj aBTOp C€ CTPEMHU Ha
CBOj HAYMH.
*

OBOj TeKCT € camMo ¢jicH 00m)] fa ce yKake Ha CIOEBU-
Te cdepu KapaKTEPUMCTHYHM 3a JIMYHOCTA M ONyCOT Ha
MaKEeJOHCKMOT JMKOBEH yMeTHMK Jlmmue [Iporyrep, KoOj
Beke yeTHPU JIELIEHMM aKTMBHO M NOBEKECTPAHO € BKIY-
ueH BO MOJesianyjara, mMojayjlaumjatra HO M BO admupma-
nujata HO M BO adwmpmanujata Ha camMoOuTHOCTA Ha
MakKejOHCKaTa COBPEMEHa JMKOBHA wu3paHocT. Bo TOj
aKT Ha IM3eNMpalke Ha €JHAa HaIMOHAJHA YMETHOCT,
[poryfep, 3aejiHo co noseKeTo CBOM KONErM, MUCHU
KAKO YOBEK HA JABACCETTUOT BEK, BO KOj € akymyaupa-
Ha eJiHA ceommTa Juaboka M MKMPOKA KyJATYypHA €MIIM-
puja. Yerupmecer roaumuHu, Ge3 3actoj, Toj ce Oopu Ja
ja BKIYYM BO Hea M MAakKeJOHCKaTa JIMKOBHA YMETHOCT.
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and it’s lake, the mountain and valley regions in
different seasons and through changed inner visions.
Contrary to his landscapes from the sixties, in the
next two and a half decades (1960—1985), he rep-
laces the delicate and soft “pearly emanation” of
the atmosphere — the nostalgic poetry of space —
with a denser and colder substance which is more
intense in color (green, blue, turquoise, metal shades).
Parallelly, the color and the analytic small strokes
are substituted with more dynamic strokes of the
brush (knife). In the silver grayness of the first and
in the romantic greenery of the second, we can equ-
ally recognize his lapidary feeling for the finest vib-
rations in nature, free from man’s presence, as an
existance — by itself — as a metaphor of perfection,
which every author aspires for in his own way.

This text is only one attempt to point out the la-
yered spheres characteristic of the personality and
opus of the Macedonian artist Dim¢e Protugjer, who
for four decades actively and manysidedly is includ-
ed in the modelling, modulation and affirmation of
the originality of the Macedonian contemporary art-
istic expression. In the act of chiselling a national
art, Protugjer together with many of his collegues,
thinks as a man of the twentieth century, in which
a general deep and spacious cultural empiricism is
accumulated. Fourty years, without ceasing, he fights
for the inclusion of the Macedonian art in it.

Sonja Abadjieva Dimitrova

NOTES

1.

Zoran Pavlovi¢, Elementi slikarskog videnja ili mis-
terija oko Klod Monea, Umetnost, Beograd, 1975, br.
44, pp. 13

9

Miodrag B. Proti¢, Jugoslovensko slikarstvo 1990—
1950, BIGZ, Beograd, 1973, pp. 148

3:

Vilhelm Voringer, L’Art gothique, Gallimard, Paris,
1941

4.

O. D., Izvornost angazmana, Borba, Beograd, 23. XI
1983, 324, 8

5.

Vinka Sazdova, Jubilej na ,Denes®, Veéer Skopje,
28. X 1983, 6314, 13



Jlumye TTPOTYITEP

Pojien e 24. 10. 1920 Bo Oxpuja. TuUMHA3Mja yYel BO
Oxpwy;, Topwm Mmnunanosaly u Kparyesan. Pe3b6apcko
yumiuinTe 3appmmia Bo Oxpuy, [Ixkona 3a IPHUMEHETA
yMETHOCT BO Benrpaj, a XyA0XKECTBEHA axKajemMuja BO
Cocpnja. Ynen e ma JJIYM oj 1947 rojuHa a 4IEH HaA
JOIAYTIYM oj 1955.

OJ; 1945 jg0 1949 paGotu Kaxko npocpecop u AUPEKTOPR
BO Pesbapckoro yumanmre Bo Oxpuj, a o 1949 jo
1973 kaxo 1podecop M AMPEKTOP BO YUMJIMIITETO 324
npruMeneTa ymerHocr Bo Ckorje.

JKnsee m pabGoru Bo CKOmje Kaxko CciHOOOJNEH YMETHHUK.
Anpeca: Emun 3ona 6p. 9 II/2

CAMOCTOJHWM M3JI0>KBU
1945 — Oxpug, (Pe3bapcko yumiamMINTE), — IPTEXKM, aK-
BAPEJIM, TEMIICPU

1948 — Oxpuj, (Bubmmorexka , Kimumertr OXpupckm®) —
akBapenu, IpPTeXn

1956 — Ckomje, Bearpazg, co Pucro Jlozanocku — rpa-
(491730473

1957 — TIIpmien, Burtona, Oxpuy u Crpyra (co Pucro
Jlo3aHOCKH) — Tpacukn

1961 — Ckomje, Jlom Ha CBP — rtemiepn

1974 — Ckomje, LlenTap 3a KyJjrypa u mucpopmaiun Ha
rpajg Ckolje — LpPTEeXHu

1978 — Ckomje, Lledtap 3a kyiarypa u uHpoOpmamumm Ha
rpaji Cxomje — CIUKU

1979 — Topwu Mwunanosan, Jlom Ha JHA — uprexn
U CITUKK

1980 — Kamajapuyu, YMETHMYKA rajepuja — CIUKM U
IPTEXKMU

1980 — HeroTuHo, YMETHWUYKA raiepuja — CIAMKK U
LPTEXKMU

1982 — Oxpwuji, JIom Ha KYJTypata — CIUKM U IPTEXKN

1984 — Crpyra, Jlom HaA MuilaJMHOBU

FPYITHW M3JIIO>KBU

Ckomje, I m3nokba na MakejoHckn xyjoxuunu, O. VY.
,Toue Jlemue® 13. XI—16. XII 1945

Ckomje, II wu3noxxba HA MaxkeJOHCKM YMETHMLM, 29.
XI—29. XII 1946

Ljubljana, Slikarstvo in Kkiparstvo narodov Jugosla-
vije XIX in XX stoletja, narodna galerija, 16.
IIT — 20 IV 1947

DIMCE PROTUGJER

Borin in Ohrid on October 24th 1920. He went to
high school in Ohrid, Gornji Milanovac and Kra-
guevac. He completed his education in the Wood
Carving School in Ohrid, the School of Applied Arts
in Belgrade, and the Art Academy in Sofia. From
1947 he is a member of DLUM (the Artists Society
of Macedonia) and from 1955 a member of DLUPUM
(the Society of Applied Artists of Macedonia).
Krom 1945—1949 he i sa professor and principle in
the School of Applied Arts in Skopje.

He works and lives in Skopje as a free langer ar-
tist.

Address: Emil Zola numer 9 II/2.

ONE MAN SHOWS

1945 — Chrid, (Wood Carving School), — drawings,
watercolors, temperas.

1948 — Ohrid, (the Library
watercolors, drawings.

1956 — Skopje, Belgrade with Risto Lozanoski —

“Kliment Ohridski”

graphics.
1957 — Prilep, iBtola, Ohrid and Struga (with Risto
Lozanoski) — graphics.

1961 — Skopje, the Center of the Ministry of Inter-
nal Affairs — watercolors.

1974 — Skopje, the Cultural and Information Center
of Skopje — drawings.

1978 — Skopje, the Cultural and Information Center
of Skopje — paintings

1979 — Gornji Milanovac, the Center of the Yugo-

slav National Army — drawings and paint-
ings.

1980 — Kavadarci, Art Gallery — paintings and
drawings.

1980 — Negotino, Art Gallery — paintings and dra-
wings.

1982 — Ohrid, the Cultural Center — paintings and
drawings.

1984 — Struga, the Center of Miladinowvci.

GROUP EXHIBITIONS

Skopie, I exhibit of the Macedonian artists, Primary
School “Goce Deléev” 13. XI—16. XII 1945
Skopie, II exhibit of the Macedonian artists, 29. XI—
29 XII 1946

Ljubljana, Painting and Sculpture of the People of
Yugoslavia XIX and XX Century, National
Gallery, 16. III—20. VI 1947



Ckomje, IV u3noxk0a HA MaKe[OHCKH XYJAOKHULM, YMeT-
Hu4Ka ranepuja, 1. V—31. V 1949

Oxpup, CoBpeMeHA MaKeJOHCKA YMETHOCT, Ckpuiena ga-
muja, jyau 1950

Ckomje, V u3nok6a Ha MaKeZOHCKUTE IMKOBHII YMET-
HMLIM, YMeTHMUKa ranepmja, 29. XI—31. XII 1950

Lerume, II nsnox6a Ha Cojy30T Ha JIMKOBHUTE YMeET-
HuuM "Ha ®HPJ, 1951

Cromje, VI m3noxkb6a Ha MaKeAOHCKUT JNUKOBHM YMeET-
HUOM, YMeTHMUKA rajnepuja, 11. X—11. XII 1951

Cxorje, VII u3mox6a HA MaKEAOHCKUTE JIMKOBHI yMeT-
HUIM, YMETHMUKA ranepuja, 29. XI—30. XIT 1952

Benrpan, 1 m3anox6a na IJIYM, YMETHUUKU IIaBUJBOH,
22, IIT—11. IV 1952

Cromje, I m3noxGa ma rpymara ,,JleHec® BO CKJION HA

HANYM, V¥YmerHuuka ranepmja, 29. XI—31. XII
1953

Cromje, M3nox6a Ha LPTEXM HA rpynata L Henec, IIT
1954

3arpef, Manoxkba yapyKemwa JIMKOBHHUX ymeTHMKa Ma-
KeloHuje, YMETHUYKH NABUIBOH, 23, XII 1954—20.
I 1955

Ckomje, X jybumejna wu3noxbGa Ha IJIYM, ¥YmerHuuka
ragepuja, 29. XI—29. XII 1955

Cromje, XI wm3noxk6a wa JJIYM, YMeTHUYKA ranepuja,
29. XI—29. XII 1956

Benrpan, I usnox6a ma COjy30T Ha JMKOBHUTE YMeT-
HUIM 32 TPUMEHETA YMETHOCT Ha jyrociasuja,
1956

Ckomje, M3nox6a Ha IPUMEHETA YMETHOCT HA LIIYIIYM,
YMeTHnuKM maBmiboH, 13. XI—18. XI 1957

Ckonje, JIazap JIuuenocku, Tomo Ilujak u dumue ITpo-
Tyrep, Hapojen tearap, I 1958

Benrpasa, coBpemMeHa MakemoOHCKA ymeTHOCT, 1959

Cxomje, 15 TOAMHM JIMKOBHO TBOPEIITBO BO MakKkenoHuja,
YMETHMYKM TaBMIjOH, 16—26. V 1959

Cromje, XIV m3nox6a na JJIYM, ymerHuuKn NaBMIjoH,
29. XI—29. XII 1959

Ckomje, MaKe[oHCKM —TIej3ask
ranepuja, X—XI 1960

Ckomje, XV wm3noxba na [JIYM, YMETHUYKH TaBUIIjOH,
11. XII 1960

Cromje, I u3nok6a wa rpymara »Myrpu®, YMmerHuuku
naBwijoH, 10—20. IV 1960

Cromje, IV mponerHa u3noxkba ma JIJIYM, YMETHUUKK
maBsunjoH, V 1960

Ckomje, II u3nok6a Ha rpymara L, Myrpu“, YMeTHuukn
maBuIjoH, 26. IIT—6. IV 1961
Benrpan, u3noxk6a wa rpymara ., Myrpu*,

maBMJbOH, 1—10. IT 1961
Ckomje, HOB BO pemara Ha jYTOCIOBEHCKUTE JMKOBHM
yMeTHMIM, YMETHMUKa Trajepuja, 29. XI 1961
Ckomje, XVI m3nox6a nHa HJIYM, YMETHMYKM NABUIjOH,
13—22. XI 1961

1950—1960, YmeTHMUYKA

YMETHUUYKY

Skopje, IV exhibit of the Macedonian artists, Art
Gallery, 1. V—31. V 1949

Ohrid, Contemporary Macedonian Art, the Broken
Mosque, June 1950

Skopje, V exhibit of the Macedonian Painters, Art
Gallery 29. XI—31. XII 1950

Cetinje, II exhibit of the Association of the Painters
of the Federative People Republic of Yugo-
slavia, 1951

Skopje, VI exhibit of the Macedonian Painters, ART
Gallery, 11. X—11. XII 1951

Skopje, VII exhibit of the Macedonian Painters, Art
Gallery, 29. XI—30. XII 1952

Belgrade, I exhibit of the Artists Society of Mace-
donia, Art Pavilion, 22. III—11. IV 1952

Skopje, I exhibit of the group “Today” as part of
the Artists Society of Macedonia, Art Gallery,
29. XI—31. XII 1953

Skopje, exhibit of drawings of the group “Today”,
ITI 1954

Zagreb, exhibit of Artists Society of Macedonia, Art
Pavilion, 23. XII 1954 — 20. I 1955

Skopje, X jubilee exhibit of the Artists Society of
Macedonia, Art Gallery, 29. X—29. XII 1955

Skopje, XI exhibit of the Artists Society of Mace-
donia, Art Gallery, 29. XI—29. XII 1956

Belgrade, I exhibit of the Society of Applied Artists
of Yugoslavia, 1956

Skopje, exhibit of applied art of the Society of Appli-
ed Artists of Macedonia, Art Pavilion, 13. XI—
18. XI 1957

Skopje, Lazar Litenoski, Tomo Sijak and Dimége Pro-
tugjer, National Theater, I 1958

Belgrade, Contemporary Macedonian Art, 1959

Skopje, 15 years Artistic Creativity in Macedonia,
Art Pavilion, 16—26. V 1959

Skopje, XIV exhibit of the Artists Society of Mace-
donia, Art Pavilion, 29. XI—29. XII 1959

Skopje, Macedonian Landscapes 1950—1960 Art Gal-
lery, X—XI 1960

Skopje, XV exhibit of the Artists Society of Mace-
donia, Art Pavilion, 11. XII 1960

Skopje, I exhibit of the group “Dawn”, Art Pavilion,
10—20 IV 1960

Skopje, IV spring exhibit of the Artists Society of
Macedonia, Art Pavilion, V 1961

Belgrade, exhibit of the group “Dawn”, Art Pavilion,
1—10 IT 1961

Skopje, the National Liberation War in the works
of the Yugoslav Painters, Art Gallery, 29. XI
1961

Skopje, XVI exhibit of the Artists Society of Mace-
donia, Ari Pavilion, 13—22. XI 1961

Skopje, the Na4tional Liberation War in the works
of the painters, Yugoslav National Army Cen-
ter, 12. II 1962



Cronje, HOB BO TBOpPOMTE HA JHMKOBHUTC YMETHUIIN,
Jlom Ha JHA, 12. II 1962

Benrpaji, COBpEMEHa JyrocjaoBEHCKA tanucepuja, My3ej
NpUMeneHe yMeTHOCTH, 1963

[1ITHn, COBpEeMEHA MaKeJIOHCKa YMETHOCT, Hapojer My-
3ej ,,busucren”, 1964

OXpuji, COBPEMEHA jyrocjaOBEHCKA YMETHOCT I, HapojeH
my3ej, 6. VIII 1964

IIITKII, COBPEMEHO jYrOCHOBEHCKO CIMKAPCTBO, YmeTHuu-
ka ranepuja , Besucren”, 8. XL 1966 — 1. I 1967

BUHKOBLM, MaKEJOHCKO COBPEMEHO CIMKAPCTBO (om xo-

nekumjaTa Ha YMETHMUKATa ranepuja Oxpuj), ranepuja
ymerHocty, 29. XI—25 XII 1974

Ckomje, u3noxkba wa [AJIYM, YMeETHMYKA raiepuja, 28.
XI—28. XII 1975

Cxkonje, HOB BO penata Ha JIMKOBHUTE YMCTHHIN HaA
jyrocmasmja, YmerHmuka ranepuja, 21. VII—21.
IX 1977

Cromje, XXXII um3noxba wa AJIYM, My3ej HaA COBpe-
mena ymerHocr — Ckomje, 4. XI—4. XII 1977

Ckonje, nanoxba na QJIIYM — HpPTEX ‘77, HYB , Kinu-
meHT Oxpujackn®, 8—25. XII 1977

Cxorje, 13/10XK0a Ha OTKYIEHM YMETHUUKM Jcia off CcH13
na CPM (1970—1976), My3ej Ha COBpPEMEHA yMET-
noct — Ckomje, 19. T 1977

Besrpaji, Liecra AeleHmja y CaBpPEMEHOM-jyTOCIOBEHCKOM
camKapersy, Mysej caBpeMEHE YMETHOCTHM — Bei-
rpan, 21. VII—19. IX 1978

Ckomje, Ckomje BO Jlejlata HA JIMKOBHMTC YMCTHHIN,
LienTap 3a Kyiatypa m uHbopmanuu, 12—20. IX
1979

Jlojpan, upekeTo BO COBPEMEHOTO MAKEJOHCKO ClMKap-
crpo, Opmapamumre Ha EV-Hum ,ITommu®, 8-10.
VI 1979

Bearpaj, Ckomje y penuma JIMKOBHMX YMETHHUKA, Tane-
puja ,,Buamkosai“, 1980

Ckoije, XXXV rojuiiHa usmoxkoa wa JIJIYM, My3sej Ha
COBpEMEHA YMETHOCT — Cxomje, 26. XI—31. XII
1980

Ckomje, jybunejua u3nox6a ma rpyma ,JleHec* (1953—
1983), YmeTHuuka ranepuja, 28. X—14. XI 1983

Ckomje, COBPEMEHO MAaKEAOHCKO CIMKAPCTBO BO IIPBUTE
nopoenu rojuaM, MAHY, 11—25. VI 1985

Oxpuz, TlpsuTe NOBOCHM TOJAMHM BO MAaKEJOHCKOTO nu-
KOBHO TBODELITBO, JIOM HA KyJITypara ,I'purop
Tpmuues®, 12—22. VII 1985

Benrpan, Ckomje, Capaeso,
(1950—1980), 1985/86

JyrocnoBeHcKa Trpaguka

Belgrade, Modern Yugoslav Tapestry, the Museum
of Applied Arts, 1963

Stip, Macedonian Contemporary Art, National Mu-
seum “Bezisten”, 1964

Ohrid, Yugoslav Contemporary Art I, National Mu-
seum, 6. VIII 1964

Stip, Yugoslav Contemporary Painting, Art Gallery
“Bezisten”, 8. XI 1966 — 1. I 1967

Vinkovei, Macedonian Contemporary Painting (from
the collection of the Ohrid Art Gallery), Art
Gallery, 29. XI—25. XII 1974

Skopje, exhibit of the Artists Society of Macedonia,
Art Gallery, 28. XI—28. XII 1975

Skopje, the National Liberation War in the works
of the Yugoslav painters, Art Gallery, 21, VII—
21. IX 1977

Skopje, XXXII exhibit of the Artists Society of Ma-
cedonia, Museum of Contemporary Art — Skop-
je, 4. XI—4. XII 1977

Skopje, exhibit of the Artists Society of Macedonia-
drawings “77, National University Library “Kli-
ment Ohridski”, 8—25. XII 1977

Skopje, exhibit of art works purchased by the Com-
munity of Self-Managing Organizations of the
Socialist Republic of Macedonia (1970—1976),
Museum of Contemporary Art — Skopje, 19. 1
1977

Belgrade, Six Decades of the Contemporary Yugo-
slav Painting, Museum wof Contemporary Art
— Belgrade, 21. VII—19. IX 1978

Skopje, Skopje in the works of the painters, the Cul-
tura land Information Center, 12—20. IX 1979

Dojran, Flowers in the Contemporary Macedonian
Art, the summer resort of the Electric-Industry
from Nig “Polin”, 8—10. VI 1979

Belgrade, Skopje in the works of the painters, “Vi-
dikovac” Gallery 1980

Skopje, XXXV annual exhibit of the Artists Society
of Macedonia, Museum of Contemporary Art
— Skopje, 26. XI—31. XII 1980

Skopje, jubilee exhibit of the group “Today” (1953—
1983), Art Gallery, 28. X—14. XI 1983

Skopje, Contemporary Macedonian Painting in the
First Postwar Years, Macedonian Academy of
the Sciences and Arts, 11—25. VI 1985

Ohrid, the First Postwar Years in Macedonian Pa-
inting, Cultural Center “Grigor Prli¢ev”, 12—
22. VII 1985

Belgrade, Skopje, Sarajevo, Yugoslav Graphics (1950—
1980), 1985/86



PEATIM3MPAHM MOHYMEHTAJIHM JEJA

1950 — durypamHa KONO3UIMja HA Tema HOB-Oxpuj

(Foputa)
1963—1964 — BHATPEIIHO YpenyBame Ha CUTE IIPOCTO-
pun BO xorenor ,Capaj“ — Ckomje, BO rpyna

CO apx. 3a BHATpPELUHA apxXuTeKTypa I. I'eop-

TUCBCKH M KepamoIulactuuapor M. Jlasapos

a. Tamucepuja — urypanna KOMIIO3UIMja BO
robneH-TexHuka (B0 OamKeT-caia)
Pasmepu 500 x 400 cm,

6. Tanucepuja — ¢urypanna kommnosmmuja BO
NEPCUCKO TKAEHE (KaMeH-cana).
Pasmepu 300 x 200 cm. (peamu3anmuja Bo TKa-
€ukara pab. — Tocrusap).

1965 — ,,I'panT — xoTeln Ckomje“ — Gap, BHATPEINHO

ypeayepawe M OOIMKYBame Ha MNPOCTOPOT BO

rpyna co apx. I'. T'eOpruescKM M KepaMoOKia-

crivapor M. JlasapeBcku. Bo wucrarta IIPOCTO-

PMja eaHa amIMKATUBHA Tanucepyuja BO pasm.
600 x 300 cmMm.

1968 — ,I'pauj — xorten Ckomje“ — cana 3a II0jajioK.
E/HA amnmmiaTuBHA TAanMCcepHMja NPOEKT 1 peanu-
3anmja BO rpyna co apx. I. I'eOpruescki.

1968 — xujpouentpana L»I'mobounna“ — Crpymko. du
TypajHa KOMMNO3MIMja BO TPOCHOjHA 3rpacdhuTo
TEXHMKA. Pasmep 350 x 250 cm.

1970 — Jlom Ha kyaTypata — TeTOBO. IIpoexkT 3a BHAT-

PCHIHO ypenysame M OONMKYBame HA IIPOCTOPOT

BO rpyna co apx. I'. Teopruescku. EnHa cim-

Kapuja — BMTPa’kK BO TIJIACTUYHO CTAKIO

»KPDUHIITIACY, KOMO3ulMja co rcOMEeTPUCKO-0p-
HaMCHTAIHM MOTHMBM (BO TJIABHMOT XOJ).

HAIPAIV, OLJIMUKYBAHA U I[TPU3SHAHUJA

1978 — Ckonje, Harpafa 3a >XKMBOTHO Jaeno ojx obuacra
Ha mnpumenerata ymeTtHocta of JJIYIIVM —
»BUropckn cnegbenmu®

1949 — Opjen Ha 6pacTBOTO 1 CAMHCTBOTO 0Jf IIT pejt

ACCOMPLISHED MONUMENTAL WORKS

1950 — Figural Composition on the theme the Na-
tional Liberation War — Ohrid (Gorica)

1963—1964—interior decoration of the hotel “Saraj”

— Skopje, together with the architects of

interior decoration G. Georgievski and the

craftsman and sculptor M. Lazarov

a) Tapestry-figural composition in needlepo-
int-technique (in the banquet hall)
Dimensions 500 x 400 cm.

b) Tapestry-figural composition
weaving (stone-hall)
Dimensions 300x 200 cm. (realized in the
weaving workshop — Gostivar).

1965 — “Grand Hotel” — Skopje — bar, interior de-
coration and formation of the space, together
with the architect G. Georgievski and the
craftsman and sculptor M. Lazarevski.

In the same room — an applicative tapestry

with dimensions 600 x 300 cm.

1968 — “Grand Hotel” — Skopje — breakfast lounge.
An applicative tapestry — project and reali-
zation together with the architect G. Geor-
gievski

1968 — Hydroelectric power station “Globocica”
Strusko. Figurative composition in three la-
yered mural painting technique. Dimensions
350 x 250 cm.

1970 — Cultural Center — Tetovo. Project for inte-
rior decoration and formation of the space
together with the architect G. Georgievski.
A stained glass painting in plastic glass
“kringlass”, composition with geometric-de-
corative motifs (in the main hall).

in Persian

AWARDS, MEDALS AND RECOGNITIONS

1978 — Skopje, award for Iife accomplishments in
the field of applied art from the Society of
Applied Artists of Macedonia — “Bigorski
Sledbenici” (the Bigorski followers).

1949 — decoration of brotherhood and unity of the
III order.



BUBIVIOTPADH JA

Kouo Jumue

Cejmara wu37M0K0a HA
NMKOBHUTE YMETHMUIIM Ha
Make/1oH1ja

Cxomje, CospemeHnocT, 1952,
op 9 — 10, HOEMBPU
JeKeMBpM, CTp. 81 — 83

IMaynosuk Cuaunumia

IIpBara u3nokba Ha
MaKEJIOHCKUTE JIVKOBHM
ymetHunm BO Benrpajn
Ckomnje, CospemeHnoct, 1953,
6p. 5, maj, crp. 42 — 52

Koo Jumue

Ocmara u3noxkba Ha
MAKEJOHCKUTE YMETHUIN
Ckomnje, Cospemenocr, 1953,
op. 10, JieKeMBpH, CTP.

72 —79

TMonosunk Muka

3penocTh M HECIOJNYKM Ha
MAaKeJIOHCKOTO COBPEMEHO
CIMKAPCTBO

Ckomje, Pasrnepu, 1954, 6p. 1,3
janyapm, crp. 10 — 11

IIporyrep Jumue

To6aen, (penpojykuuja)
Ckonje, Pasraean, 1954, 6p. 1,3
janyapu, ctp. 2

IMporyrep Jumue

3a M OKOJNy €JiHa KPUTUKA
Ckonje, CoBpeMeHOCT, 1954,
6p. 3, maprt, cTp. 229 —235

Bnasknk 3JipaBKo

3a wuajoxkbara Ha LPTEXM HA
rpynara ,Jlenec*

Ckomje, CoBpemeHoCT, 1954,
op. 4, anpui, CTp. 334 —339

Xapu Bacunes Kupo

MecTo 0AroBop

Ckomje, Pasraeju, 1954, Op. 5,5
JiIeKeMBpu, CTp. 4

TIporyrep JHumue

MoTue 0 Tamucepuja (IpPTEK,
TyIO, YeTKa, PENpoAyKumja)
Ckomje, Pasrmemm, 1954, Op.
7,28 mapTt, CTp. 9

JInuenockn Jlazap

Manoxba ua rpymara ,Jlenec®
Ckomje, Pasrmeju, 1954, op.
7,28 mapT, crp. 11

TTporyrep Hdumue

TlonoBuHA BEK JYrOCIOBEHCKO
CIIMKAPCTBO

Ckonje, Pasrneju, 1954, op.
8,11 ampmi, crp. 1 1 2

ITporutep Aumdye
PerpocnexkTupaTa Ha Jlazap
JInueHOCKN

Ckomje, Pasrieay, 1954, op.
11,23 maj, CcTp. 3

IMporyrep Jumue

Ilprex (Tyir dweTka, HEpo,
penpojyKuuja)

Ckomje, Pasrmenu, 1954, op.
13,20 jyHu, ctp. 3

[IpoTtutrep Jinmue

Manoxba na Toma mMjak
ckomnje, Pasrieju, 1954, op.
14,4 jynu, crp. 12

[Mporyfep Humuc

33 HEKOM AKTYEJIHM Ipaliamid
0Ji JIMKOBHOTO TBOPCIUTBO
Cxomje, Pasrnejau, 1954, op.
16,1 asrycr, ctp. 11,12 n 13

TIporyrep Jumde

Manox6a ma B, HayMOBCKHU
BO OXpuj

Ckomje, Pasraeju, 1954, Op.
17,15 aBrycr, CTp. 11

IMporyrep Jlumde

MoTus 3a ranucepuja (Iprei,
TYI, YeTKa, [epo,
penpoyKImja)

Ckomje, Pasrmenu, 1954, Op.
19,22 cenTemspu, Ccrp. 16

Xayu Bacuies Kupo
[TpoTyfepoBOTO ,T1oju1aboKo
3arpusyBarmbe BO npoGiaemure
Ckonje, Pasrmeju, 1954, Op.
19,12 cerrremMBpu, CTp. 4,5 U G

Iporyfep Jlumue

Yiurre ejiHam 3a axkTyCIHUTE
mpamamka 0/ JIMKOBHOTO
TBOPEILITBO

Ckomje, Pasrmexu, 1954, Op.
21,10 OKTOMBpH, CTp. 9 u 10

I(poryfep) [(nmue)
M3noxk6a Ha B. Aspamosa
Ckomje, Pasrmejy, 1954, Op.
22,24 OKTOMBpPHM, CTP. 5

TIporyrep Hdumue

Jlecer TojamuHM cinoGOJHO
TBOPEILITBO

Ckomje, CoBpemenoct, 1954,
6p. 11— 12, HOEMBPH

— aexemMBpu, CTp. 907 — 916

Iporyrep Jumue

IeseTa M3I03K0a HA
MAKEJOHCKNUTE JIMKOBHU
YMETHUI

Ckomje, Pasrmepu, 1954, op.
25,5 jnekeMBpu, CTp. 1 1 2

I(poryfep) MH(umue)
M3noxx6a Ha Pucro JI03aHOCKH
n CreBaH BaculieBCKM BO
Tpuier

Ckonje, Pasrmean, 1955, op.
1(27),2 janyapu, crTp. 14

Ti(potyfep) H(umue)
Manoxba wma E. Ymep BO
TIpunen

Ckomje, Pasruemu, 1955, Op.
2(28), 16 jamyapm, crp. 10

ITporyrep JHdumue

Lprexk (Tyml, uerka— Hepo,
penpojyKiuja)

Ckonje, Pasrnejnm, 1955, op.
3(29), 30 jamyapm, cTp. 7,9 n
12

T(poryfep) [l{nmue)
MaxeJJOHCKI HapOJHKU BE30BU
Ckonje, Pasrmenu, 1955, Op.
7(33)3 anpwui, ctp. 9

TIporyrep JHumue

ILprex (rym, ueTkKa—Tepo,
penpojyKumja)

Ckonje, Pasraiegu, 1955, Op.
13(39),26 jyam, CTp. 5



Ilporyfep Humue

Liprex (ryw, mnepo,
PenpojyKuuja)

Ckomje, Pasrmepm, 1956, 6p.
4(56),12 cbespyapu, crp. 4 #u
6

ITporyrep umue

Lprex (tyu1, npsie,
PEnpoayKIMja)

Ckomje, Pasrnejpm, 1956, Op.
4(56),12 cespyapu, crp. 12

H(nkonoscku) A(uronne)
M3noxba Ha rpadmka
Ckomje, Pasrneju, 1956, 6p.
7(59),25 mapt, crp. 3

Bnaxxuk 3pjpasko
M3noxbara wa Cnobopax
Cotupos u rpaduuxkara
usynoxkba Ha wmecTMUHATA
Ckomje, CoBpemeHnoct, 1956,
Op. 3, mapr, cTp. 218 — 221

ITporyrep dumue

EnTtepnep (apsopes,
penponyxiuja)

Cromje, Pasruieam, 1956, 6p.
12(64), jyuu, crp. 12

ITporyrep Jumue

EmGpuon (npsopes,
penpoayxiuja)

Cronje, Pasraepu, 1956, 6p.
14(66), 1 jynm, crp. 7

H(ukosioBcku) A(HToHME)
[psopesure Ha Ilporyfep un
Jlo3aHOCKH

Ckomnje, Pasrnmeau, 1956, 6p.
13(65),17 jyuu, crp. 8
Iporyrep Oumue

Hprex  (rym, apsue,
penpojiyKumnja)

Ckonje, Pa3rnejan, 1956, 6p.
20(72),23 cenremMBpM, CTp. 12

Huxkonoscku AHTOHHE
Fopgmmuaa mn3noxba na JIJIYM
Cxomje, Pasrinenu, 1956, 6p.
25—26 (78 —78),9 JEKEMBpPH,
cTp. 1 1 2

Huxonoscku AuntoHue

IlpBa rpadmuxka wusnoxoa
Cromje, Pasrmepu, 1957, 6p.
8(86),7 ampmi, crp. 10

Momuposcknn Tome
KonektuBHa wu3nokba Ha
rpaura 0Ji MAKEJ[OHCKMTE
JIMKOBHM  YMETHMIM

Ckomje, cospeMeHoCT, 1957,
6p.4, ampmn, crp. 393 — 395

IIporyrep Jumue

ApabGecka (apBopes,
penpojykipja)

Ckomje, Pasrmeam, 1957, 6p.
4(104),23 cespyapn, crp.7

Tlporyrep [umue

Tammcepuja (penpoaykuuja)
Ckomje, Pasrienu, 1958, 6p.
4(104),23 deepyapu, crp. 6

ITporyfep dumue

Liprex (cpomacrep,
penpoxykimja)

Ckonje, Pasrnenu, 1958, 6p.
4(104), 23 cpespyapu, crp. 1

TIporyrep Jumue

Iprexx (nmasupan Ty, nepo —
YETKa, PENpoAYyKIluja)

Ckomje, Pasrnexm, 1958, 6p.
4(104),23 cpespyapu, crp. 9

(TTeTkoBCKN Bopuc
Cnukapcka wu3nosk6a BO
HapoJien TeaTap

Ckomje, CoBpemMeHocT, 1959,
6p. 2, despyapu, crp.
153 — 155

Janescku Crnasko

3a ce momainky, noseke

3a CIUKapCTBOTO

Ckonje, CoBpeMEHOCT, 1959,
1959, 6p. 6, cTp. 553 — 558

Huxonosckn Antonme

HIIYM na XIV ropuiina
n3noxoa

Cxomje, Pasrmemun, 1960,
theBpyapu, cepuja Tpera, 6p.
6, CcTp. 630 —635

Momuposcku Tome
M3noxkba Ha NMKOBHATA
rpyna ,,Myrpu*

Ckonje, CoBpPEMEHOCT, 1960,
6p. 5, maj, crp. 511 — 513

ITetkoBcku Bopuc

YETBPTATA NpPOJIETHA U3JI0K0a
Ha JJIYM

Cxomnje, CoBpemenocrt, 1960,
Op. 6, jyHu, crp. 609 — 613

HuxonoBcku AHTOHME

HJIYM na IV uponerna
u3noxba

Ckomje, Pasrnejam, 1960, jyum,
cepuja Tpera, 6p. 10, crp.
1051 — 1054

Momuporcku Tome

Ilo moBOj eceHckara wu3NOKOGaA
Ha unexHosure Ha JUJIYM
Ckomje, Cospemenoct, 1960,
6Gp. 9, HOEMBDH, CTP. 939 — 944

Hukonosckn Antonue

Brop Hacran na rpynara
»Myrpn®

Cxomje, Pasrnejau, 1961, maj,
cepuja Tpera, Op. 9, crp.
941 — 943

Momuposcku Tome

Kon moyerokor nHa wHoBaTa
ce30Ha

Ckomje, CoBpemeHocTt, 1961,
Op. 9, HOEMBpPH, CTP. 934 —
940

HuKONOBCKM AHTOHME
JIuKOBHA XpOHMKA

Ckomnje, Pasrmegu, 1962,
janyapm, cepuja Tpera, Op. 5,
CTp. 490 — 494

IM(ackan) I'maeBcku
ILiprexxure Ha Pucro
Jlozanockn

Hopa Maxkejgonuja, Ckomje,
14. II 1965

IT(ackan) Tunescku
Henosonna mpesenrannja —
moBoJi u3noxx6a wa JJIYM
Hosa Maxkesnonuja, Cxomje,
4, VIII 1965



IMpotyfep Jdumye

Bumetu (penpoaykumja)
Cromje, CospemMeHOCT, 1966,
6p. 1, janyapmu

Tlackan TMICBCKN
EKCiepMMEHTH WU —
Ccay4uajHOCT

Hosa Makegonuja, Ckomje,
17. VII 1966

IMackan ['miaeBCcKu

Ona mro Tpeba pa ce
TOPIKM

(CrpyMHYKa JIMKOBHA
KOJIOHH]a)

Hosa Makegonuja, Cxormje,
24, VII 1966

M. C.

ABpPaMOBCKM TO TYXKU
[Tpotyrep

Hosa Maxkeaonuja, Ckorje,
18. III 1972

JNagucnas  Bapummk
BUTPAXKOT Kako JAej Ha
E€KCIEePUMEHT

Hosa Maxejaonnja, Cxorje,
26. VII 1973

Coma Abapmesa J[MMUTpOBA
Cinenbenuny Ha BpETOH BO
MaKeJIOHCKOTO CJIUKApCTBO
Ckomje, Pasrameju, 1973,
noemspu, 6p. 9, crp. 951 —
969

J. M.

Ce oTsopu u3noxxkba Ha
IInmue ITpoTyfep

Hosa Maxkesonuja, Croimje,
31. X 1974

AHOHUM
Cpejouu ([dumue [Ipotyfep)
Beuep, Ckomje, 1. XI 1974

AHOHMM

M3noxkba BO TEK

Hosa Makenonnja, Cxomje,
3. XI 1974

H. M.

3Byl Ha MHTUMATA
(uurepsjy co JI. TIporyfep)
Hosa Makeponuja, Ckormje,
6. XI 1974

Jlumue TIportyfep

LLprex*  (penpoiyKiuja)
Hopa Maxkejonuja, Ckorje,
15. XI 1974

Tlackan T'MIEBCKM
KoH JloMallIHuTe H3BOpPU
Beuep, Ckomje, 27. XI 1974

Jusua IlepsaH

Jlocnenen Ha cebecn
Hosa Makejionuja, Ckomje,
3. XI 1974

M. M.

CmoTpa Ha EAHOTOAMIIHUTE
JIMKOBHM OCTBAapyBama

Hosa Makejaonuja, Ckomje, 27
XI 1975

M. M.

M3no>k6a ,,JyrocioBeHcKaTa
ymeTHoct B0 HOB*

Hosa Maxkejonuja, Ckomje, 6.

II 1976

T.(amko) III.(npunos)
JyrocjioBeHCKATa YMETHOCT BO
HOB

Beuep, Cxomje, 3 III 1976

(M. M.)

JyrociioBeHcKa YMETHOCT BO
HOB (1941—1945)

Hosa Maxkejonnja, Cxomje, 5.
11T 1976

M. JI.
ITogect O JjoGpoM YOBEKY
Bop6a, Beorpan, 23. 11T 1976

Coma JI. ABGayuesa

JIMKOBHE TPAHCKpUIIUje paTa
Komynuct, Beorpajn, 26. IV
1976

M.(uoapar) JApyrosar
Moh Turtose peun
Bop6a, Beorpaj, 2. VIII 1977

T.(amxo) L1.(1pnios)
TuranTcka u3noxba na JIJIYM
Beuep, Ckomje, 3. IX 1977

M. M.

Macosia u3noyk0a Ha JJIYM
Hoea Maxejgonuja, Cromje, 4.
IX 1977

E.(pTum) KneTHHKOB

Be3 NPUMHLIMAI HA CeJNeKiuja
Bnajy Bopen, Ckomje, 16. IX
1977

E.(btrm) KieTHUKOB

LipTesxoT nma 360p

Muax Bopen, Ckomje, 21. XII
1977

AHOHMM

Camocrojna wu3noxkba Ha
JI. TIpoTyrep

Beuep, Ckomje, 14. 1T 1978

AHOHUM

Manox6a ua JI. Ilporyfep
Hosa Makejonuja, Cxomje, 16.
1T 1978

T.(amko) [MIupunos
TpopOuU MOCBETEHM Ha nej3axor
Beuep, Ckomje, 16. IL 1978

HMumue [Iporyrep

" Mucrosu® (penpojyxiumja)
Hoea Maxkejionuja, Ckomje, 17.
II 1978

B.(najuMup) MexaHmcKu
Cnaukarta Mopa ja cm ro Hajae
MECTOTO BO TIPOCTOPOT

Hosa Maxenonuja, Ckorje, 17
11 1978

J.(oBan) TTOmOBCKM

Manox6a uprexa Cepreja
Ejsen llltajua

TLroutuka, Beorpan, 22. IT 1978

ITackan TMIEBCKH

CIMKapCKO TKACHE

Hosa Maxkejnonuja, Ckomje, 25.
IT 1978



_—

Bnajumup BenumuyKOBCKM
Y6asuunarta HaA NpeIor

Hosa Maxenonnja, Ckomje, 26.
II 1978

Humue TlopTyfep

,BepTukana“ penpoaykuuja
Hosa Makenonnja, Ckomje, 26.
II 1978

Edrum KieTHMKOB

MuT HA TMBKAaTa pPagocT

Mmnapn  Bopen, Ckomje, 8. III
1978

T.(amko) III.(MpuaoB)

JiukoBHa wun3noxxb6a BO UeCT Ha
XTI xkourpec Ha CK]J

Beuep, Ckomje, 2. VI 1978

AHOHUM

MakeMoHCKI JIMKOBHI
TPEHYTAK

IToGjena, Turorpaj, 4. VI 1978

AHOHUM

Pasrnepn 3—78

Hosa Maxkenonuja, Ckorje, 23.
VI 1978

C.(ochuja I'.(yposcka)

OJ1 rojMHaBa HArPAJUTE IO
HOCAT MMETO , Beropckm
cnenbeHnm®

Hosa Makejonnja, Ckomje, 28.
XTI 1978

Coma A. JlumMuTpoBa

IIMPOKO AKTUBHOCTH, HO U
HEJIOBOJIHA KOOPJMHALMja
Komynucr, Ckomje, 26. I 1979

Borjan Mycosuk

Tpu rpadmukn manucecrammmu
Hosa Makejonuja, Ckomje, 10.
VI 1979

Coma A. JuMUTpPOBa
Bo mpoctopor Ha usekero
Komynucr, Cxomje, 22. VI 1979

C.(o¢puja) I'.(yporcka)
OTtsopena wu3anoxbara ,,Ckomje
BO JleNlaTa Ha JIMKOBHUTE
YMETHUIH

Hosa Makejonnja, Ckomje, 13.
X1 1979

ITackan I'miieBCKU
Ckomje Kako WHCOMpanuja
Beuep, Ckomje, 27. XI 1979

C.(o¢pmja) T'yposcka

M3BOp 1 MepKa 3a IOCTUrHA-
TOTO

Hosa Makenounuja, Ckomje, 2.
XII 1979

(M. K)

Topuna HA €CaMOCTOjHOCT

Hosa Makeaonnja ,Cromje, 26.
I 1980

Coma A. Jlumurposa
Bes y3opa u mojena
bopba, Beorpajg, 9. VIII 1980

T.(amko) Ilupunos
Kanpupata 3a warpajara

., 11 OKTOMBpPHM“

Beuep, Ckomje, 10. IX 1980

Pucro Jasapos

YMETHOCTA CIPOTHMBCTABYBAE
Ha MMHIJIMBOCTA

Komynucr, Cromje, 26. IX 1980

(K. 1))
M3noxba ,,JIMKOBHM MOTUBM®
Hosa Makejsonnja, Ckomje, 28.
IX 1980

AHOHUM

M3noxba na IIporyrep

Hosa Makeygonuja, Ckormje, 10.
X 1980

A. 1leBenexos

My3ejor acdupmarop Ha
MMHATOTO M JIMKOBHUOT JXMBOT
Hosa Maxkejonuja, Ckomje, 16.
X 1980

P.(ucto) TTomoBCKH

CBEJIOIITBO HA HAIIETO
nojiuebje

Hosa Maxkejonuja, Ckomje, 18.
X 1980

A. 1leBelcKOB

My3€ejoT — TOpAOCT Ha rpajoT
Hosa Makenonnja, Ckomje, 8.
XTI 1980

Comwma A. JlumuTposa
TogumuEnor Ounanc Ha JIJIYM
Komynucr, Ckomnje, 12. XI 1980

TTackan T'umneBcKH
Hajno6pu pocrpenn
Beuep, Ckomje, 18. XII 1980

ITackan T'uiaeBCKu
LipTaukn acnekTn
Beuep, Ckomje, 26. XII 1980

AHOHUM

Jumurap Ilporyrep —
npeTcepaTen

HoBa Makejionnja, Ckomje, 16.
I 1981

Borjgan Mycosuk

35 m3noxba Ha JIJIYM

Munap Bopen, Ckomje, 25. IIL
1981

E. TakoBCcKK
,IIpmnyeBu Heceam — 82
Beuep, Ckomje, 4. II 1982

(IT. M)
Oxpuj
IMnoutnka, Beorpan, 7. II 1982

o. O. )
MInHAeHcKara ernomneja BO
IETCKM TBOpOU

HoBa Makenounja, Ckomje, 5.
V 1983

C.(ocbuja) I'.(yposcka)

CKpPOMHA aKTMBHOCT

Hosa Maxkenonuja, Cxomje, 1.
IX 1983

B.. C.

Tpuecer roamam Ha ,JIeHec™
Hosa Makejionnja, Ckomje, 25.
X 1983

B.(nuka) Casjosa
Jy6unej nwa , denec”
Beuep, Cxkomje, 28. X 1983

Anonim
,Deues* — tri decenije
Glas, Banja Luka, 28. X 1983



AHOHUM

CoBpeMeH JMKOBEH Wu3pa3s
Jenuucrso, IIpumtuHa, 28. X
1983

Anonim
Jubilej grupe ,Denes*
Vjesnik, Zagreb, 29. X 1983

AHOHUM
OTsBopena u3inoxkba Ha rpynara
,Jenec
Hosa Makenonnja, Cxomje, 29.
X 1983

. K.

T'pyna , Jienec”

Beucpme Hosoctn, bearpaj,
30. X 1983

Tlackan T'uieBCKHN
TIpo6uB HA MOJIEPHOTO
Beuep, Ckomje, 4. XI 1983

P P,
JyGunejua n3noxoda ua , Jlenec”
Tpyabennx, Ckomje, 4. X1 1983

Bnajimmup BeaMUYKOBCKMU
KapakTepyucrudHa IojaBa Ha
BPEMETO

Hosa Makejonnja, Ckomje, 5.
XI 1983

B. BenkoBcKa

BraTpemHn npoMeEHN

Mnayn Bopeny, Ckomje, 12. XI
1983

Cowa A. Humurposa
HNenec 3a ,Jlenec”
Komynucr, Cromje, 18. XI 1983

0. 1.
3BOPHOCT aHTra>kKMaHa
Bopba, Beorpaj, 23. XI 1983

Jbyben IlayHOBCKH

Jyounej na , Jdenec”
Crypenrcku 36op, Cromje, XI
1983

Bepa Pucrescka
ITOoBMK HA XYyMaHoCT
Beuep, Ckomje, 24. IIT 1984

1. JT,

TpubuHa 3a JMKOBHUOT
amarepusaM BO MaKeJOHMja
Beuep, Ckomje, 8. V 1984

Bnagumup BeamuKOBCKHM
PanmonaineH mpucTar

Hosa Makejgonuja, Ckomje, 2.
VI 1984

3natko TeoOCUEeBCKH
3apoiuil Ha HOBMOT KOHLENT
Hosa Maxkejionuja, Ckomje, 24.
XTI 1984

Coma A. JAuMuUTpOBa

Kora amGuuuure ru
HAMIHYBAAT MOMKHOCTUTE
Komynncr, Cxomje, 21. XII
1984

B. K.

Manox0baTa HA MAaKEJOHCKOTO
CIAMKAPCTBO BO TOBOCHUTE
TOJMHN

Hosa Makejonnja, Cxomje, 11.
VI 1985

IOJATOLIMTE 3A BUBJIVMOTPA®CKUTE EOVIHNILU
CE KOPMCTEHM O MCY — CKOIIJE



KATAJIOT

CATALOGUE

1.

Tlo Knumenra, 1942
After Clement
TeMiepa Ha XapTuja
VM. 59 X 45

COIICT. HA aBTOPOT

Motus o Oxpupn,
Motif from Ohrid
UM, 32 X 24
npTeEK BO TYLI HA KapTOF
COICT. HA ABTOPOT

ApTonoprpeT, 1944
Self-portrait

Tym BO 00ja Ha KapTOH
auM. 21 x 17

COIICT. HA aBTOPOT

Tlpenoc Ha wmomTH, 1945
Handing down the relics
TEMIIEpA HA KApPTOH

aum. 66 X 96

COMCT. YMETHMUYKA Talepuia
Ckorje

1943

Kuren mnazap — Crpyra,
1946

Wheat market — Struga
aKBapen

num. 21 x 27

comcr. cemejerBo B, m Jb.
Yaxkap

ITobena-bpus, 1946
Victory — friz

TEMIICPAa HA KapTOH

JiMM. 25X 65

COICT. HA ABTOPOT

36er nma panetu Oopum,
1947

Shelter of wounded
soldiers

Macjo Ha KapTOH

nuM. 32 X 64

COTICT. HA ABTOPOT
Konjpypagucka paboTuiIHM-
1na, 1947

Shoemaker’s shop

upTeXX BO TYII HA KapTOH
anm. 28 X 23

COIICT. YMeETHMUKA Trajcpu-
ja Ckomje

10.

11.

13.

14.

15.

16.

17

Ta6no I, 1946/53

Tableau I,

LPTEXK BO TYII HA XapTHja
JuM. 96 X 66

COTICT. HA ABTOPOT

Taodno II, 1948/53

Tableau II

HPTEXK BO TYII HA XapTuja
Jaum. 60 x 85

COICT. HA aBTOPOT

Enrtepujep, 1949

Interior

Maciao BP3 KapTOH

M. 55X 47

corcr. Ha cemejcrsoTo  H.
un B. TpakoBCKU

ITepudepnja, 1949
Periphery

MacJi0 Bp3 KapTOH

M. 67,5X 97,5

conT. HA 3aBOJ| 3a 3allTu-
Ta u my3sej Oxpuj

Tlejzax, 1949

Landscape

Macjio BpP3 KapTOH

AUM. 44,5 X 35

corcT. 3asoji 3a 3alTUTa
u mysej Oxpuj

MpTtBa nupupoza, 1950
Still life

MAacji0 Bp3 KapTOH

M. 35 X 45

corict. Ha apx. Jb. MaieH-
KOBa

3uma, 1950
Winter

Maciao BP3 KapTOH
auM, 32x 28
COTICT. HA
feakosnk

Yasku, 1950
Crows

Maciio BP3 KapTOH
M. 26 X 36
COTCT. HA ABTOPOT

IpH Jipum, 1950

Black Drim

Macjio Bp3 KapTOH

JUAM.

COIICT. HA YMETHMUKATa ra-
nepuja Cxomje

ceMejcTBO  AH-

19.

20.

21.

22,

24.

N
19}

27.

Marpes, 1950
Sun — rise
MACI0 BP3 KapTOH

auMm. 26 x 36

conecr. HA PyjHMOM 31€TOBC
ITejzax, 1950

Landscape

MAaclo Bp3 KapTOH

JuM. 26 X 36

comcr. HA Pyjpuuum 3ne-
TOBO

I'ymuo, 1950

Treshing floor

Macja0 BP3 KapTOH

JIM.,

COICT. HA YMeTHHMUYKaA ra-
nepuja Cromje
Mupycrpuckn jen — CKoIl-
je, 1950

Industrial part — Skopje
MAacjio BpP3 KapTOH

M. 37 X 43

corcr. MCY — Ckoije
MpTBa npupoja, 1950
Still life

Macjao BpP3 KapTOH

M., 43 x 50

comcr. Ha Jloka PocoKiuja
Ha paGora, 1951

At work

riacren

aum. 31 x 45

comcr. Ha cemejerBo H. #
B. TpajkoBCKA
ITpenrpague, 1951

Suburb

Maclno BpP3 KapTOH

M. 30 x 41

COICT. HA ABTOPOT

seke, 1951

Flower

Macllo BpP3 KapTOH

nuMm. 16 x 24

COTICT. HA ABTOPOT

MpTBa npupona, 1952
Still life

Maciao Ha KapTOH

num. 34 x 40

COIICT. HA ABTOPOT
JIucrosy, 1952

Leaves

Maclio HAa KapTOH

JuM. 35X 42

comnct. HA cemejctBo P. m
M. TIporyfep




28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

WMrpauxkn, 1952
Toys

MacJI0 HA KapTOH
JIM, 29 X 42

comcr, Ha cemejerBo H. M
B. TpajkoBCKK
ITej3axk, 1952
Landscape

MACI0 BP3 ILIATHO
IouM. 30 X 42

comncr, Ha B. Anesa

Tlej3ax, 1952

Landscape

Macilo Ha KapTOH

M. 28 X 30

COIICT. HA YMETHMYKA ra-
nepuja Ckomje

Ws3rpes, 1953

Sun rise

IPTEX BO TYLI Ha XapTuja
aum. 27 X 39

COIICT. HA ABTOPOT

Ta6no III, 1953/54
Tableau IIT

[pTEX BO TYILI Ha XapTuja
M. 96 X 66

COIICT. HA ABTOPOT

Tabno IV, 1953/55
Tableau IV

npTEX BO TYLI HA XapTuja
aum. 100X 70

COIICT. HA ABTOPOT

Tabno V, 1953/58

Tableau V

IPTEX BO TYILI HA XapTuja
aum. 100x 70

COTICT. HA ABTOPOT

Ta6no VI, 1953/57
Tableau VI
rpachuKa-rurcope3 u ApBo-
pe3

IuM. 63 X 95

COIICT. HA ABTOPOT

Basua co nseke, 1953
Vase with flower
rpacmka-rumncopes
auMm. 20x 25

COTICT. HA ABTOPOT
Apabecka, 1953
Arabesque
rpaduka-jpsope3
Jum. 21x 25

COIICT. HA ABTOPOT

38.

39.

40.

41.

42.

43.

44,

45.

46.

47.

MoTuB
1954
Motif for tapestry I
LPTEXX BO TYII HA XapTuja
oM. 20 X 16

COIICT. HA ABTOPOT

Mortug 3a tanuacepuja II,
1954

pPTEXX BO TYII HA XapTHja
Motif for tapestry II
UM, 24 X 18

COIICT. HA ABTOPOT

3HaK, 1955

Mark

Maciio Bp3 IJIATHO

M. 40 X 34

COIICT. HA ABTOPOT

MoTus 3a Tanucepuja, 1956
Motif for tapestry
rpaduKa-ipBope3

JuM. 24 X 20

COIICT. HA ABTOPOT

Ba3na co pumnka, 1956
Vase with fish
rpaduka-apsopes
M. 20 X 25

COTICT. HA aBTOPOT

TItunm, 1957
Birds
rpacuKka-apBopes
auM. 24 x 19
COIICT. HA aBTOPOT

Ynasenara, 1957
The drawned one
Macjo Ha KapToH
M. 36 X 49
COIICT. HA aBTOPOT

Cupena, 1957

Siren

IpTEX BO TYLI HA XapTuja
oMM, 31x 22

COMCT. HA aBTOPOT

Pubu, 1958

Fishes

macresl Ha Xamep

oM. 96 X 66

corcT. YMeTHMYKA rajepuja
Ckomnje

Cnuka II, 196

Painting II

macres Ha Xamep

M. 96 X 66

comcr. Ha Bappap duim
Ckomje

3a Tammcepuja I,

48.

49.

50.

51.

52.

54.

55.

56.

IlTax, 1960

Chess

Macjao Ha ILIATHO

aum. 40 X 65

corncr. ©Ha CoOpaHue Ha
ChPJ — Beorpa)g

Beprukana, 1961

Vertical

TEeMIIepa Ha xamep

JIIMM. 96 X 66

COIICT. YMETHMUYKa Trajepu-
ja Ckormje

Kommo3umuja, 1961
Composition

TEeMIIEPA HA Xamep

IuM. 66 X 96

CONCT. YMETHMUKA Talepu-
ja Ckomje

Cnuxa III, 1961

Painting III

TeMIepa Ha Xamep

M. 66 X 96

comcr. Ha Jb. KoBaueBcKa

Cinuxka IV, 1961
Painting IV
TEMIIEpa HA Xamep
um. 96 X 66

COIICT. HA ABTOPOT

Cnuxa V, 1961
Painting V
TEMIIEPA HA Xamep
M. 96 X 66

COICT. HA ABTOPOT

Kopenu, 1964
Roots

nacresa Ha Xamep
aum. 56 x 87
COIICT. HA aBTOPOT

Beprukaina, 1969
Vertical
pTEX BO
KapToH
aum. 48 x 29
COMCT. HA ABTOPOT

pmomacrep HA

durypuna, 1972
Figurine
LPTEX BO
KapTOoH
numM. 28 x 18
COTICT. HA ABTOPOT

(pmomacrep Ha



57.

59.

50.

61.

62.

63.

64.

Macka, 1972

Mask

nprex Bo (hoMacrep Ha
xapTuja

M. 28 x 18

COTICT. HA aBTOPOT

I'nasa, 1973

Head

KOMOMHMPAHA TEXHMUKA HA
xamep

M. 59 X 43

COITCT. HA aBTOPOT

Kpyna, 1973

Crown

KOMOMHMPAHA TEXHMKA Ha
xamep

M. 32 X 48

COIICT. HA CEMEjCTBOTO 3. U
3. MaunuesH

Basua co useke, 1976
Vase with flowers
TEMIIEPA HA KapTOH

M. 46 X 46

comncr. HA cemejcTBOTO [I-p
C. m M. Kapamurpe

Kou c¢. Pajpokpaa, 1976

Toward willage of
Radozda

MacJio Bp3 Jlacka

nuMm. 30 x 39

COICT. HA CEMejcTBO B. u
M. ToIiueBCcKu

Yctne Ha pexka [pum, 1977
Mouth of Drim river
MAacio Bp3 jAacka

M. 48 X 63

COTICT. HA CcMejcTBO P. u
M. IIporyfep

Esepcku moTue I, 1977
Lake motif I

Macjio Bp3 jiackKa

UM, 24 X 34

CONCT. HA CEMEjCTBO B. u
M. TOLIEBCKU

3uMa HA e3epo, 1977
Winter at the lake

Macio BpP3 Jlacka

aum. 58 x 70

JOTCT. HA CEMEjcTBOTO P.
u M. Ilporyrep

65.

66.

67.

68.

69.

70.

71.

72.

73.

Crapa
1977
Old street — Skopje
Macio BpP3 KapTOH

auMm. 27 X 39

comcr. Ha cemejctBo K.
JI. TIpopounk

Bypa na esepo, 1977
Storm at the lake

Macio BP3 Jlacka

aum. 62 X 69

comer. Ha cemejctBo B, u
M. ToieBcKu

Puba, 1978

Fish

KOMOMHMpPAHA TEXHMKA Ha
KapTOH

IuM. 32 X 45

cornct. Ha apx. Jb. ManeH-
KOBA

Crunusanuja, 1979
Stylization

KOMOMHMpAHA TEXHUKA HA
KapTOH

JIIM. 46 X 26

Macno Bp3 jacka

E3epcku moTtus II, 1979
Lake motif IT

Macio Bp3 KapTOH

MM, 40 X 54

cOmcT. Ha cemejctBo B. n
M. ToiescKn

WMucekr, 1979
Insect

TeMIepa Ha XaMep
auMm. 29 X 39

COIICT HA aBTOPOT

T'naga, 1979

Head

TeMIlepa Ha xamep
auM. 39 X 46
COIICT. HA aBTOPOT

ymuna — Ckorje,

3uma — Ckoncko, 1979
Winter — Skopje district
Maciio BP3 Jlacka

aum. 31 x 39

cormcr. Ha cemejctBo  IO-p
C. n Kapamurpe

MoucTtpym, 1979
Monster

TEMIIEpA HAa KapTOH
UM, 37 X 44

COIICT. HA ABTOPOT

75.

76.

77

78.

79.

80.

81.

82.

IItuum I, 1979

Bird I

KomOuUHMpAHA TEXHUKA Ha
xamep

aum. 39 x 28

COICT. HA ABTOPOT

Kommno3umuja Bo
1980
Composition in green
UM, 28 X 41

COIICT. HA ABTOPOT

Basua co useke, 1980
Vase with flowers
KOMOMHMpPAHA TEXHMUKA HA
KapTOH

JuM. 30 X 46

COIICT. HA ABTOPOT

Tpcku, 1980

Canes

Macjio Bp3 jJackKa

auMm. 41,5 X 55

concr. Ha upod. JI-p. M.
AHIPEECBCKH

Ha e3epo, 1980

At the lake

Maclo Bp3 Jacka

OUMM. 53 X 42

comncr. Ha MCY — Ckomje

Bo oxommurara Ha CKomje,
1980

In Skopje — surroundings
1980

Macjo BpP3 KapTOH

auM. 24 X 33

corctr. Ha CH. 3nartescka

Kommosuiiuja — CBYMATO,
1981

Composition — sfumato
KOMOMHMpPAHA TEXHMKA Ha
KapTOH

M, 45x 31

COICT. HA ABTOPOT

dayna, 1981

Fauna

KOMOMHIPAHA TEXHMKA Ha
KapTOH

AnM. 39 X 48

COIICT. HA ABTOPOT

Puba, 1981

Fish

KOMOMHMPAHA TEXHMKa Ha
KapTOH

auM. 39 x 51

COIICT. HA aBTOPOT

3€JICHO,




83.

84.

85.

Tpcku Kpaj c.
1982

Canes by village Kalishta
Macio Bp3 jlacka

auM. 38 X 53

COIICT. HA ABTOPOT
Cum6oi, 1983

Symbol

KOMOMHMpAHA TEXHMKA HA
xamep

Jum. 38 X 29

COIICT. HA aBTOPOT

Ha zajauconme, 1984

At sunset

Maciio Bp3 Jlacka

JauM. 24 x 36

COIICT. HA ABTOPOT

Kanuiura,

86.

87.

88.

Crpymko mojue, 1984
Struga’s field
MAaclo BP3 KapTOH
JuM. 26 X 33

COICT. HA aBTOPOT

Ha esepo, 1984

At the lake

Maclno Bp3 jJacka

M. 29 X 38

COIICT. HA aBTOPOT
Esepcko kpajopesxkue, 1985
Lake shore

Maciao BP3 KapTOH

num. 24 X 35

COTICT. HA ABTOPOT

89.

90.

91.

ITTuna, 1985

Bird

KomMbOMHMpAHA TEXHUKA HA
KapTOH

nuMm. 45,5 x 38,5

corncr. Ha cemejcreo H. u
B. TpajKOBCKH

Meaunjaep, 1986

Meander

TeMIepa Ha Xamep

aum. 28 x 38

COIICT. HA ABTOPOT

Ba3ua, 1986

Vase
TEMIICPAa Ha KapTOH
M. 44 x 31

COTICT. HA aBTOPOT

VMIM MCKAXYBAME BIATOOAPHOCT HA IIOEQMHIN
M MHCTUTYLIUM HOITO I''MM OTCTAITMJA IEJIATA
3A PEAIIM3AIIMJA HA M3JIOXXBATA
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