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E®THUMKJ/IETHHUKOB

NnPEL CJITHKHUTE HA
BJTAOUMHP TEOPTHEBCHKH

Cnopen Hekou MKoHorpadCcku 6enesn u MOTMBU CIMKapCTBOTO Ha
Bnaaumup FeoprueBCKHM, NOLIMPOKO, HE ynaTyBa KOH BusaHTHjaun
peHecaHcaTta. Tue ce BO HeKoja CMHUCa AyXOBHO UCXoAULLTE Ha HerosaTa
cnuKa. HerosaTta yeTKMUKa Ke TprHe MHTYMTUBHO O3 HUB BO IOCITYX CO
KnacuuHaTta cpepuyHa NMKoBHa ybaBuHa. Toa e YUCTO eCTeTCKHOT
MMnepaTuB, Koparta,HO cpueBhHaTacoToa cé ylwiTe He e oTKpueHa. MHory e
NMOBa)KHO TOAa LUTO OBOj C/IMKap yLITE BO NOYETOKOT Ha CBOjaTa C/InKapcka
Kapuepa ja OTKp1Ba aHTPONOJOLLKaTa M OHTONOLKaTa OCHOBa Ha yMeTHOCTa
BO OBUE ABa rofieMu KyNnTypPHO-LUMBUTN3aLIMCKKU KpYTra, BO KOU ybaBoTo e
HOCMTEN Ha Ba)KHW COZIPXXMHU NOBP3aHu CO YoBeKoT. Toa e HoBeKoT
O3HaYeH BO OBME KPYroBu co ronema 6yKBa, Koja Ha cemaHTMKaTa Ha oBaa
MMEHKa M oapeayBa npasel o4 3eMHOTO KOH 6oxxecTBeHOTO. BO KOpeHOTHa
oBaa BepTUKana e 3aferHat UHMLMjauMCKUOT MUT Ha UCKynyBareeTo Nopaau
rpeBoT Ha CTpaAaHeTo YhjcpeaulleH Hocuren e 6orouyoBeKOT XpUCTOC.

OCHOBHHWOT MKOHOIpadCKU MOTHUB LUTO FO COAPXKHU anorejoT HaToa
cTpaAaH-e e pacrneTMeTo OKOJy KOe, KaKo OKOJTy LeHTap, KPY>Ku LenoTo
BU3aHTUCKO U peHEeCaHCHO cnnkapcTeo. Oa Tamy, peducu cnopel
necHoTHWjaTa Ha Knacu4HMoT obpaseu, CO HeKoja YyaAHa NPUPOAHOCT, Kojaja
oapeayBa UHTYMTUBHOCMNO3HA]HUOT NpeAl eCTETCKUOT EIEMEHT, TOarw
Hacenysa npeuTe nnartHa Ha Bnaaumup N'eoprueBCcKK BeAHaL NO
3aBpLlyBareTO Ha Genrpaackara JIMkoBHa akanemuja 1966, 3a na ocTaHe
eneH BU4 MOTUBCKa AOMUWHaHTa BO TEKOT Ha Uenuv ABe el eHNU CNTMKaHE. 3a
OBOj CNIMKap pacneTUeTo € OCHOBEH aHTPOMNOOLLKK QaKT U MeTapUanUKH
3HaK: MOTBpAa Ha peanHaTa YoBeKoBa eraucteHumja Hu3 ucTopujaTta uBe4yHo
UCNpaBeHOo Npallare 3a CMUC/aTa Ha Taa eraucTeHumja Ha Koja
upauMoHanHo cyaAOMHCKK oaHanpea v e AoAeNIeH KpCTOT 3a pacnHyBarse.
PacneTueTo Ha [eoprMeBCKU Ha KOe Ce OCaMeHWU KPCTOT M pacnHaThoT, Ha
NpB nornea HWuarneAaKako ,oroneHo”. CneaHnot 3aanaboueH nornen
BeaHall ro Kopervpa osoj 6eron Bne4yaTtok: C/IMKapoT jaceBeayBa ApamaTa
Ha CpPLUEBUHCKUMOT MKOHOTpadCKU 3HaK, ro 3rycHyBa TparmiHnoT acdeKTH
NPeLu3HOo ja 3aKOTBYyBa CBOjaTa TBOpPEYKa KaTtap3a Bo NnpeesoT Ha
OHTOMOLWKOTO. HerosaTta ronroTcka clueHa, TakBa, € peA0BHO N1lieHa oA
6apOoKHUTE AeTanUCTUUKM ePEeKTH U CTUIM3aLNKU LUTO rMnoceyBa uctarta Ha
BU3AHTUCKUTE U PEHEeCaHCHUTE KOMMNO3ULUMUK, CO MHOTY JIMKOBU KAHOHCKHU
enudaHum u nejcarkHu onucu. Mo Taksa NPeUns3HOCT, Ha cpueBnHara Ha
3HaKOT ce CBeAEeHMU U MOTUBUTE Ha nMMerara nnonoXXysBarkeTo B rpo6, ko1
3aeZIHO CO pacreTHeTo ja cocTaByBaaT TpyujaaaTa — OCKa, MarucTpanHuoT
LIMKYC Ha TBOPELUTBOTO Ha OBOj C/IMKaPp.

Moafajkn o4 OBaa MOTUBCKa Tpujaaa co 6ubnucKa npoBUHUEHLIW|a
MOKE NIECHO Aa Ce NaZiHe BO UCKYLLIEHWE CIMKapCTBOTO Ha feoprueBcku Aa
Ce 03Ha4yu KaKo pefiMruosHo, a cnopej HejauHara ,npenosHaTnusa“
MCTOPUCKO-TMKOBHA peTOPUKa CO KapaKTep Ha , OMnLiTo MecTO", UKaKo
eKNeKTUUYKo. Ho HUe Beke rn oTCTpaHMBME U ABEBE OBHE COMHEBamba.
HamecTo penur1uosHo, noHanpea e BUCTUHa AeKa UCTOTo NnoceayBa
pPEeNMruo3eH UMMNyc BO CMMUCIa Kako Ha MeTadusuyKkaTa TBopeqKa noTtpara
no Bor u 60)XeCcTBeHOTO, Taka M Ha MOCBETEHOCTa KOH TBOPE4YKHOT HYK1H
cdaTeH Kako monuTea: buaejku Ha oBa CNMKapCTBO My € TECEH CaMO
COLMjanHMUOT, U1K CAMO YMCTO ECTETCKMOT KOHTEKCT, KaKo LUTO € Toa cnyyajm
CO LpTeXKuTe Ha AniTamupa v Ha CeKoja BUCTUHCKa YMETHOCT. HcTe
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EFTIM KLETNIKOV

BEFORE THE PAINTINGS OF
VLADIMIR GEORGIEVSKI

Acording to some iconographic features and motives Viadimir
Georgievski’s painting more broadly directs toward Byzantium and the
Renaissance. In a certain sence they are a spiritual result of his painting.
His paint brush moves in a intuative way linking the classic sphere of
beauty. It is a pure aesthetic imperative, whereby the crust is revealed,
but not the core. It is more important that this painter at the beginning of
his career discovers the anthropological and the ontological base of art
in these two large cultural and civilization circles, in which beauty bares
the main matter conected to man. That is the Man in these two circles,
marked with a capital letter, where the sematics of this noun directs the
way from the earthly to the devine. The root of this vertical is layed in the
initial myth, the paying of redemption for the sin, the passion, of which
the central figure is god-man, Christ.

The basic iconographic motive that has the apogee of the
suffering, is the crucifixion, around which the entire byzantine and
renaissance painting revolves. From the simplicity of the classic model,
with a strange naturality which determines the intuative knowlage of the
aesthetic element, has settled on the first canvases painted by Viadimir
Georgievski, after his graduation from the Art Academy in Belgrade in
1966, and has remained a dominating motive for a twenty years period in
his work. For this painter the crusification is the basic anthropologic fact
and a methaphysic symbol: a confirmation of the reality of mans
existence throughout the history, and the always present question for
the meaning of this existance, to which the irrational has been donated
beforehand to the cross for crusification. The cross and the crusified are
lonesome on the crucifixion by Georgievski, and with the first viewing it
seems to be ,bare“. The next more indepth look immediatly corrects the
feeble impression: the painter brings down the drama of the core of the
iconographic symbol, densens the tragic effect and casts an anchor in
the ontologic sphere of his creative catharsis. His Golgotha scene, as
such is regularly deprived from the baroque detail effects, and from the
stylisation, like the byzantine and the renaissance ones, with many
canonized figures, epiphanies, and landscape descriptions. With such a
precision the core of the symbol of the motive of the Pieta and the
Entombment of Christ, have been deduced, that along with the
Crusification form a trinity-the axis of the opus of the major cycle of this
painter.

Departing from this trinity motive with a biblical provenance, it is
very easy to'fall into temptation and to define the paintings by
Georgievski as religious, and according to their ,distinction® with the
character of an artistic-historical retorics to define them ,in general® as
eclectic. We have already abolished these two suspicions. Instead of
being religious, it is more correct to say that it bares a religious impuls, in
the sence of the methaphysic creative search for God and the devine, as
a dedication to the creative act, unerstood as a prayer. Since to this
painting the social and the pure aesthetic context is narrow, as the case
with the drawings from Altamira and with every real art. The problem is
the same with the question of its eventual eclecticism, and to the
question of its contemporaniety, a term which is tricky, a stumbling block
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npo®nemoT 1 Co NpallareTO 3a HEroBaTa eBeHTyasIHa EKNEKTUYHOCT, Koe ce
cBeAyBa Ha npawaHeTO 3a MO4epHOCTaHa UCTOTO, TEPMMH LUTO
npeTcTaByBa HajIM3raeB TEPEH, HAj)KECTOK KaMeH Ha COoNHyBaH:e 3a
KpUTUKaTa ucnpaBeHa npeJ CeBpeMeHaTta yMeTHOCT BpamMeHa, NoLLNpPOKO,
BO paMKuTe Ha XX BeK. CeKaKo AeKa KpUMTUHapoT LUTO Ce 3aHMMaBa Co
aHanorvum, Co MeToA0T Ha HaABOPELIHO N1naHe U IMtHeapHo NpenosHaBamke
Ha OMLITUTE CUXKea, MOTUBU U CUMOOIIU, OBa C/IMKAPCTBO Ke ro AeduH1pa
KaKO EK/TIEKTUUYKO ; HO KPUTUYapPOT (rneaayoT) KOj LUTO ro OTKAy4YyBa Aen0To
oAHaTpe, 04 CpeaAMLUTeTO Ha HeroeBoTo BUTHE, UCTOTO Ke ro nocmaTpa BO
KOHTEKCTOT Ha UHTErpasiHUOT aHTPOMNOJOLLKU PUTAM Ha YMETHOCTA YMj
LleHTap e HOBEKOT — »pTBa. HaTojHauuH U ce oTBapa no BepTvKana — cera,
Hasa4 M Hanpe] BO BpEeMeTO — U BUCTUHCKaTa akTye/IHOCT U MOAEPHUTET Ha
nenoto HaFleopruescku. OBOjcnuKkap ybaBo 3Hae JeKa HUeAeH MOTUB U
cumMOOI KOMKY M Aa ce oaHanped AaZfeHU, HE CE UCTOPMUCKU U ECTETUUKH
oMereHu, a HajManKy OHUe CUMOONU U MOTUBM LLITO Ce NOTNWpPaart Ha HEKOU
MWTCKHU M eCEeHLMUjanHU ersucTeHuUMnjanHM MCKYCTBa Ha HOBEKOT CO
concTeeHarta cyabuHa u cyaduHata Ha cBeToT. MMeHo, cny4yajoT co
MOTHUBMTE Ha pacneTUeTo, NueTaTa 1 NONIOXKyBareTo B rpod, nocebHo
NOeTUUYKU U DUNO30PCKU OBNUKYBAHM BO XPUCTUjAHCKUOT

3anerHane, BO Hawwara (NoA) CBECT KAKO HEU3OPULLITMB apXeTH. TyKa e
W3BOPOT Ha CUHTArMMWTE KaKBH LUTO Ce: ,CEKOj CO KPCTOT Ha Yeno®, unu
.ppacnHat nomery oBa v oHa“ UTH., KOM LUTO HUE TM ynoTpebyBame pe-mcw
ceknaHeBHO 6e3 Aa pasMuUcilyBaMe KOjHWU MM LUeNHyBa W oA Kaae aoarfa
HUBHOTO TEMHO €XO.

CnukapctBoTO Ha Bnaammup NeoprmeBCKU, Kako U ceKkoja
CYLUTMHCKa YMETHOCT, He oAroBapa, TyKy npawlysa. Bo npawareTto, a He BO
OAroBOpPOT, TOAro Haofa cCBOETo UCXoAuLTe, NpeobpasyBajku ro Bo ripasey
BO OHaa cMuUca BO KOjaToa ro uma Ha ym LLiIneHrnep, kora Benuv Aeka

OpraHM3aMoT Ha YMeTHOCTa U KynTypaTa >KMBee akKTUBHO ceé AodeKae
MCMNONIHET CO TOj MpaBeL, 3a pasfiuka o4 uenTa Koja HeMWUHOBHO ro BOZIM KOH
aTpodwuja. Toj npaBel KajoBOj CAIMKap € KOHTUHYyasieH HU3 eaHa
noyHuBep3asiHa M noceondgaTHa BU3ypa Ha ,,/JIM3raBuoT" NOMM COBpeMeHOCT
KOjWITO TOj ro caka Ha eNMMOTOBCKHU HA4YUH, KaKo MpUpoAeH CnojHa MHOry
MMUHaTO U MankKy, MaAHUHA.

YmMeTHocTa Ha feoprueBCKM NocTaByBa poj npaluama, a cute Tue
3aeHO ce cBeAyBaar Ha NpallakeTo: Koja e cMUcaTa Ha YoBeKoBarta
ersaucTeHumja h KONKaBa e TparMyHOCTa Ha UCTara, Koja Toj ja nnaka Kako ueHa
3a CBOETO MPUCYCTBO NoA KanaTta Ha cosBesauvjata. OTTyka AoMUHauuMjaTa Ha
TpujagartaTparMdyHu MOTUBM BO NMpoOeKLUjaTa Ha XPUCTUjaHCKUOT MMUT 3a
cTpagareTo Ha (6Ooro) HoBEKOT, U OTCYCTBOTO — CleAejKu ro 3aTBOPEeHHOT
KPYr Ha TOj MMT — Ha HErOBUTE BEAPU MOTUBW KaKBHU LLITO Ce paratbeTo U
BO3HECEHMWETO, KOU ro HacenyBaaT Co TONKY XMMHUCKU UM BapOKHU TOHOBU
peHecaHCHOTO cnMkapcTeo. OBOj ciMKap, BCYLLHOCT, MOYHyBa o4
nereHaara 3anpBUOTrPeB, KOja LUTO Ce jaByBa Kako HeroB uno30dCKU
npamMoTmB. Ho U TyKa TOj TprHyBa o4 TeMHa NTMHKja, 04 MUIroTKora e
HanykHaTta HawaTta 6nara, M cé yLuTe maraHcka, eAeMcKa XapMoHH1ja. Taa
NyKHaTMHa CoO TEK Ha BPEMETO NOCTOjaHO KE PacTe KaKo OHTOJSIOLLKH U
MCTOPMUCKM MOHOP BO KOj € hpeH YHOBEKOT U KOj Ha KpajoT ce BooOInYyBa BO
CYLUTMHCKaTa C/IMKa Ha rpo®oT KaKo criMka Ha cyaABGuHaTa. FeoprueBCKu rv
cnuvka Aaam v EBa, MMeHO 04 MUroT Kora ja MMHyBaaT Taa TeEMHa IMHUja Ha
CMo3HaHWeTO.

CnuKap CO OHTOJIOLLKW NOPUB BO YETKWYKaTa, CO pasBMeHO YyBCTBO
Ha TparM4HoTo, FeoprueBCKU HUKOrall He ce 3a40BOJTyBa CO NOBPLUNMHCKUOT
C/loj Ha MOTUBOT M HEroearta a npMopu1 nNpenos3HaTinea
KYNTYPHO-LUBHWIM3ALIMCKA CEMaHTUUYHOCT, TYKY C€ TPYAU UICTUOT AaTH
peakTyenusupa v noBTOPHO yHUBEep3anusnpa npeky MHAMBUAYanHa JIMKOBHa
eKcnpecuja co borata eMOTMBHA A0>KMBeaHOCT. CTENEHUTE U NMOBPBHUHUTE,
HUjaHCUTE U MarMcTpasnHUTe IMHWK Ha Taa AOXKUBEaHOCT, HU3 HEj3UHO
dUNO30PCKO-CIIMKAPCKO NpOMUCYBatbe, MOXXaT la ce cneaar o4 npsute
Z0 nocneaHUTe Herosu niatHa. Bo No4YeToKoT HeroBuTe pacrneTuja, NMeTU n
nono<kysarsa B rpod ce HajONMCKM A0 HyBCTBOTO Ha ersanTauuja toru




for the critics of contemporary art, and more widely framed into the frame
of the 20th century. It is for sure that the critic that uses the method of
analogies, the outside touching method, the linear acknowlagment <_3f the
general essence, the motives and the symbols, will define this painting as
eclectic but the critic (viewer) that tends to unlock the work from the
inside, from the center of its being, will view it from the contex of the
integral antropologic rhytham of art, in which centar is man-the victim. In
this sence it opens in vertical way-back and forth in time-showing the up
to date and the contemporaneity of Georgievskis work. This painter
knows well that no motive and symbol, no matter how long ago they were
given, are not limited in a historic and aesthetic sence, and least of all the
symbols and motives which are based on some myth like and essential
existance experieances of man his own destiny and the destiny of the
world. Namely, this is the case with the motives of the crucifixion, Pieta
and the Entombment, especially in the philosophical and poetic
rendering, like in the christian cultural civilization circle. From them,
especially the crucifixion has been inserted into our subconsciousness
as a archetype that can not be erased. This is the origin of the syntagms:
,everyone with a cross on their forehead” of ,crusified between this and
that“ or similar ones, which we use almost everyday, with out the idea
who wispers them to us, and from where does their dark echo come.

Vladimir Georgievski’s painting, like every essential art, does not
answer, but asks the questions. In the question, not in the answer it finds
it’s goal, by transforming it into the direction which Schpengler has in
mind when he says that the organism of art and culture live in an active
way to the moment when the directing is fulfiled, while the goal leads to
inevitable atrophy. The direction with this painter is a continous one,
throughout a more universal a wider view for the ,slippery“ term of
contemporaneity, which he choses to understand in the way which Eliot
has, as a natural connection of a long past and little future.

The art of Georgievski brings foreward numerous questions,
which all sum up to one: what is the meaning of mans existance, and how
tragic is it, and what is the price that he pays for, for the presence under
the constellation cap. Hence, the domination of the trinity, the tragic
projection of the christian myth of the (god)man passion and the
absence-that follows the close circle of the myth — and his cherfull
motives the Birth and the Ascension that with hymn and baroque tones
of the renaissance painting have settled upon his canvases. This painter
actually departs from the legend of the first sin, that in his work appears
as a philosophic premotive. He departs from the dark line, from the
moment when our mild, pagan and edemic harmony has cracked. This
crack will grow with time, as an ontologic and a historic chasm, into
which man has been trown, and towards the end is molded into a
essential picture of the grave, a picture of destiny. Georgivski paints
Adam and Eve, namely from the moment when they have crossed the
dark line of perception.

A painter with an ontologic impulse of the brush, with a developed
feeling for the tragic, Georgievski is never mearly satisfied with the
surface layer of the motif and the visable cultural and civilization
sematics, but strives to up to date it once again, to make it universal
throughout the individual artistic expression and a rich emotional
experiance. The levels, the hights, the tones and the major lines of the
experiance can be traced trough the philosophic and painterly ideas from
his first to the last canvas that he has painted. At the very begining his
crucifixion, Pieta and Entombment are the closes to the feeling of
exaltation, which they themself radiate as holy motives, that have a
universal suggestion of mysticism. They have been painted mainly with a
bright, sparkling palette of yellow, ocher, blue and red. But during the
seventies this palette becomes darker. It seems like Georgievski’s brush
pulls the colours from the thick darkness, from the sun blackout in 1502,
from the painting painted by his favourite painter Grunewald, from the
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3payaT camu no cede Kako cakpanHu MOTMBM CO yHUBEpP3MWjaniHa cyrecTujaHa
MUCTUUYHOCT. TUe ce CNIMKaHU rMaBHO, CO CBEeTNa, UCKpecTa nanetaHa
YKONTOTO, OKEPHOTO, CUHOTO, LUpBEHOTO. HaTakBaTa nanerta BO
ceayMAeceTuTe roaMHU Ce NoBeKe Ke NoYyHe Aa ce 3aTeMHyBa. HeTkuukarta
Ha FeoprueBCKMU KaKo Aa ja Bne4ye 6ojaTta 041 OHOj ryCT MPaK CO KOj NMOTTUKHAT
o[ 3aTeMHyBaH-eTO Ha coHueTo BO 1502, HeroBMOT OMUJIEH CnKap
FprHeBana ro HacsMKasna Kako cBeTcKa HOK (pOHOT Ha cBoeTo PacrnieTne Bo
HMaeHxajMmckuoT onTap. Kako KajlfpuHeBana, nkajl eoprueBCcKk1M MUME3UCOoT
Ha GU3MUYKOTO NOMpavyBaHe UcCYe3Han, WK NoapHo peyeHo o4 GU3nUYKK ce
npeobpa3susi BO OHTOJOLLKHU paKT: eJHOCTaBHO MakpornpocTOpoOT Ha
HEeNoOMUWHAINBAaTa CBETCKa HOK CTaHas MUMKPONPOCTOP Ha YoBeYKoTo BuTue
wto ctpaaa. Pasnukute Bo peanusaumjata Ha oBOj e eKT Kaj ABajLuaTta
ClIMKapu, ce BUANIMBU, HO cyrecTujara u cywutuHata ce uctu. KajrpuHesana
Taa HOK e 06MKyBaHa HWU3 CUITHO AePUHUMPaHW KOHTPAacTU Ha NpeHUOT,
OCBeT/IeH, U 3aHUOT ANaBOoK TEMEH NJIaH LWITO ce ,Mpa3HK” BO pacnHaTUoT
XpUCTOC U NTMKOBKUTE KOW IO OKPY>KyBaar, IoJleKa Kaj [ eoprueBCcKU McTaTa BO
CHOMOBM Ce NIacTH Ha Lilenarta KomMmrnosuuuja. BepHo BO HEKOU MOHOBM
KOMMO3ULUKWK, Kako WTo e OniakyBarse riped camMpak (1987) uBo HEKOM
apyru, FeoprueBcku ruoaaenysa noBpLUMHKTE HA CBETNIOTO U TEMHOTO!
TENOTO Ha XpUCTOC BO MpeAeH rniaH CTOW HajyecTo BO JIlYMUHO3HA
YONTO-3eNIeHKacTa rama, a no3aZuHara Bo ryct TeMeH ToH. Bo Hajronem 6poj
cnydau TOa Tesio OBOj C/IMKap ro C/ivka BO e1Ha rpeKoBCKa cnvupuTtyanHa
M3BUEHOCT, KOja 3aBMCHO 01 MOTMBOT ja ,pacnosioByBa“ Lenara caiMKa no
BepTUKana, Ui no xopuaoHrtana. Ho Bo nocneaHUTe roavHu oBaa
crnvpyTyanHa npoeKLm1ja Ha TeNecHOTO Kaj Hero ke Aobue obnvK Ha eaeH
36MeH NUKTypaneH ,peanmsamMm” BO KOj TENIOTO Ha BOXKjMOT CUH Ce CMeCTyBa
BO COMNCTBEHUOT CEMaHTUYKU MPOCTOP Ha CKpaTteHa nepcrnexkrMBa, oHaka
KaKo LUTO e Toa U3Be1eHO Ha BEPOjaTHO HajeCKNpecKuBHaTa C/iMKa Ha
MaHTtersa MpTBuoT Hcyc. Toa e oHaa nepcneKkTMBa BO KOja ce nocmaTtpa,
peuu cy 6e3 TouKa Ha pacTojaHue, oA NeTuUTe KOH nuueTto. EdpekToTe:
HaTypanucTHuKa eKcrnpecuja BO Koja NoOYHyBajkn o4 npeHarnaceHure
cTanana, NnpeKy CKpaTeHUWOT ,TEeXXOK" Tpyn, 10 KAPaKTEPUCTUYHO LLIMPOKOTO
nuue, 6OXKjMOT CUH e NpeTCTaBHUK Kako obunuyeH HoBeK per exselance Ho co
MeTadpU3UUKK NeyaT cTpaaareTo e npeodpaseHo NpeKy cCMpTTa BO NpOCTop
Ha eceHuMjaneH mup u BeckpajHo Gna)keHcTBo. TakoB e MUcyc Ha cnimkaTa Ha
MaHTeHa, TaKoB e TOj M Ha CjajHMOT upTe)x Ha TeoprueBcku OnsiaKkysare co
6axkHe)x (1987).

Bnaavmup FeoprueBCKU HUKOraLl He MM HanyLuTa CBOUTE OMUNEHU
MOTUBMU co BuBnUckKo cuxke. NMokpaj pacneTtueTo, NnMeTuTe, cnyLTakeTo B
rpo6, TyKa ce yLuite h MOTUBUTE Ha OnlakyBaHeTo, AnamunEBau
énarosectuTe. Ho napanenHo, 3aeiHO CO HUB, TOj paboTvuHaa Apyrv
TeMaTCKMU LMKycU. KOH KpajoT Ha ceayMAaeceTuTe M NoYEeTOKOT Ha
ocymaeceTute roanHu peanMsnpa e AeH UMNo3aHTeH LMKNYC Ha CIUKU U
LUPTeXXM NoA 3aeaAHUYKM Hacnoe Ceupayn. HajuecTo TOa ce ocamMeHU JIMKOBH,
Nno eAeH, a NoOHeKorall 1 o ABajua Man Tpojua Ha C/iMKa. LLiITo 6apaaTtTue
TyKa, 04 Kajce AojaAeHU nKajce 3anaTteHu?

Mpea cé Toa ce NIMKOBU Ha Ma)ku BO 3penia BO3pacT, NpeA nparotHa
cTapocTa, unu Ha ctapum. NpeTcraBeHn BO Lien pacT TUE Ce OTCYTHU,
3aHeCceHW BO My3MKaTa Ha CBOjOT MHCTPYMEHT, HO KakoB e TOj 3aHec? Kakea e
Taa Mmy3uka? EaeH on OBue CBMPAaUK, Ha e[1eH CBOj LIpTeX, FeorprueBCKUTO
umeHyBa kako Opdej. Toa e NpBUOT BUANIUB 3HAK 3a Tparakbe 1
BOCMOCTaByBar-€ MOCT Ha aHOJIOrMja Co MUTOT. U TyKa fie>XKu cTanuuara,
HeCUrypHOCTa Ha CBeT/IMHaTa LUTO HaMmepHOo ynaTyBa Ha ,norpeleH” npasedu.
CaMMOT CAIMKAp HE MHCUCTMPA MHOTY Ha TOj HAC/IOB, MHaKy OU M UMeHyBan 1
ApYruTe CBOM CBUpayu Taka, unm 6apem norosieM1oT Aes1 04 H1B. CnopeAa
Hac TOj HacoB e TYKa He Aa Hé BOBe e BO e1Ha IMHeapHa acouu1jatTMBHOCT
CO MUTCKMOT aHTUUKU CBUpad, TBOpPEL Ha eKcTaTu4YHaTa noeTHKa Ha
CEeOonLTHOT XKUBOT pasOyieH CO PUTYanHUOT UMH Ha YMeTHOCTa, TYKy Aa He
A06NM>KM NO BEPTUKana A0 €eCeHUMjanHoTO CNno3HaHKe 3aTparnvyHara
ersucreHumja Ha ButucyBarseTo. HU HaABOPELWHWUOT harnea Hu
MHCTPYMEHTOT HE ro cyrepupaaT MUTCKUMOT cBupay.Toje co nupa, a
cBUpayvyoT Ha FeoprueBCKM CO KaBas; HEeroBoTO Tesio e MNaao, apkaacku
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background of the worldly night for the Crusification in the Isenheim
altar. As with Grinewald, like wise with Georgievski the mimezis of the
physical blackout has disappeared, or better said from a physical sense
has been tranformed into an ontologic fact: simply the macrospace of
the eternal wordly night has become a microspace of mans being that
suffers. The differences in the outcome of this effect with the two artist is
evident, but the suggestion and the essence are the same. In
Griunewalds work the night is modeled by strong defined contrasts, a
frontal illumination and dark background which is ,emptied” in the
crusified Christ, and the surrounding figures, while in Georgievski’s work
it has been layed in stacks over the entire composition. Actually in some
newer compositions as the Lamentation before sundown (1987) and
some other works Georgievski separates the surface with light and dark:
Christs body is quite often in the front in a luminous yellowish and green
tone, while the background is in a thick dark tone. In many cases this
painter tends to paint the body in a EIGreco maner, with a spiral twist,
and depending on to the motive he ,devides” the entire painting into a
vertical or horizontal line. In the past few years this spiritual projection of
the physical in his work recievs a form of a dense pictural ,realism*®,
where the body of the holy son i s placed into his own sematic sphere
with a reduced percpective, like in the expressive painting the Dead
Christ by Mantegna. It is the perspective view without a starting point,
from the heels towards the face. The effect is: a naturalistic expression,
where from the exaggerated feet to the shortened ,heavy” body and the
characteristic broad face, the holy son, is depicted as a simple human
being, but with a metaphysical seal of the passion which has been
transforemed into death in the space of the eternal blessing and
essencial peace. This type of Christ is rendered on Mantegna’s canvas,
and he is the same ih the briliant drawing by Georgievski ,The
Lamentation with a kiss® (1987).

Vladimir Georgievski has never left his favourite bible motives.
Besides the crucifixion, Pieta, the Entombment, he also paints the
motives the Lamentation, Adam and Eve and the Annunciation. Parallel to
these, he has worked on other thematic cycles. Towards the end of the
seventies he produced an impressive cycle of paintings and drawings,
with the same title Musicians.

Most often on the painting are depicted lonesome figures, one,
two or even three figures. What do they want, where have they come
from, and where are they going? Mainly they are male figures, elder ones
at a stage of maturity. They are full lenght figures, absent and enthralled
in the music of their instrument. What kind is their enthrallement? What
kind is the music. On one drawing Georgievski has named one of these
musicians as Orpheus. This is the first apperent sign for the search and
the aim to connect the analogy with the myth. Here lays the trap, the
uncertainty of the linght that deliberately directs to a wrong way. The
painter himself dose not insist that much on the title, otherwise he would
have named his other musicians in a similar way or at least a larger part
of them. According to us this title is not given to bring about the linear
reminding of the mythologic ancient musician, the creator of the ecstatic
poetry of the entire life awakened by the ritual act of art, but to bring
about the vertical line and to the essencial acknowladgement for the
tragedy of existing. Not even the outside appearance of the instrument
suggests the mythologic musician. He has a lyre, while Georvievskis
musician has a kaval (a macedonian wind instrument); his body is
youthful, with a strain of a arcadian health and beauty, while the other
body is nearly coming towards its end, and long ago has past his
biological zenith.

It is true that this painter in 1983 and 1984 created a series of
musicians, in water-colour, tempera and colour pencils, with a
,blooming“ musculature. Throughout them ,blows* a typical dionizian
cherfullness, but they themselves are only a catharsic prelude in his new
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HanHato o4 sapasje u ybaBuHa, a OHa APYroTo e TeNo Ha 3anes, Koe
nooaamHa ro NOMWHanNo anorejoT Ha CBOjOT OMOJTOLLIKU 38HMT.

BucTtuHa oBoj cnukap Bo 1983 1 1984 ke peanuanpa eaHa cepuja Ha
cCBMpayu BO akBape/, reall u Mmonue Bo 60ja, co ,pacuyTeHa” MycKkynaTtypa.
Hwu3 HUB Bee TMNMYHa AMOHU3UCKa Be4PpHUHa, HO CaMUTeE TUe Ce caMo eaeH
KaTap3WyeH npenManymM BO HErOBMOT CAIMKAapCKK ONycC, Npea HoBaTta cephja
Ha pacneTuja u Apyru TparuiyHn u MeTadusMyku MOTUBU. Tue CBUpayumce
HaBUEeHU CO XKMBOTEH eNaH, Kako Aa e cnukaH MaH, 6oroT Ha LWyMuTe U
nosiMrbaTta BO CTaporp4ykara Mutonouja. Mako cTaTUuHU M aHaTOMCKM
XUNepTPOdGUPAHU HUB MM 4OXKUBYBaMe e30TEPUYHO, pe4rcH nedaedKku 1
,PacTBOpPEHU" BO cBOjaTa 3eMHa eKCTaTUYHOCT U paaocCT.

HacnpoTu HUB, nak, OpdejHa LpTeXKoT 3a KOj CTaHyBa KOHKPeTHO
36op, NOKpaj Toa LITO € cTapel e yLiTe U NPUK/IELUTEH 32 HEKO| BUA Mpexxa,
KOja Kako cuMm6on Ha GecKpynyno3HaTa NOSIMTUYKO-CoLnjariHa CONHATOCT Ha
yoBeKoBOTO BUTHE Ke Ce NojaByBa 3a4eCTEeHO Ha C/IMKUTE U LLpTEXXUTe Ha
Bnaaumup FeoprueBcKU. Ho Taa onacHOCT Kaj Hero He e KOHOTUpaHa camo
BP3 NOMMTUYKO-COLMjanHa 1 ULMBUIM3ALIMCKA, TYKY U BpP3 MeTadu3nyKa
OCHOBa MO JIMHWja Ha OHa LUTO Ce MMeHyBa Kako cyABuHa, KaKo HejacHOo
UcTpaayBars€e Ha nparpeBoT H13 MUHOEPHANHOTO YACTUIULLTE HA BEYHUOT
6on, nna4yoTu cMpTTa.

CuTe cTpaaame cnopeg onwrara cyabuHCKa npeaoApeAeHOoCT, HO
He CTpaZame CUTE CO UCT UHTEH3UTET U Besler Ha ronemMu cyA0MHCKH
npokonHaTuumM. Hekon kako Aa ce npeaoapeaeHu 3atoa. CANYHO Kako Llem
CynTtaH Bo lMpokaerara aBauvjaHa AHAPHWK, UM KaKo HUKUTUH BO lNaBsusjoH
H.5 Ha YexOoB THe ce ocyZleHWU Ha Hepasbup, 3aTBOP U Ha KpajoT NyAUNoO.
MapaAOKCOT.Ha HUBHOTO CTPaAar:€ M NOoKpaj CnneToT Ha peasiHi OKOTHOCTH
MMa peZ1oBHO MeTadbU3UUYKO UCXOAMLLTE BO HEBMHOCTa Ha HUBHaTa Aylua.
Bp3 oBOj cyaBUHCKM NapaioKe Ce NojaByBaart U CBMpayuTe Hal eoprueBCKH.
M Tue ce uaBe4eHu o4 MecTaTa Kaae e OTBOpEeHa paHaTa Ha OBOj CBeT
nyaHuuaTa, oaAeneHUeTo 3a pak, MproseyHyuara. MankymuHa sHaat Aeka,
BOH CTaTM4HaTa yAoBOHOCT, aTesjeTo Ha OBOj C/IMKap € NOABWXXHO M AeKaToj,
UMEHO, CKULIUTE, MPOEKTUTE, UMarmHapHara Bu3ypa 3a CBOUTE CBUpa4u, Kako
M 332 MHOrY CBOM pacreTuja u nMeTH, ' peanuanpa TOKMy BO OBME UHCTUTYLIUK
Ha CTpaZaH-eTo Ha4 KOW HEBUAIMBO € BTUCHAT CTUXOT O/ MeKOoNoT Ha [laHTe:!
,OcTaBeTe ceKakBaHaaex".

CrnUKaHu, BO MOYETOKOT, Ha paboT Ha duamuKaTa ersucteHunja
cBUpauuTe Ha Bnaaumup MeoprueBCKU Ha LpTeXXUTe U NnaTHaTta BeKe ja
NOMWHyBaaT Taa rpaHM4YHa LpTa, KUHEejKU ja Mpe>KaTa LUTO N'M Conuksa, Uco
6nararpeKoBcKa cnuparna ce M3BMBaaT BO HaZapeasneH npocTop. Tojnpoctop
e MeTadU3UMUKM 03BYyYEH NPEKY TOHOBUTE Ha BnenorXKoNTarta MeKoseneHara
rama co Koja ce o6oeHu 1 cBupauuTe. Mputoa ce AoO1Ba BNeYaToK AeKau
duUrypuTe 1 GOHOT Ce UCTKaeHU oA npefata Ha eiHa HeoBAeLlHa, 3ayMHa
NYMUHO3HOCT, HeGape e Toa OHaa CBEeT/IHA LUTO ja 3padart AyLuuTe Korace
MCKauyBaaT KOH NpeABopjeTo Ha pajoT. CBupayuTe Ha leoprueBckuce
ocnoboaeHW o4 rpaBuTaumMjara Ha 3eMHOTO U Ce 3anaTeH BO NPOCTOPOTHa
TpaHCUeAeHTHOTO, BO MPOCTOPOT WTO Npeobpasysa 1 LUTO ja OTKpUBa
TajHaTa Ha eAHa NOMHaKBa eraucTeHuuMja o4 MCKyceHarta goToral. Toj
NPOCTOp € AoCerHaT NpeKy cTpaaareTo v 6onecTa Koja, Kako WTo Benu
MurbKOBMK BO eHa NecHa, e noMmyapa oA 3pasjeto. Tue cBupaymce
€30TepHUYHM ¥ CaMO LUTO He Ce pacnaaHasne BO My3uKa U CBeT/IuHa, BO
HemMaTepujanHoCT, BO HEKOj BUA eCeHUMjanHa ersuctTeHuuja Hancuxara.
MeTadur3nuKu NYMUHO3HO, TENOTO € TyKa NPUCYTHO Camo A3 ja OCBe104H
oBaaTpaHcueAeHuuja.

,HeboTo e npasHo. Bor e MpToB“, Benn KaHAUHCKK BO AeN0To 3a
AYyXOBHOTO BO YMETHOCTA WITO NpeTcTaByBa CUHTarma nisnedeHa ol
cpueBMHaTa Ha MOAEPHOTO MPOMUC/yBaHe Ha cyabuHaTa Ha HOBEKOT U
cBeToT, o4 dunosodujata Ha Huye u LLloneHnxayep. [le Kupnko osaa
npa3sHWHa ylwTe ja AedUHUPa U KaKo y>KacHa, KaKko cjaj Ha GesayLiHaTamu
HenomareHara ybaBuHa Ha MmaTepujaTta. Bo TakBa meTadusnyKka npasHuHa
cTojaT M cBMpauuTe Ha feoprueBCKM, HO NOBEKE PaMHOAYLIHU OTKONKY
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painting opus, to the new series of Crusifications, and other tragic and
methaphisic motives. The musicians are full of life enthusiasm, as if Pan
is painted, the god of the forests and fields from the ancient greek
mythology. Although they are static and with a hipotrophic anatomy, we
experiance them in an esoteric way almost as if they are flowing and are
.dissolved” in their earthly estatics and joy.

Opposite to them, Orpheus on the drawing is not only an old man,
but he is caught in a web, that quite often appears on the paintings and
the drawings by Vladimir Georgievski, as a symbol of the unscrupulous
political and social spontaneity of mans being. But this danger has not
been connotated on a civilization, political and social base, and a
methaphysic one, for what is said to be destiny, and the suffering of the
pre-sin through the infernal purgatory for the iternal pain, cry and death.

We all suffer according to the general predetermined destiny, but
we do not suffer with the same strenght and the same scar, as does
destined to great damnation. Some seem to be predetirmined for it. Like
Jem Sultan in ,Prokleta Avlija“ by Ivo Andrich (The Damed Yard) or like
Nikitha in Pavilion number 5 by Chehov have been cursed to
misunderstanding, jail and at the end to madness. The paradox of their
suffecing besides the realistic circimstances has a methaphysic outcome
in the innocence of their soul. With this destiny paradox, appear the
musicians of Vladimir Georgievski. They were hatched out of the worlds
open wound, the mad house, the cancer department, the mortuary. Only
few know that out side the static comfort of this painters studio, the
sketches, the projects and the imaginary visions were created in these
institutions of suffering, where the invesable words of Dante’s Hell have
been sealed: ,Leave every hope”“.

The musicians by Vladimir Georgievski on the drawings and the
paintings at the beginning are on the edge of the physical existance, and
cross the tragic line by pulling down the web that stumbles them, with a
mild El Greco spiral winding which fills the surrealistic space. The space
has a methaphysic sound, with the pale yellow tones and the soft green
shades in which the musicians are rendered. It gives the impression that
the figures and the backround are woven with luminous threads, from the
light that shines out of the souls awaiting the entrance to haven.
Georgievski’s musicians are libirated from the earthly gravitation and
have departed to the transcedental space, which transforms and reveals
the secret of a different existance, which has not been experianced so
far. This space has been reached by suffering and illness, as Miljkovich
says in a song, that it is wiser than health. Those musicians are esoteric,
ready to be decomposed into the music and the light, to immaterial, into
a essential existance of the psyche. The luminous metaphysic body is
only present to give evidence of the transcendentality.

.The sky is empty, God is dead”, says Kandinsky in the work ,On
the spiritual in art®, which is a syntagm pulled out from the core of the
contemporary idea about mans destiny and the world, in the philosophy
of Nietzche and Schopenhauer. De Chirico, defines this emptiness as
horrible, as the glow of the heartless and the unstired beauty of the
materia. In such a methaphysic isolation stand Georgievski’s musicians,
apathetic and afraid of it, except if their fear has not been transforemed
into a hiden admiration that lasts as fortune with no difference to God.

The grotesque face of the violent on earth existance, is depicted
by Georgievski with a certain measure of irony and sarcasm on some
paintings and drawings titled as ,In the fish-shop“. With a dark tone,
quite often we see man that kill fish, fish in a aquarium awaiting to be
killed, or numerated fish, separated from the myth space of the water,
and placed in the social-pathologic space of mans living. The fish have
been innocently forced to suffer, like the entire nature, that suffers from
the aggressive instinct and the unscrupulous egoism of man. Man
injustly determins his own damned destiny to the fish as well. This is how
the crucifixion over throws the boarder of its anthropologic sematics
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ucnnaweHu o4 Hea, OCBEH aKko CTPaBOT He ro npeoOpasusie BO CKpUeH
BOCXMT LUTO TPae Kako cpeka, He3aBUcHo oA bora.

MHaKy, rpPOTECKHOTO NIULIE Ha )KeCTOoKaTa 3eMHa ersucTeHumja, co
nNpWnAUYHa 4033 Ha UPOHKWja U capKkasam (eoprMeBCKU IO C/iMKa Ha peanua
nAaTHa U LPTEXK NOA 3aeAHUYKK HacnoB Bo pnbapHuya. HaHMB Nno4ecTo BO
TemMHa rama rneaame nyfe wto yéusaat pubu, pubu BO akBapuyM LUTO YeKaaT
aa6uaatybueHu, UM o3HayeHu co OpOojKM M3ABOEHWU O4 MUTCKUOT NPOCTOP
Ha BO4aTa M CTaBeHU BO COLMjanHoO-NaToIOLWKWUOT NPOCTOpP Ha YoBeKoBaTa
»knuBeauka. Pubata HEeBMHO NpuvHyAeHa la cTpaAa, UCTO OHaKa Kako Wwto e
npuHyZeHa AeHec peyrcu uenokynHarta npupoda Aacrpaiaon
arpecUBHUOT UHCTUHKT U 04 6ECKPYny/I0O3HUOT eroMsam Ha HOBEKOT. Toj
HenpasBeAHO M ja HaMeTHyBa cBoOjaTa npokJsiera cyabuHa Hej3e. HaToj HaumH
pacneTueTo ja npedpna rpaHvuara Ha cBojaTta aHTPOMoioLKa CeMaHTHKa U
NOLLIMPOKO 04 Hea TOa Kaj OBOj C/iIMKap CTaHyBa 3Hak, cumbonHaeneH Bua
naHcTpaaarse. MHaky, kako ia rn o6jacHMMe M NPOTOJIKyBamMe Herosure
4yyAHU pacTeHuja co puba. Taka, M BO cepujata Ha LpTeXu U CIMKK Co puou,
KaKo M BO NapasnesiHo HacTaHaTUTe CO Hea LIMKJyCKh Ha TemMa YnucTaqm Ha
yeB/U, NPOAaBaYM Ha rMNcaHu rmaBv M Npoaasa4yu Ha uBEKe peanHuTe GakTu
W couunjanHOTO NpeTcTaByBaart Ha HEKOj Ha4YMH CaMO M3roBop. Kajcnukap 6e3
nsrpaaeH puno3odCcKo-noeTuHKM nornea Ha ceet 0BUUYHO BaKBUOT
TemaTcKku n3bop BOAW KOH Npa3sHa couunjanHa, BepucTrMyKa crimkapcka
peTopuKa, 0AHOCHO KOH HaTypasimcTuyka CTpacT — UHULLTO noBeke.
MefyToa, Kaj cnukap Kakoe WwrTo e Bnaaumup Neopruescku 10a e cocema
nouHaky. Hanarnea 6aHanHuTe MHa npe nornej cTporo peanncTuiku MoTUBHK
BO OBWE HETOBM LIMKJ/TYCHU Ce caMO NooaHa TOUKa 3a eAHa NouHaKea,
KOHTEeMMNNaTUBHa CAMKapCKa MeauTauuja, Koja npeKky cueHute o4 HajrpybaTa
peanHoCT BCYLUHOCT ylUTe e4Hall MeTadu3nyiku pasmucrysa 3a cynbuHarta
Ha YOBEKOT M CBETOT 10 KOj Ce Aonupa Toj.

Ho Hajronema MeTapU3n4HOCT, €1€H CYNTUIIEH CITUKApCKH
XepMeT13aM, Heno3HarT Kaj Hero gororaty, FeoprMeBCKMU Ke NOCTUIHE BO
cBOMUTE HEOBUUHU MPTBU NPUPOAH, KOUW, 328AHO CO OCTaHaTUTE MOTUBM '
CrMKa BO NocneaHuWTe ceayMm-OCyM roavH1 M Kon aoceraHe rumanarai. Toa
He ce KNacUyHU MpPTBU MPUPOAU KaKBHU LUTO Ce OHWe Ha LUapaeH, uninHa
peHecaHCHWTe MajcTopu npea Hero. HaHWBHemMa aacpeTHeMe HUTparaon
BoO6UUYaEHATa AMOHU3UCKO-KYjHCKa CeEMaHTHKa, o4 AapoBnuTe Ha
npupoAara (oBOLWTHETO) UNpeaAMETUTE Ha CPEKHUOT XeOHUCTUYKH
WHTMMM3aM (Yalla, YMHUja, Livule CO BUHO MTH), KOU Ke ja cyrepupaart
paAoCTa Ha XX1Beaykata H1U3 BeApuTe MeHW Ha roanHara. BepHo ce nojaByBa
Mo HEKOj NpeceYeH IMMOH, UM Napye oA KanuHKa. M Toae peuncruce. Hou
TUe TyKa ocTaBaat noBeKe e30TepuyeH OTKOJIKY npeamMeTeH Bre4yaTok
6uaejku He ctojar camu 3a cebe 1 ce noapeaeHu Ha onwTata atmocdepa
wto ne6aunoa sHakoT HaeneH Bua ,TEMEH xepmeTnsam”. MpTBUTE
npupoau Ha FeoprueBCKY Kako Aa Ce CNUKaHu, UMeHo, Co noTeroTHa
MUCnaTa LWTOo ja U3roBopun noetoT Punke: ,YMeTHOCTa e TeMHaTa BOJjaHa
HewrTaTa". Hea oBOj cnMKap ja npenosHaBa Kako cBOjau coHearopewasau
CBETNOTO KOe MMa 3HauyeHe Ha AyLla Ha OBME HErOBU Yy AIHU CJTUKK.
MpeameTuTe (HajyecTo rMNCEeHU raBu M cTanana, HanykHaTu Top3a, KYTYK,
CTapu YeB/IM U CyBU ECEHCKU NTUCja) LLITO 1 C/inKa Ha HUB TOj, MAKO ryCTO
o06oeHu, NpesacUTeHn BO KOTOPU3MOT, Kako Aa ucnaueysaar ol HeKoja
BHaTpeLUHa CBeT/IMHa, Kanejku ce BO Hea M Ha nospLunHaTa ol nnaTtHoTto. Toa
He e AHeBHaTa cBeT/IMHa Ha OMTHETO, Koe UM ce padyBa CeTUNHO Ha
npeAMeTUTE 3aKOTBEHM BO CBOjaTa eKcTaTuyHa cTaThKa Ha CBET/IOCHUOT
3@HMWT M CeHKaTa, TYKY MECEYUHCKHUOT slay Ha TEMHOTO BO éutneto Koeru
ucohpnanpeamMmeTvTe Ha NOBPLUWMHA HU3 NyKHaTHHaTa Ha HecnoaHaTMBara
TajHa. TaaHuBrMnpospavysak ,ocnoboaysa“ oA HUBHaTa MaTepujanHocT.

On Kaj ce AOjAeHM, LUTO caKkaar Aa KaKaT npeamMeTvTe Ha
cneundUUHUTE MPTBM NPUPOAK Ha Bnaaumup 'eopruescky, Koja e HMBHara
KpajHa nopaka? To4yeH 0AroBOp Ha BaKBOTO U C/IUHHO npawarbe He MoXKeme
Aananeme, 3aToa LWTO TUE CITMKU Ha OBOj CiMKap ce HajManky noaatnnBn 3a
Aelwunbpuparse v cekoj 061 3a UesTOCHO TONIKyBare BoAW Camo KOH
orpy®yBarbe Ha TAaMHCTBEHOTO LUTO FO CKpUBaat T1e. CenakenHo e CUrypHO!:
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and even wider, and becomes a mark and symbol of a certain
pan-suffering for this painter. Hence, how can we explain his strange
crusifications with the fish. Like in the series of the drawings and painting
with the fish and the parallel created cycle of shoe-kleeners, cast head
selers and flower selers, where the realistic and the social facts are
mearly just an excuse. To a painter with out a developed philosophic and
poetic vision of the world this type of a thematic choice leads to an
empty social, and painterly retoric creed, namely to a naturalistic passion
— and nothing more. However, with the painter Vladimir Georgievski this
is entirely diffe: ent. On the first hand, the plain and strictly realistic
motives of the cyclles are only a start point for a different contemplative
painters meditation, that by the crudest realistic scenes are his
metaphysic idea for mans destiny and of the world he contacts.

The greatest methaphysics and subtle painting hermetics,
unfamiliar to now, is achieved by Georgievski in his unusual Still life
compositions, that together with his other motives he has painted in the
past saven or eight years, and has not exhibited them. They are not the
classic Still life paintings, like the ones by Chardin or by the renaissance
masters before him. On them we do not see a trace of the — usual
dionizian-kitchen sematics, the fruits of nature, and the objcts of the
joyful hedonistic intimism (a glass, a plate, a bottle of wine), which
suggest a joy of living throgh the happy cycles of the year. Actually only a
lemon or a piece of pomegranate is depicted. They leave an esoteric
impression and not only of the object, since they have been placed there
not for themselves alone, but as part of the general atmosphere over
which flows the sigh of the ,dark hermetism*®. The Still life works by
Georgievski seem to be painted with the stroke and the idea which the
poet Rilke has said: ,Art is the dark willpower of things*“. The artist has
urderstood the meaning, and with it he solves the light, which in these
stronge paintings has the meaning of a soul.

The objects which he paints (most often cast heads, cast feet,
cracked torsos, old shoes and dry autumn leaves) are thickly coloured,
wik a dense colourism, as if they spring out from the inner light and bathe
on the surface of the canvas. It is not the day light of the being, that
enjoys the senses of the objects anchored in their ecstatic statics of the
light zenith and the shadow, but the moonlight darkness of the being
which throws the objects on the surface out of the crack of the
unrecognizable Secret. It shines on them and ,liberates® them from their
materia.

Where have they come from, what do the objects on the specific
still life works by Vladimir Georgievski have to say, what is their final
message? We can not give a correct answer to this or a similar question,
since the paintings of this artist are not defining, and every attempt for a
integral explanation leads only to ugliness of the secret which is hidden
inside them. One thing is certain: their speech is essential and with the
esoteric suggestivness they overcome the simple descriptive artistic
language, which is hardly avoidable when ,simple® material motives are
painted. In the direction of this essencialism, direct the titles of the
paintings: Still time, Hidden speech, Music for a feast. In a very
expressive way they signalize the language of the painters brush. It
represents a clean, contemplative speech of the objects, which the
painter has selected from the chaos of the materia and has placed them
on the canvas as evidence of the unstirred existance of time, locked
inside them. They have been selected, nhamely brought forward in the
light of the myth feeling, from the impuls of the total metaphysic stress of
art to stop the temporarity and to give to the moment the detail, the
object status for eternity. As some of the titles of the paintings suggest
this status is developed by means of ascociative speech of the music
and the silance together. The artistic seal is the start point, but not the
final aim, since the painted objects by the painter are libereted from the
materialism by extracting of the transcedentalness from them. From the
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HUBHUOT rOBOP € eceHuMjaneH M BO CBOjaTa e30TepuyHa CyreCTMBHOCT
AaneKy ro HaaMWHyBa OOMYHMOT AECKPUNTUBEH TMKOBEH rOBOP, KOjce
n3berHyBa TELLKO KOora ce C/iMKaar ,4ucTo“ MmaTtepujanHi MoTuen. Bo
npaBeuoOT Ha OBOj eCEeHLMjan1M3amM ynaTyBsaaT M HaCc/10BUTE Ha OBUE CITNKH.
CraeHo Bpeme, CokpueH rosop, Hapase+Ho 6utne, Myaunka 3a npasHHK UTH.
Tue Ha MOLLHEe eKCrpeCcUBEH HAaUYMH O CUrHanM3upaar jJa3uKoT Ha YeTKUuKaTa
Ha cnukapoTt. TojnpeTcTaByBa eleH BUA YUCT, KOHTEMMNIATUBEH rOBOP Ha
npeaMeTUTE, KOU C/TMKapOT M’ U31BOUN 041 XaOCOT Ha MaTepujaTauru
NOCTaBM/ Ha NAATHOTO [a CBeioYaT 3a eAHa HernomaTeHa eraucTeHuumja Ha
BpPEMEeTO 3aTBOPEHO BO HUB. TUe Ce U3BfieYeHn, UMEeHO, Ha CBeTNnHa oA
NpeAenoT Ha MUTCKOTO YyBCTBYBaH-€ Ha UCTOTO, O4 MMMYSICOT Ha OHO)]
ceondaTteH MeTadU3UUYKKU HaNoOp Ha yMeTHOCTa Aa ce 3anpe MHHNIMBOCTaun Aa
My Ce aAe Ha MWUroT, AeTanor, ,HEMOKHMOT" NpeaMeT cTaTyCc Ha BE4HOCT.
TojcraTyc, Kako LWITO Toaro cyrepypaart M OAAeTHUTEe Hac/l0BU Ha ClTIUKKUTE ce
BOCMNOCTaByBa CO MOCPEeACTBO Ha acoLnjaTUBHWOT roBOp Ha My3uKaTa U
TULWIUHATAa 3ae4HO. JIMKOBHUOT 3HaK € NOOAHAa TOYKa, HO He U AeDUHNTUBHA
uen, buaejku npeamMeTUTe LWTO MM CIIMKa CITMKapoT v ocnotoaysaoa
NpeaAMEeTHOTO Ha TOj HauMH LUTO 04 HUB ro n3nadysa TpaHCUeAeHTHOTO. Bo
paMHULLTE Ha BaKBaTa €30TePUUHa NPOEKLUja, KaKo JIMKOBHO-CEMaHTUYKH
afeKBaTH, YyAHUTE MPTBU NPUPOAU Ha feoprueBCKu CO CBOJOT cybnumeH
CMOKOj Ce NPeKAnKyBaaT Co ryCTUOT MeTadU3nyiKn NCUxXnsam ol MpTenTe
npupoau Ha MopaHAKU, Kako U CO KOHTEMMNNATUBHUOT OHUpU3am oA e
KWpUKOBUTE MPTBU MPUPOAUN M COMHAOYITHU NejCarku BO KON € HaTanoXeHo
MUWTCKOTO HaZlpeanHo exo Ha TULLWHaTa U npa3H1HaTa.

Ce pa3bupa, kaj TeoprueBCK1 € pe4yncu CeKorall npucyTHa macara,
KOja ru BOAMW acoLMjaummnTe KOH TMNMMYHWOT NpaBeu LWTo MOX<e Aace
obenexxu co 36opoT BHaTpe. Taa jacumbonusnpa onwrara atmocdepaHa
WHTMMHOCT U IOM, KOja MefyToa ce 3aTemesnlyBa, U3B1pa o4 cpuetoHa
npeaMeTHTE LUTO r'M cnuka 1oj. Ha TOjHa4YuH TUe cTaHyBaat 6uTunja, buaejku
noKpaj uncTaTa concreeHa cyabuHa WTo janoceayBaat UICTOBPEMEHO Ce
JonpeHu n oA HallaTta cyabuHa, uin ce jaByBaaT KakO HEej3UHKU 3HaUM. Macara
e cueHa, UuBpCTaTa noysa HaTaa cyabuHa, npaBejku jaucrata npucyTHau
noctojaHa. Tyka e n bapoKkHaTa Apanepuvja Ha HapOACKUOT TAHTENICKKU
yapLiaB, KOj ja Harnacysa aTMocdepartaHa cBe4eHOCTUBP3 KOjHaj4ecTo
nafa CHOMOT CBET/IMHA KaKo M3nayeHa CeMaHTUYKa eCeHLija Ha HacmkaHuTe
npeameTn. CtapuTe YEB/IM TyKa Ce 3aCTaHaTh He KaKo roJl ¢daKT, Kako nzabeH
npeamerT, TYKy KaKko BpeMe 3aTBOpeHO BO Kpyr BO KOjce 3aTBOpPEHU U MaToT U
cTankaTa Ha NnaTHUKOT.

XepMeTU4HU BO roBOPOT, MPTBUTE NPUPOAN Ha Bnagumup
eoprueBCKU BO MefyBpeme M NoHaTaMy OCTaHyBaaTt OTBOpeHa Tema 3a
HOBM BapjaUMm U IMKOBHO rOBOPEH-€ Ha HeU3roBop/IMBOTO. HMcTtoBpemeHO
OBOj CNMKap ja NpoAO/HKyBa CBOjaTa AyXOBHa aBaHTypa co yeTKUUKaTamu
GouTe, CAUKajKU CUMYIITaHO U Ha OCTaHaTUTe CBOW TEMaTCKU PaKasH,
AOMUCNYBajKUTU KN NPOMMUCIYBajK1 rm o4 ,HOB" aron Ha ucCKycTeo u
coaHaHue. Taka, Ha HeroBuTe NocneaHU pacneTuja, Ha npumep, XpwucToc,
CXOAHO Ha uMBUAK3aLMjaTa WTo jaKuBeeme e noarp6aBeH M ocTapeH Ha
kpcToT. TakBu ce u Anam v EBa Ha HeroBoTo 3acera nocneaHo nNaaTHo
CNMKaHO CO TOj MOTUB, HACTaHaTO No NnoceTaTa Ha pe3epBaToT Ha Hasaxo
MHAaujaHumuTe BO ApU3oHa (CAl) 1987. ABajua cTapum, KOM Kako aaroHocart
Bp3 cBOjoTrp6 ceto 6pemMe Ha HOBELUTBOTO CO Koe ce poAawne, uspacHaneu
ocTapene. Kako no McnyLTeH KpUK HUBHWUTE NoslyucnnalleHu nvua 3janaart
BO Npa3HuWHaTa Bo Koja crojat 6ecnomMoLHo. Ha TeMHUOT HOH 3a4 HUB Ce
LLIMPU KOCMHUYKaTa UK CBeTCKaTa HOK KaKo HOK Ha HOBEKOBOTO BUTHE LUTO
cTpaaa, ceraHanywteHomoa bor.

Tparn4yHoOTO YyBCTBYBarse Ha CBEeTOT M 3BoraTtyBaa (CTapuTe) UTH
pa3rpHyBa HOBWTE TEKOBMW Ha C/IMKapcKara umMaruHauuja Ha Bnaammup
FeopryeBCKH, KOja Ha HeroBuTe NiaTHa ce BTUCHYBa Kako BO3byanue
yMeTHUUYKK Gener co aHTpOnosoLWKa CoAp>KhHa 33 8AHO MPOKOJIHAaTO
nocTtoeHe rnoa coseesaujara.
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point of of this esoteric projection as painterly semantic adequacies, the
strange Still life paintings by Georgievski have a subleme serenity which
interlockes with the metaphysic psychisam of the still life work by
Morandi and with the contemplative onyrisam in De Chiricos still life
compositions, and the somnambulist landacapes in which the silance and
the emptiness of the surralistic myth echo is layed.

Of course, almost always in Georgievski's work the table is
present, which leads the associations to typical direction, that can be
explained with the word ,inside“. It symbolizes the general atmosphere
of intimacy and the home, which bonds, and springs out from the heart of
the objects, that the painter paints. This is how they become beings, that
besides their own clear destiny they are linked with our destiny or appear
as her signs. The table is the scene, the firm ground of destiny, which
makes it present and lasting. The baroque drapery, the folk lace table
colth that emphasizes the formal atmosphere, above which a stack of
light falls, is an extracted semartic secret of the painted objects. The old
shoes are not placed as a bare fact, as a worn out object, but as time
locked in a circle in which the path and the foot step of the traveler have
been closed.

Hermetic in their speech, the Still-life paintings by Viadimir
Georgievski for the mean time and further, remain an open subject for
new variations of the artistic speech of the unuttered. This painter at the
same time continues his spiritual adventure with selected motives, and
by broadening them and fulfilling them from a ,new" angle, mith
experiance and knowledge. On his last works, which depicts the
Crucifixion, Christ is rendered on the cross as an old man and
humpbacked, appropriate to the civilization in which we live. Such are
Adam and Eve on his last painted work on this theme, created after his
visit to Reservation camp of the Navacho Indians in Arizona (USA) in
1987. The two old people seem to carry the burden of mankind, what they
were born, grew and matured with. As after a scream, their scared faces
stare into the emptiness in which they are left helpless. Behind them, on
the dark backround spreads the worldly cosmic night, as a night for the
human being that suffers abandoned by God.

The tragic feeling of the world enriches ,the old“ and awakes the
new ways in the artistic imagination of Vladimir Georgievski, that on his
paintings are imprinted as a exciting artistic seal with an anthropologic
content for the damned existance under the constellation.
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PYTAHBE HAXPHUCTOC, 1988 | MOCKING CHRIST, 1988
Macsno Ha nnatHo, | oil on canvas,
150x 181 | 150 x 181
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BRIGHT CRUCIFIXION, 1987

oil on canvas,
155 x 100

Macr1o Ha NnnartHo,
155 x 107

CBETJIO PACTIETHE, 1987
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PACTIETHE CO CBHUPAYH, 1987 | CRUCIFIXION WITH MUSICIANS, 1987
macsoHa nnarxo, | oil on canvas,
121x 131 | 121 x 131
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PACIETHE COKOKA — KOJIA, 1988 | CRUCIFIXION WITH COCA — COLA, 1988
macsio Ha nnatHo, | oil on canvas,
121x131 | 1217 x 131
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CIYLLITAH-E O] KPCT, 1988 | DEPOSITION, 1988
Macsio Ha naatHo, | oil on canvas,
150x 200 | 150 x 200
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PEKBHEM, 1988 | REQUIEM, 1988
Macno Ha naatHo, | oil on canvas,
150x 200 | 150 x 200
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PEKBHEM |, 1987 | REQUIEM I, 1987
KOMOHHUpaHa TexHnka, | combine technique,
200x 180 | 200 x 180
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PEKBHEM I, 1987 | REQUIEM II, 1987
KOMOHHHpaHa TexHuka, | combine technique,
200x 180 | 200 x 180

27



MMHETA, 1983 | PIETA, 1983
KOMOuHMpaHa TexHuKa, | combine technique,
100x70 | 100 x 70

28




CBETOJAIHE, 1988/89 | HOLY LAMB, 1988/89
Macno Ha naarHo, | oil on canvas,
250x 186 | 250 x 186

29



CBALBA, 1987 | WEDDING, 1987

Macsio Ha N71aTHO,
150x 182

oil on canvas,
150 x 182

30




3/IATHO TEJIE, 1987 | GOLD CALF, 1987
Mac/10 Ha nnatHo, | oil on canvas,
121131 | 121.x 131

31



AOAMUEBA Il, 1987 | ADAM AND EVE II, 1987
Macsio Ha niatHo, | oil on canvas,
172x 172 | 172% 172

32



AOAMHEBA I, 1987 | ADAM AND EVE |, 1987
macso Ha naarro, | oil on canvas,

121x131 | 121 x 131

33



GOLD AUTUMN, 1983
oil on canvas,
86 x 103

3/TATHA ECEH, 1983
Macio Ha naaTHo,
86x 103

34



HYEWN3, 1987 | DOWRY 1987
Macso Ha nnatHo, | oil on canvas,
70x80 | 70 x 80

35




XPHUCTOC HA CO®PA, 1988 | CHRIST AT THE TABLE, 1988
axBapen, | water color,
60x80 | 60 x 80

36




YEBJIH, 1988 | SHOES, 1988
awksapen (Tpuntux), | water color (triptych),
60x80 | 60 x 80

37



PACTIETHE, 1986 | CRUCIFIXION, 1986
cKynntypa (6apemed) | culpture (bas-relief),
56,6x38,3x10 | 56,5 x 38,3 x 10

38




PACIETHE |, 1983 | CRUCIFIXION |1, 1983
KoMBHHMpaHa TexHuka, | combine technigue,
100x70 | 100 x 70
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combine technique,

100 x 70

PACTIETHE I, 1983 | CRUCIFIXION I, 1983
100x 70

KOMOMHHMPAaHa TEXHHKA,
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CRUCIFIXION 1il, 1983
combine technique,

100 x 70

100 x 70

PACTIETHE I, 1983
KOMOHHHPaHa TEXHNKa,
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MAHACTUPCKA HOK, 1988 | A MONASTERY NIGHT, 1988
macsio Ha nnatHo, 101 x 101 . oil on canvas, 101 x 101
curt. J. [1. B. Meoprvescky | sign. D. right, V. Georgievski

conc. Ha asTopoT = Property of the Author
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OLD PEOPLE, 1988
Oil on canvas, 80 x 70
sign. UP. Riﬂrt V. Georgievski

CTAPLN, 1988

macno Ha nnartHo, 70 x 70
curH. I. A. b. ['eopruescku
conc. Ha Muykosuk Muogpar

property of Mickovich Miodrag
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HATAJIOI

MTATHA

1

CPEBPEHA CBETJTUHA, 1976
macno HannatHo, 120x 180
curH.a.4. B.[eoprueBCKH
conc. HaleoprueBcku [lparaH

. PENUKBUH, 1976

macno HannartHo,80x 120
curH.a.4. B.FeoprueBCKH
COrnc. Ha aBToOpoT

. 3NATHAECEH, 1983

mMacno Ha nnartHo, 86 x 103
curH.a.4a. B.TeoprueBcKH

conc. Ha EBaokujalfeoprueBcka —
LLlotapocka

. BOYECTHA OCBANA LUMEHTNEP,

1983/84

mMacso Ha nnatHo, 200 x 100
curH.a.a.B.reoprueBcku

conc. Ha AnexkcaHpap PadajnoBcku

. YBABULUAUCTAPUYEBIH, 1984

Macno Ha nnatHo, 100x 100
CUrH. a.4a.B.TeoprueBcku
conc. HaUnuja Cmunes

. YEBJIUBO ECEHCKUBHOP, 1984

macno Ha nnatHo, 100x 100
cuHr.a.n.B.TeoprueBcKu
conc. Ha cemejcTeo [lenuynaHosu

JOETEUCTAPUYEBJIA, 1984
Macno Ha nnatHo, 180 x 160
curH.a.4. B.FeoprueBCcKu
conc. Ha cemejcTBo CnaBeHCKH

AOAMWUEBAI, 1987
macnoHannatHo, 172x172
CUrH. 4.4. B.TeoprueBcku
COMC. Ha aBTopoT

. MHUETA, 1987

macno HannatHo, 121 x 131
CUrH.4.4.B.eoprueBCcKHU
COnC. Ha aBTopoT
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10.

1

12.

13.

14.

15.

16.

17

18.

PACIMETHUE CO CBUPAYMH, 1987
macnoHannartHo, 121 x 131
curH.a.Aa. B.eoprueBcKH

COMC. HaaBToOpOT

CMOMEHW 3A BETOBEH, 1987
macno Ha nnaTtHo, 70 x 80
CUrH.r.4.B.eoprueBcku
conc. Ha CraepeB bpaHko

YEW3, 1986/87

macno Ha nnaTtHo, 70x 80
curH.4.a. B.MeoprueBcku
conc.HaPO ,lazena”“

MOJTUTBA, 1986/87

mMacno HannartHo, 200 x 100
CUrH.A.4.B.[eoprueBCKH
conc. Ha ap. bopuc lNMeTpoBCcKkH

CBET/IO PACIMETHUE, 1987
macno Ha nnatHo, 155 x 107
curH.a.4a.B.eoprueBcku
conc. Ha ap. Kocta Mutpes

BUTNEEMCKHWOT XOP, 1987
macno Ha nnatHo, 100 x 100
curH. 4.4.B.TeoprueBcku
conc.HalNonos Crtone

CEKABAH-E HABETOBEH, 1987
macno Ha nnatHo, 80x70
curH.a.4a.B.Meopruescku

conc. Ha fopaH CaMOWNIOBCKH

PACIMNETHUE CO JIYBEHULIA, 1987
mMacso HannartHo, 60x40

curH.g.a. B.eoprueBCKu

conc. HaJoBaH [JUM4YeBCKH

MACKA W CTAPHUYEBJIA. 1987
macno HannatHo, 80x 70
curH.a.a. B.ToeprueBcKku
conc.Ha PO ,laszena”




CATALOGUE

CANVASES

1.

SILVER LIGHT, 1976

oil on canvas, 120 x 180
sign.d.right. V. Georgievski
property of Georgievski Dragan

. RELICS, 1976

oil on canvas, 80 x 120
sing. d.right. V. Georgievski
property of the author

. GOLD AUTUMN, 1983

oil on canvas, 86 x 103

sign. d.right. V. Georgievski
property of Evdokija Georgievska —
Sotaroska

. INHONOR OF OSWALD SHPENGLER,

1983/84

oil on canvas, 200 x 100

sign. d.right. V. Georgievski
property of Aleksandar Rafajlovski

BEAUTY AND ()'.]" SHOES, 1984
oil on canvas, 100> 100
sign.d.right. V. Gewrgievski
property of llija Smiilev

SHOES WITH AN AUTUMN WIND, 1984
oil on canvas, 100 x 100

sign.d.right. V. Gecrgievski

property of family Deliulanovi

A CHILD AND OLD 3HOES, 1984
oil on canvas, 180 x 160
sign.d.right. V. Georgievski
property of family Slavenski

ADAM AND EVE |, 1€87
oil on canvas, 172 x 172
sign. d. right. V. Georgievski

property of the author

. PIETA, 1987

oil on canvas, 121 x 131
sign.d.right. V. Georgievski

property of the author
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10.

1.

12.

13.

14.

15,

16.

17

18.

CRUCIFIXION WITH MUSICIANS,
1987

oil on canvas, 120 x 132
sign.d.right. V. Georgievski
property of the author

MEMORY OF BETHOWEN, 1987
oil on cnvas, 70 x 80

sign. up. right. V. Georgievski
property of Stavrev Branko

DOWRY, 1986/87

oil on canvas, 70 x 80

sign. d. right. V. Georgievski
property of RO ,Gazela*

PRAYER, 1986/87

oil on canvas, 200 x 100
sign.d.right.V. Georgievski
property of dr. Boris Petrovski

A WHITE CRUCIFIXION, 1987
oil on canvas, 155 x 107
sign.d.right. V. Georgievski
property of dr. Kosta

THE BETHLEHEM CHOIR, 1987
oil on canvas, 100 x 100
sign.d.right. V. Georgievski
property of the author

MEMORY OF BETHOWEN 1987
oil on canvas, 80 x 70

sign. d. right. V. Georgievski
property of Goran Samoilovski

THE CRUCIFIED WITH A
WATERMELON, 1987

oil on canvas, 60 x 40
sign.d.right. V. Georgievski
property of Jovan Dimcevski

A MASK AND OLD SHOES, 1987
oil on canvas, 80 x 70

sign. d. right. V. Georgievski
property of RO ,Gazela"



19.

20.

21.

22.

23.

24.

25

26.

27,

28.

29.

PEKBUEM, 1988

mMacno Ha nnartHo, 150 x 200
curH.a.4.B.Meopruescky 88
COMcC. Ha aBToOpOT

PYITAHGE HA XPUCTOTC, 1988
macno Ha nnatHo, 150 x 181
curH.A.a.B.MeoprueBcku
COnC. Ha aBTopoT

CBALEBA, 1988

macno HannatHo, 150 x 182
curH.a.a. B. Feopruescku
COnc. HaasTopoT

AOAMUWEBAII, 1988
macnoHannaTtHo, 121 x 131
curH.n.4. B.FeoprueBcKu
COMC. Ha aBToOpoOT

CNYLUTAHE O KPCT, 1988
macno HannatHo, 150 x 200
CUrH.r.a.B.leoprueBcKH
COMC. Ha aBTOpPOT

MAHACTUPCKAHOK, 1988
macsoHannatHo, 101 x 101
curH.a.4a.B.MeoprueBcku
conc. HaaeTopoT

CTAPLIN, 1988

macno HannatHo, 101 x 101
curH.a.a. B.MeoprueBcKu
COnc. Ha aBToOpoT

PACIMNETHUE COBEHEL, 1988
macnoHannatHo, 101x 121
CcurH.a.4a.B.F'eoprueBcku
COMc. Ha aBToOpoT

CYBO LIBEKE, 1988
MacnoHa nnaTtHo, 70 x 80
CcwUrH.4.4.B.eoprueBcku
COrC. Ha aBTOPOT

YOBEKOT CO 3JTATHOTOTEJIE, 1988

MacnoHannatHo, 121x131
curH.a.a. B.MeoprueBcKH
COrnc. HaaBTopoT

PACMNETUE UKOKA KOJIA, 1988

macno HannatHo, 121 x 131
curH.n.a. B.eoprueBcKku
conc. Ha cemejcTeo CTaBpeBy

30.

31.

32.

38.

34.

35.

36.

37.

38.

39.

40.

CYBO LIBEKE, 1988

macno HannatHo,80x70
CUrH.r.4.e. eoprueBcKku

conc. Ha MuuKoBuk Muoapar

CTAPLIH, 1988
MacnoHannatHo, 101 x 101
curH.a.4. B.NeoprueBcku
COrc. Ha aBToOpoOT

AGNUS DEI, 1988/89
Macno Ha nnatHo, 250 x 186
6.c.

Conc. HaasToOpOT

BEJTIOTOP30, 1988/89
mMacno HannatHo, 1565x 107
curH.a.a. B.Meopruescku 89
CONNC. Ha aBTOPOT

HOK CMPOTH OYXOBW, 1989
macno Ha nnatHo, 140x 130
CUrH. A.4. B. leopruesckun
CONC. Ha aBToOpPOT

KHE30OT MULLIKMH, 1989
macno Ha nnatHo, 100 x 100
cUrH. a.4. B F'eoprueBcKU
conc. Ha aBTopoT

MPBOTO UCKYLLEEHHME, 1989
Mac/o Ha nnaTHo, 66 x 80
curH. a.4. B.FeoprueBcKu
CONC. Ha aBTOPOT

HEBECEH JIEB, 1989
macno Ha nnatHo, 100 x 100
CUrH. 4.4. Beopruescku
conc. Ha aBTopoT

JIEB U CBETJTUHA, 1989
macno Ha nnaTtHo, 100 x 100
CHrH. A4.4. Beopruescku
COnC. Ha aBTOpPOT

KPBUTEJNO, 1989
Macro Ha nnaTtHo, 66 x 55
CUrH. A.4. BTeoprueBcKu
COMNC. Ha aBTopoT

JNEB U LUBEKE, 1989
Macno Ha nNaTHo, 66 x 80
CUrH. A. 4. BleoprueBcKku
COnc. Ha aBTOpPOT



19.

-

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

REQUIEM, 1988

oil on canvas, 150 x 200

sign. d. right. V. Georgievski 88
property of the author

MOCKING CHRIST, 1988

oil on canvas, 150 x 181 -
sign. d. right. V. Georgievski
property of the author

WEDDING, 1988

oil on canvas, 150 x 182
sign.d.right. V. Georgievski
property of the author

ADAM AND EVE I, 1988
oil on canvas, 121 x 131
sign.d.right. V. Georgievski
property of the author

DEPOSITION, 1988

oil on canvas, 150 x 200
sign.up.right. V. Georgievski
property of the author

A MONASTERY NIGHT, 1988
oil on canvas, 101 x 101
sign.d.right.V. Georgievski
property of the author

OLD PEOPLE, 1988

oil on canvas, 101 x 101
sign. d.right. V. Georgievski
property of the author

CRUCIFIXION WITH A WREATH, 1988
oil on canvas, 101 x 121

sign.d.right. V. Georgievski

property of the author

DRY FLOWERS, 1988
oil on canvas, 70 x 80
sign.d.right. V. Georgievski
property of the author

THE MAN WITH THE GOLDEN CALF,
1988

oil on canvas, 121 x 131
sign.d.right.V. Georgievski

property of the author

CRUCIFIXION WITH COCA COLA,
1988

oil on canvas, 121 x 131
sign.d.right.V. Georgievski
property of family Stavrev
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30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

DRY FLOWERS, 1988

oil on canvas, 80 x 70
sign.up.right. V. Georgievski
property of Mickovich Miodrag

OLD PEOPLE, 1988

oil on canvas, 101 x 101
sign.d.right. V. Georgievski
property of the author

AGNUS DEI, 1988/89

oil on canvas, 250x186
without signature
property of the author

A WHITE TORSO, 1988/89
oil on canvas, 155 x 107
sign.d.right.V. Georgievski
property of the author

NIGHT TOWARD GHOSTS, 1989
oil on canvas, 140 x 130

sign. d. right. V. Georgievski
property of the author

DUKE MISHKIN, 1989

oil on canvas, 100 x 100
sign. d. right. V. Georgievski
property of the author

THE FIRST TEMPTATION, 1989
oil on canvas, 66 x 80

sign. d. right. V. Georgievski
property of the author

HEVENLY BREAD, 1989

oil on canvas, 100 x 100
sign. d. right. V. Georgievski
property of the author

BREAD AND LIGHT, 1989
oil on canvas, 100 x 100
sign. d. right. V. Georgievski
property of the author

BLOOD AND BODY, 1989
oil on canvas, 66 x 55

sign. d. right. V. Georgievski
property of the author

BREAD AND FLOWERS, 1989
oil on cavas, 66 x 80

sign. d. right. V. Georgievski
property of the author



3ATTUCH HH3 AKBAPEJT

1. YHOBEKOTOA NABHUJBLOHOTEP.6B1V,
1985
aksapen, 60x80
CHMHTH.A.4. B eoprueBcKu
COMc.Ha aBTOpPoOT

2. YOBEKOTOO NABHAJBOHOTEBP.6V,
1985
akBapen, 60x80
curH.a.a.BlreoprueBCcKu
COMNC.Ha aBTOPOT

3. YOBEKOTO4 NABUILOHOTEP.6II,
1986
akBapen, 60x80
curH.g.a. B.FeoprueBcKku
COMC.Ha aBTOpoOT

4. YHOBEKOTOO NABHUILOHOTBP.6II,
1986
axkBapen, 60x80
curH.n.4. B.MeoprueBcku
COnC. Ha aBTopoT

5. MOBEKOTOA NMABUILOHOTEP.61,
1986
akBapen, 60x80
curH.a.4.B.Meopriuescku
COINC.Ha aBTOPOT

6. NPOOABAYHA XONTO LIBEKE, 1987
aksapen, 100x70
curH.a.4. B.MeoprueBcku
COnc. Ha aBToOpOT

7. POOEHOEHCKO LIBEKE, 1987
akBapen, 60x80
curH.a.a. B.M'eoprueBcku
conc. Ha Beapa Kopobap

8. MOrMABAPOTHA YAPOKHTE, 1987
akBapen, 60x80
curH.4.4a.B.M'eoprueBcku

COnC.Ha aBTopoT

9. CAH®$PAHLIUCKO, 1987
akBapen, 60x80
curH.a.4a. B.l'eopruescku
CONc.Ha aBToOpoT
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10.

1.

12.

13.

14.

15.

7

18.

19.

3EMJATA HA ANAYUTE, 1987
akBapen, 60x80

curH.a.a. B.M'eoprueBcku
COMC.Ha aBTOpOT

MNPEKUHATUQOT NET |, 1988
akBapen, 60x80
CHrH.a.a.B.leoprueBcku
COMC.Ha aBTOpoOT

NMPEKUHATUOT NET I, 1988
axksapen, 60x80

curH.a4.4. B.M'eopruescku
COMCc.Ha aBTopoT

NMPEKHUHATHOT NET I, 1988
akBapen, 60x80
CUrH.4.4.B.l'eopruescku
COnC. HaaBTopoT

TENNO MU CEHKAI, 1988
akBapen,40x60
CcurH.A.4.B.M'eopruescku
COnNC.Ha aBTOpPOT

TENTOUCEHKALII, 1988
akBapen, 40x60
curH.4.4a.B.MeoprueBcku
COnNCc.Ha aBToOpoT

. TEJTOU CEHKAIII, 1988

axkBapen, 40x60
curH.4.a.B.leoprueBcku
COnc.HaaBToOpPOT

CYBOLIBEKEI, 1988
akBapen, 40x60
curH.a.a.B.Meopruescku
COrMC.Ha aBTopoT

CYBOLIBEKEII, 1988
akBapen, 40x60
curH.aA.4.B.l'eopruescku
COMc.HaaBTopoT

CYBOJIMCJEI, 1988
aksapen, 40x60
curH.4.a.B.leoprueBcku
Conc.HaaBTOpPOT




WATER COLOR NOTES

. THE MAN FROM THE PAVILION NO 6
— IV, 1985

water color, 60h80

sign.d.right. V.Georgievski

property of the author

. THE MAN FROM THE PAVILION NO 6
—V, 1985

water color, 60h80

sign.d.right. V.Georgievski

property of the author

. THE MAN FROM THE PAVILION NO 6
— 1Il, 1986

water color, 60x80

sign.d.right. V.Georgievski

property of the author

. THE MAN FROM THE PAVILION NO 6
— [, 1986

water color, 60x80

sign.d.right. V.Georgievski

property of the author

. THE MAN FROM THE PAVILION NO 6
— 1, 1986

water color, 60x80

sign.d.right. V.Georgievski

property of the author

. THE SELLER OF THE YELLOW
FLOWERS, 1987

water color, 60x80

sign.d.right. V.Georgievski
property of the author

. BIRTHDAY FLOWERS, 1987
water color, 60x80
sign.d.right. V.Georgievski
property of Vedra Korobar

. THE CHIEF OF THE CHEROKEE, 1987
water color, 60x80

sign.d.right. V.Georgievski

property of the author

. SAN FRANCISKO, 1987
water color, 60x80
sign.d.right. V.Georgievski
property of the author

10.

i

12.

13.

14.

15.

16.

17

18.

18.

THE LAND OF THE APACHE, 1987
water color, 60x80

sign.d.right. V.Georgievski
property of the author

THE INTERRUPTEDFLIGHT, I, 1988
water color, 60x80

sign.d.right. V.Georgievski
property of the author

THE INTERRUPTED FLIGHT I, 1988
water color, 60x80

sign.d.right. V.Georgievski

property of the author

THE INTERRUPTED FLIGHT Ill, 1988
water color, 60x80

sign.d.right. V.Georgievski

property of the author

BODY AND SHADOW [, 1988
water color, 40x60
sign.d.right. V.Georgievski
property of the author

BODY AND SHADOW II, 1988
water color, 40x60
d.right.V.Georgievski
property of the author

BODY AND SHADOW Ill, 1988
water color, 40x60
sign.d.right.V.Georgievski
property of the author

DRY FLOWERS |, 1988
water color, 40x60
sign.d.right. V.Georgievski
property of the author

DRY FLOWRS II, 1988
water color, 40x60
sign.d.right.V.Georgievski
property of the author

DRY LEAVES |, 1988
water color, 40x60
sign.d.right.V.Georgievski
property of the author



20. CYBOJIUCJEII, 1988

28

aksapen, 40x60
curH.a.4. B.l'eoprueBCcKU
Cconc.Ha aeTopoT

CYBO NTUCJEII, 1988
akBapen, 40x60
curH.A.4. B.N'eoprueBcKu
COnc.Ha aBTopoT

22. XXOJTTAMJTAHHUHA, 1988

aksapen, 40x60
curH.a.4. B.l'eoprueBCKU
COnc.HaaBToOpoT

HAPTOHH 3A CITHKH

e

10.

CTAPUYEBJIN, 1987
Kom6. TexH. 60 x40

. OBENEXXAHWUOT, 1987

kom6. TexH. 60 x40

MU3BPAHUOT, 1987
Kom6.TexH.60x40

yyBAPOTHA MAHACTUPOT, 1988
komb. TexH.60x40

WEHATAHAUYYBAPQT, 1988
komb. TexH.60x40

BEYHUOT MAHACTUP, 1988
Kom6. TexH. 60 x40

BENUOT COH, 1988
kom6. TexH. 60 x40

. PACMHATA, 1988

Kom0. TexH.60x40

YCMAHWUOT, 1988
Komb.TexH.60x40

rPADUTHU, 1988
Komb.TexH.60x40

23

24,

25.

. JIMTYPTUJA (TpunTux), 1988
aksapen, 60x80
CHrH.A.4. B.M'eoprueBCKU
COMC.Ha aBTopoT

U3MHUHATUOT NAT, (TpunTux), 1988
aksapen, 60x80

curH.4.4. B.'eoprueBCKU

COnc. Ha aBTopoT

CBEYEHA PA3LENBA (TpunTux), 1988
akBsapern, 60x80

curH.a.4a. B.l'eoprueBCcKH

COMNC.Ha aBTopoT

CKYJITITYPA

1.

50

PACMNETHELI, 1987
6apesses (runc), 40x30x5

PACMNETHEII, 1987
6aperses (runc),40x30x15

OTCEYEHATA T TABAHA JOBAH

(ununopTpeT Ha ®joaop
Muxajnosuu-[0CTOEBCKH), 1989
bapersed (runc), 80x45x25



20. DRY LEAVES II, 1988
water color, 40x60
sign.d.right.V.Georgievski
property of the author

21. DRY FLOWERS lll, 1988

water color, 40x60
sign.d.right.V.Georgievski
property of the author

22. YELLOW MOUNTAIN, 1988

water color, 40x60
sign.d.right.V.Georgievski
property of the author

PROJECTS FOR PAINTINGS

1. OLD SHOES, 1987
comb. tech. 60 x 40

2. THE MARKED, 1987
comb. tech. 60 x 40

3. THE SELECTED, 1987
comb. tech. 60 x 40

4. THE MONASTERY KEEPER, 1988
comb. tech. 60 x 40

5. THE WIFE OF THE KEEPER, 1988
comb. tech. 60 x 40

6. THE ETHERNAL MONASTERY, 1988
comb. tech. 60 x 40

7. THE WHITE DREAM, 1988
comb. tech. 60 x 40

8. CRUCIFIED, 1988
comb. tech. 60 x 40

9. ASLEEP, 1988
comb. tech. 60 x 40

10. GRAFFITY, 1988
comb. tech. 60 x 40
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23.

24.

25.

LITURGY (triptych), 1988
water color, 60x80
sign.d.right.V.Georgievski
property of the author

THE PAST WAY (triptych), 1988
water color, 60x80
sign.d.right.V.Georgievski
property of the author

A SOLEMN SEPARATION
(triptych), 1988

water color, 60x80
sign.d.right.V.Georgievski
property of the author

SCIILPTURE

1.

CRUCIFIXION I, 1987
bas-relief (gypsum), 56,5x38,3x10

CRUCIFIXION II, 1987
bas-relief (gypsum), 40x30x15

THE CUT HEAD OF JOHN

(or a portrait of Feodor
Mikhailovich — Dostoevsky), 1989
bas-relief (gypsum), 80x45x25



LPTEXH

10.

. BENMTMOTMAHACTHKP, 1978

monue Bo 6oja, 128x170
curH.a.4a.B.l'eoprueBcKu
conc.Ha cemejctBo MnaaeHoBuK

3ABOPABEHW NONAULMN, 1985
mMonus Bo 6oja, 200x160
curH.a.a. B.l'eopruescku
conc.Ha YamMuHckn AnekcaHaap

XPUCTOC LLUITO YEKOPH, 1986
Tyw, 100x70

curH.a.4. B.Mreoprueecku
COMC.HaUHr. apX. umuTpuje
Fony6oBCcKM

. MHUETA, 1986

Tyw, 100x70
curH.a.a. B.l'eoprueBcku
COINC.Ha aBTopoT

COHOTHA PACIHATHOT, 1986
Tyw, 100x70

curH.a.4. B.l'eopruescku

COrC. Ha aBTOpPOT

PACIMETHE, 1986

Tyww, 100x70
curH.a.4.B.MeoprueBcku
COMNC.HaaBTOpOT

3AMUCHHUYAP, 1986
monuB Bo Hoja, 100x70
curH.a.a.B.M'eoprueBcku
conc.Ha bpaHko CtaBpes

PACMHATUOT LLUTOTIEE, 1986
Tyw, 10Cx70
curH.a.4.B.M'eoprueBcKu
COnc.Ha aBTopoT

. BJJATOBECTH, 1986

Tyw, 100x70
curi.a.4a.B.Mr'eoprueBcku
CONC.Ha aBTopoT

PACIETHE, 1986
Tyw, 100x70
curH.a.B.l'eoprueBcku
COMC. Ha aBTopoT

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.
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NABUIBOHOTBP. 6, 1987
mMonue Bo 60ja, 120x110
curH.a.4.B.M'eopruescku
COnc. Ha aBToOpOT

PEKBMEMI, 1987
nacten, 200x180
curH.4.4.B.'eoprueBcku
CONcC.Ha aBTopOT

PEKBUEMII, 1987
nacten, 200x180
curu.g.4.B.lN'eoprueBcku
COnC.Ha aBToOpPOT

PEKBUEMIII, 1987
nacten, 200x180
curu.4.4a.B.F'eoprueBcKku
COMCc.Ha aBToOpoOT

PEKBUEM IV, 1987
nacten, 200x180
curH.4.4.B.l'eoprueBBCKU
COMNC.HaaBTopoT

BOCKPECHATHOT, 1987
Komb.TexH.,200x100
curH.4.a.B.l'eopruescku
COnc.Ha aBTopoT

YUTUETO HA CB.TEOPT U, (TpunTux)

1987

Tyw, 120x180
curH.a.4a.B.lr'eoprueBcKu
COMNC.HaaBTOpOT

ECEHCKO JIUCJE, 1987
Mosnue Bo 6oja, B0x70
curH.4.4.B.MeoprueBcku

conc.Ha TynypKkoBcKu Bacun

BOCKPECHATHOT I, 1987
Tyw, 200100
curH.a.a.B.N'eopruescku
COnc.Ha aBToOpoOT

CBETHOT NEB, 1988/89
monue Bo 6oja, 80x70
curH.4.4.B.l'eoprueBcku
CONNC.Ha aBTOpOT




DRAWINGS

10.

. THE WHITE MONASTERY, 1976

colored pencil, 128x170
sign.d.right.V.Georgievski
property of Zoran Mladenovich

FORGOTEN SHELVES, 1985
colored pencil, 200x160
sign.d.right.V.Georgievski
property of the author

WALKING CHRIST, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of ing.arch.Dimitrije
Golubovski

PIETA, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

THE DREAM OF THE CRUSIFIED,

1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

. CRUSIFICATION, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

. THE RECORD KEEPER, 1986

colored pencils, 100x70
sign.d.right.V.Georgievski
property of Branko Stavrev

. THE CRUSIFIED THAT SINGS, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

. ANNUNCIATION, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

CRUCIFIXION, 1986

ink, 100x70
sign.d.right.V.Georgievski
property of the author

11.

12.

13.

14.

15.

16.

1.

18.

19.

20.

PAVILION NO | — 6, 1987
colored pencils, 120x110

sign.d.right.V.Georgievski
property of the author

REQUIEM I, 1987

pastel, 200 x 180
sign.d.right.V.Georgievski
property of the author

REQUIEM II, 1987

pastel, 200x180
sign.d.right.V.Georgievski
property of the author

REQUIEM lII, 1987

pastel, 200x180
sign.d.right.V.Georgievski
property of the author

REQUIEM lII, 1987

pastel, 200x100
sign.d.right.V.Georgievski
property of the author

THE RESURRECTED, 1987
comb.tech.200x100
sign.d.right.V.Georgievski
property of the author

ST.GEORGES HAGIOGRAPHY
(triptych), 1987

ink, 120x180
sign.d.right.V.Georgievski
property of the author

AUTUMN LEAVES, 1987
colored pencil, 80x70
sign.d.right.V.Georgievski
property of Tupurkovski Vasil

THE RESURECTED II, 1987
ink, 200x100
sign.d.right.V.Georgievski
property of the author

THE HOLY LOAF, 1988/89
colored pencil, 80x70
sign.d.right.V.Georgievski
property of the author



FTEOPTHEBCHH BJTAQHMHP

Ponex Bo Ckonje 1942. [lunnomupanHa
AKagemujaTa 3a IMKOBHU YMETHOCTU BO
Benrpaa 1968.MNocTAUNNOMCKU CTYAKU
3aBpLuUKn Ha uctata Akaaemuja 1970., Kaj
npodecopoT MnageH CpOUHOBHK.
CryauckunatyBarsa: AHriuvja, PpaHumja,
Linanunja, CCCPnCAQ.

PaboTu Kako npodecop Ha
ApXUTEKTOHCKHOT dakynTeT Bo CKonje.
Agnpeca: Hapoaxu opoHT 15, Kanewred,
91000 Ckonje

1977

1978
1980

1983
1989

CAMOCTOJHH U3TTOMBH

Ckonje, MysejHacoBpemeHa
YMETHOCT

Benrpaa, Fanepuja ,Mowa MNujane”
Ckonje, LleHTap 3aKyntypau
MHOOpMaUnK

Benrpaa, Fanepujanpu

KonapuuyesnoT HapOAEH YHUBEP3UTET

Ckonje, YMeTHWuKa ranepuja
Ckonje, YMeTHUUKaranepuja

rPYINHH NU3JIOMBH

1967/68 YuecTyBan HananoxoureHaYJ1YC

1968
1969

1971

1972

1973
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Benrpag, IX OKTOMBPHCKH CanoH

Benrpaa, , eHepauuja 69°
Benrpaa,CoBpemeHa MakeAOHCKa
YMETHOCT — MnajareHepaumja
Benrpaa, HOB Bo aenataHa
JIMKOBHUTE YMETHULU

Ctpymuua, CTpyMUUKa IMKOBHA
KONOHWja

Muatpa Heamu (PymyHuja),
CoBpemMeHa MaKeADHCKa YMETHOCT
Ckonje, CoBpeMeHU MaKeAOHCKH
yMeTHWUM — Mnaaa redepaumjall,
My3ejHa coBpemMeHa yMeTHOCT
Butona, CoBpemMeH1 MaKe AOHCKH
ymeTHWUM — MnazareHepauujall,
YMeTHuuKa ranepuja ,Mowa Nujane”

Ctpymuua, CTpyMHYKa TMKOBHa
KONnoHwuja

Ckonje, XXIX TpaauuuoHanHa
eceHckausnoxbaHa 4JTYM,
YMEeTHUUKA ranepuja



GEORGIEVSKI VLADIMIR

Born in Skopje 1942. Graduated
from the Academy of Fine Arts in
Belgrade 1968. Completed his
graduate studies at the same
Academy in 1970 under professor
Mladen Srbinovic.

Travelled on study trips to: England,
France, Spain the Soviet Union and
USA.

Works as professor at the Faculty of
Architecture in Skopje.

Address: Narodni front 13, Kapistec,
91000 Skopje

ONE — MAN EXHIBITIONS

1977 Skopje, Meseum of Contemporary
Art
Belgrade, Gallery ,Mosa Pijade”

1978 Skopje, Cultural and Information
Center

1980 Belgrade, Gallery of the Kolaricev
Public University

1983 Skopje, Art Gallery

1989 Skopje, Art Gallery
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GROUP EXHIBITIONS

1967/68 Participated at ULUS (Serbian

1968
1969

1971
1972

1973

Society of Artists) Exhibitions
Belgrade, The Ninth October Salon
Belgrade, ,Generation 69*
Belgrade, Macedonian
Contemporary Art — Young
Generation

Belgrade, The National and
Liberation War in the Works of the
Artists

Strumica, Strumica Art Colony
Piatra Neamc (Rumania),
Macedonian Contemporary Art
Skopje, Macedonian Contemporary
Artists — Young Generation

Bitola, Macedonian Contemporary
Artists — Young Generation Il
.Mosa Pijade” Gallery

Strumica, Strumica Art Colony
Skopje, The Twenty-ninth Traditional
Autumn Exhibition of DLUM
(Macedonian Society of Artists), Art
Gallery



1974 Hoewu Capg, 12 coBpemeHu

1975

1977

1978

1979

1980

MakeZ OHCKM yMeTHUUM, [anepujanpu
pabOTHUUYKUOT YHUBEP3UTET ,PaanBOj
YupnaHoe*

JbybrbaHa, [1eHOBM Ha KynTyparta Ha
mnaaute og CPM Bo CP CrnoBseHuja
KocTtarbeeuua Ha Kpka, Make4OHCKH
YMETHULMU, JIaHWYyTOB TMKOBEH CanoH
Ckonje, Uanoxkbana JNIYM —
Lptex/77, CanoHHa HYB ,KnumeHT
Oxpuacku®

Butona, lll TpueHane Ha coBpemeHara
jyrocnoBeHcKa rpaduvka, YMeTHU4YKa
lanepwuja ,Mowa lNujape”

Ckonje, IXrpatduuka usnorkba Ha
OJTYM, CanoH Ha HYB ,KnumeHT
OxXpuACKH®

Ckonje, Uanox6aHa OJTYM —
uprex, CanoH HaHYB ,KnumeHt
Oxpuacku®

Ckonje XXXIV roguwxa nanoxba Ha
OJ1YM, My3ejHa coBpeMeHa
YMETHOCT

Ckonje, X rpaduuka uanoxxbaHa
ANTYM, CanoH Ha HYB ,KnumeHT
Oxpuacku®

KymaHoBo, X rpacduukausnoxbaHa
ANYM, YMeTHUUKa ranepuja
Crpymuua, X rpaduyka uanoxta Ha
OJTYM, PaBOTHUYKU yHUBEP3UTET
»~Jocud Jocuposckn — Ceewrapor”
Burtona, X rpacduuka uanoxxbaHa
ANYM, YmeTHWuyKa ranepuja ,Mowua
Mujane”

Ckonje, Kputuyapure oabpaa, [lom
Hamnagure ,25Maj*

Tysna, JyrocnoBeHCKU TeaTapCKu
noptpet 1945 — 1980, FanepujaHa
JyrocnoBeHCKMOT nopTpeTBo Tyana
Ckonje, CoBpeMeHa MakeZjoHCKa
rpaduka (o konekuujaraHa MCY),
Myz3ejHa coBpeMeHa yMeTHOCT
Ckonje, CoBpemMeHa MakeaOHCKa U
HOpBellKa rpaduka (o4 Konekuujara
Ha MCY), LleHTap 3a kyntypau
UHbOpMaL UK

1981
1982

1988

1967
1968

1971
1977
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Ckonje, XIrpaduruka usno)kba Ha
OJTYM, CanoHHaHYB ,KnumeHT
Oxpuacku®

Benrpaa, UsnoxbaHa nenaHa
JIMKOBHMWTE YMETHULIM KOU W3anarane
npu ranepujarta Ha Konapuyesuot
HapoAeH YHUBep3uTeT BO MUHaTaTa
NUKoBHa ce3oHa (1979-1980),
["anepwuja npu Konapuuesunor
HapoAeH YHMBEep3nTeT

Ckonje, COJ1YJ'81, My3ejHa
coBpeMeHara yMeTHOCT

Ckonje, U3norxba Ha nMKoBHU Aena
0l MaKeJOHCKHW aBTopH, U3noxbeHu

NPOCTOPKU Ha HOBUOT A0OM Ha nNevyaTtoT

HWM ,HoBa MakeaoHuja*

Cronje, XXXVl roauwwHa usnoxoa Ha
OJTYM, YMmeTHWYKa ranepuja
Combop, Uznoxxba Ha nuKoBHaTa
eceH, M'paackumysejso Combop
XaHosep, CoBpemeHH
JyrocnoBeHCKU IMKOBHU YMETHULIM,
MyaejHa MmoaepHa yMmeTHoCT
Ckonje, MakeaoHCKaTa IMKOBHA
YMETHOCT BO YMETHUYKaTa ranepuja
Ckonje 1948-1988, YMeTHUuKa
ranepuja

HATPALQH

MBaruua, | Harpaga Ha nMKoBHaTa
KONOHMUja

Benrpaa, OTkynHa HarpaaaHa
usnoxbara ,HOBBO nenaraHa
JIMKOBHW yMeTHUUM oA JyrocnaBuja“
MunelweBo, | Harpaaa Ha nMKoBHaTa
KONoHuja

Ckonje, Harpaaa 3a upTtex Ha
Gubnuotekara ,KnumeHt Oxpuacku®
Hauanoxkbarta ,MakeOHCKK
COBpEeMeH upTex”

HU3Benmosank Bo CTonaHcka BaHka
Bo Ckonje 1971




1974

1975

1977

1978

1979

1979
1980

Novi Sad, Twelve Macedonian
Contemporary Artists, Art Gallery at
the Adult Education Center ,Radivoj
Cirpanov*

Ljubljana, Cultural Days of the
Macedonian Youth presented in the
Socialist Republic of Slovenia
Kostanjevica at Krka, Macedonian
Artists, Laniutov Art Salon

Skopje, Exhibition ,DLUM —
Drawings 77 Exhibiting Salon of
,Kliment Ohridski“ Public and
University Library

Bitola, The Third Triennial of the
Yugoslav Contemporary Graphics®,
Art Gallery ,Mosa Pijade*

Skopje, The Ninth Graphic
Exhibition of DLUM (Macedonian
Society of Artists), Exhibiting Salon
of ,Kliment Ohridski* Public and
university Library

Skopje, Exhibition of DLUM —
DRAWINGS, Exhibiting Salon of
,Kliment Ohridski“ Public and
University Library

Skopje, The Thirty Fourth Annual
Exhibition of DLUM ,Macedonian
Society of Artists*, Museum of
Contemporary Art

Skopje, The Tenth Graphics
Exhibition of DLUM (Macedonian
Society of Artists*, Public and
University Library

Kumanovo, The Tenth Graphic
Exhibition of DLUM (Macedonian
Society of Artists), Art Gallery
Strumica, The Tenth Graphic
Exhibition of DLUM (Macedonian
Society of Artists), Adult Education
University ,Josif Josifovski —
Svestarot”

Bitola, The Tenth Graphic Exhibition
of DLUM (Macedonian Society of
Actists), Art Galery ,Mosa Pijade®
Skopje, Critic's Choice, Youth
Cultural Center ,May 25*

Tuzla, Yugoslav Theatric Portrait
1945-1980, Gallery of the Yugolasv
Portrait in Tuzla

Skopje, Macedonian Contemporary
Graphic (from the Museum of
Contemporary Art Collection),
Museum of Contemporary Art

1981
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1982

1982
1988

1967
1968

1971
1971

Skopje, Macedonian and Norwegian
Contemporary Graphic (from the
Collection of the Museum of
Contemporary Art), Cultural and
Information Center

Skopje, The Eleventh Graphic
Exhibition of DLUM (Macedonian
Society of Artists), Exhibiting Salon
of ,Kliment Ohridski“ Public and
University Library

Belgrade, The Exhibition of
Exhibited Work at the Kolaricev
Pubic University in the past Art
Seasone (1979—1980), Gallery at
the Kolaricev Public University
Skopje, SDLUJ (The Yugoslav
Society of Artists) 81, Museum of
Contemporary Art

Skopje, The Exhibition of Artistic
Works from Macedonian Artists,
Exhibiting Hall of the New Printing
Shop, NIP ,Nova Makedonija“
Skopje, The Thirty-seventh Annual
Exhibition of DLUM (Society of
Macedonian Artists), Art Gallery
Sombor, The Exhibition of Artistic
Autumn, Museum of city of Sombor
Hannover, Contemporary Yugoslav
Fine Artists, Museum of
Contemporary Art,

Skopje, the Macedonian Fine Art in
the Art Gallery Skopje 1948-1988,
Art gallery

PRIZES

Ivanjica, First prize of the art Colony
Belgrade, Purchase prize from the
exhibition ,National and Liberatior
War in the works of the Yugoslav
Artist”

Milesevo, First prize of the Art
Colony

Skopje, Prize for drawing of the
library ,Kliment Ohridski* from the
Exhibition ,Macedonian
Contemporary Drawings*

Carried out a mosaic at Stopanska
Banka in Skopje, 1971.



BHUBJ/THOTPA®PHJA
BIBLIOGRAPHY

Hoea MakeaoHuja,
Ckonije, 10.VIL.1973

Beuep, Ckonje, 7.VI.1977
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1972 — AHOHWM APCHK, M. AHOHWM
CE YEKA CAMO HA ®PATMEHT NNMKOBHUX 3AIOBONEH
LWEMOB — 3BUBAA — Beuep, Ckonje, 21.IV.1977
ABTOPH BO U3NOXBA
CTOMAHCKATA BAHKA MAKE[JOHCKE BEJTMHKOBCKH,
Beyep, Ckonje, 12.IV.1972 YMETHOCTH Y HOBOM Bnaaumup
cALY TEMHA CTPAHA O
ABALIMEBA DOHesruk, Hosu Can, HELLITATA
OUMUTPOBA, Comba 18.V1.1984 Hosa MakenoHuja, Ckonje
BPCHUUMTE JABAAT 14.IV.1977
BO HACOKA HA BEJIMHKOBCKH
®UIYPATUBHOTO Bnaaumup AHOHUM
KomyHucT, Ckonje, YEABA UHULIMJATUBA MOMXHOCT
27.IV.1972 Hosa MakeaoHuija, Beuep, Ckonje, 16.V.1977
Ckonje,9.X.1974
'Aua:dlﬁq%%gA = NEJHY, Tuxomup
; H3NOXBA
MNADA FEHEPALIMJA i o) FEOPTMEBCKOT
Hosa MakenoHuja, B ub .19 OmnaauHcke HosuHe,
Cronje, 14.V.1972 eyep, Ckonje, 7.111.1975 Beorpas, 4.6.1977
7 M.,
MYCOBWK, BoraaH HKM.
YMETHOCTA HA T BH3AHTHJA KAO Y30P
MINALATA FTEHEPALIMJA Mn HTT o0 CPM MonuTuka, Beorpaa,
Mnaa Bopeu, CKonje, vl bl Al 16.6.1977
22\ 1972 osa_MaKenooua,
Cronje, 24.V.1975 ZIVKOVICcMirjana
O ,KLASICNOM*“
1973 — AHOHWM e SAVATIRRD
NPOLANIAEQUYBAHE Mladost, Beograd,
KOJ HACTAH OENO HA BEKE 17.6.1977
WK NUYHOCT? NOCTUTHATOTO
HOBaIMaKEAOHH]a. Hosa MakeaoHuja, B.B.
Ckonje,7.1.1973 Ckonje, 3.V1.1975 MOMYENA NIMKOBHA
KONMOHUJA
CTAHOEB, M. ~MUNELLEBO*
BO 3HAK HA 1977 — AHOHUM Bopba, beorpan,
OECETIOQULLIHHUOT CAMOCTOJHA 15.7.1977
JYBUNEJ — HU3NOHBA HA
CTPYMHUYKA NMUKOBHA BNAOUMHP AHOHKUM
KONOHUJA FTEOPTMEBCHKH AKTUBHOCT

Beuep, Ckonje, 11.10.1977

AHOHWM KNETHWKOB, E.
MCHYLUEHWUE OETCKHOT LPTEX U
Beqep. CKOI‘I]& 7.VA977 PEBO"yuMJATA
1974 — LT Mnag Bopeu, Ckonje,
.12 MAKEQJOHCKH AHOHWUM 19.10.1977
NUKOBHHW YMETHULIU® NPBA U3NOXBA HA
BO HOBH CAQ BNAOWMWP AHOHUWM
Beuep, Cronje, 6.1v.1974 FEOPTMEBCKM TPAOULIOHANHA
Hosa MakegoHuja, U3NOHBA HA LPTEX
AHOHWUM Cwonje, 8.IV.1977 — Onym 77
JABAHAECET Hosa MakenoHuja,
MAKEJOHCKH KNETHUKOB, Edtum Ckonje,8.12.1977
YMETHULUMU U3NATAAT HEKOMW YYOHH
BO HOBU CAQl BPEMWHA BO MEHE AHOHHWM
Hosa MakeaoH#ja, Mnaa Bopeu, Ckonje, 13. UPTEXOT KAKO
Cxonje, 9.IV.1974 V1977 OUCLIMINIUHA



1978 —

Hosa MakenoHwuja,
Ckonje, 10.12.1977

BEJIMYKOBCKMH,
Bnaaumup

BE3 NO3HAYUMWTENHH
OTCTANYBAHA

Beuep, Ckonje, 16.12.1977

BARISIC, Ladislav
GENERACIJSKE DILEME
Oko, Zagreb, 29.12.1977

NETKOBCKH, Bopuc
HEHOM
HAPAKTEPHUCTHKH HA
NIUMKOBHHUOT XXUBOT
1977

Hosa MakenoHuja,
Ckonje,31.12.1977

KNETHUKOB, E®TUM
LIPTEXHOT UMA 360P
Mnan Bopeu, Ckonje,
21.12.1977 ’

TMNEBCKM, Nackan
rPA®HUUKHU BAPHJAHTH
Beuep, Ckonje, 12.V.1978

AHOHWM
HATMACEHOCT HA
BAJIEPUCHKHUTE
TOHOBH H
KOMMO3ULIHH
HosaMakeznoHwja,
Ckonje, 12.V.1978

MAYOBOK, 'b.
HENOTMYH HOHTAKT
CA CPEOJUHOM
Monummnse, Mpujenomne,
14.VII.1778

LLL.T.

UPTEXHU OO
BNAOUMHP
TEOPTMEBCKH

Beuep, Ckonje, 18.X.1978

TMNEBCKHM, Nackan
OPAMATHUYEH LIPTEX
Beuep, Ckonje, 19.X.1978

AHOHWM
LIPTEXXOT—ABTOHO-
MEH CITUKAPCHKH
MEOUYM

Hoea Makenouuja,
Ckonje, 25.X.1978

MYCOBMWK, BoraaH
MOOUPHULHPAH
NOETCKH PEANTU3AM
Mnan Bopeu, Ckonje,
25.X.1978

BEJ/IMYKOBCKH,
Bnagumup
MMHTONOIHJA HA
Er3MCTEHUHWJANHOTO
Hoea MakeoHHja,
Ckonije, 27.X.1978

FEOPTHUEBCKH,
Bnaaumunp
YOBEK NTHUUA
(penpoayKuuja)
Hoea MakenoHuja,
Ckonje,5.X1.1978

KNETHHUKOB, Edtim
NMOETCHKA
CUMBONH3ALUHWJA
CryaeHTcku 360p, Cronje,
7.X1.1978

MYCOBWK, BoraaH
AOWJANOT CO UPTEXOT
Mnaa Bopeu, Ckonje,
8.X1.1978

MAPNAMAHOB, JoBaH
NO30OPULLHU KOMALH
O CBAKOJOHEB/bY
Nobjena, Tutorpaa,
14.X1.1978

OUPJAH, Nunjana
NHUA
CryaeHTcKu1 360p,
21.X1.1979

TMNEBCKM, Mackan
NPOEMWB HA LIPTEXOT
Beuep, Ckonje, 9.X11.1978

1979 — ABALIMEBA IUMWUTPOBA,

Corba

CEH3WUBHITHA
CTPYKTYPA HA
UPTEHOT

KomyhucT, Ckonije, 1.1.1979

f.c.

TPUEHAIE HA
COBPEMEHATA
JYTOCNOBEHCKA
PASPUKA

Hoea MakepaoHuja,
Ckonje, 30.1.1979

TMNEBCKMU, MNackan
TPA®HUYUKH
KANEWOOCHKON
Beuep, Ckonije, 3.1.1979

MYCOBMWK, BoraaH
CO JACEH CTAB
Mnapn Bopeu, Ckonje,
7.11.1979
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f.c.

BO PAMKMTE HA
MAPKCHUCTHUKOTO
KPUTHYKO MHUCNEHE
Beuep, Ckonje,8.11.1979

MYCOBWK, BoraaH
TPA®HUKA NOO
CIMUKAPCKO
TYTOPCTBO

Hosa MakeaoHHja,
Ckonije, 11.11.1979

AHOHWM
COPABOTHA
Beuep, Ckonije, 20.11.1979

r.c.

HOBHUOT POMAHCHEP
NPOTUB MHUTOT 3A
HECBECHWOT FEHWJ
Hoea MaxkenoH#uja,
Ckonje, 22.11.1979

TMNEBCKH, Mackan

BO CEHKATA HA
TPAOHUUMUJATA

Beuep, Cronje, 24.11.1979

A. AUMHUTPOBA, Comba
NAHOPAMA HA
JYFTOCNOBEHCHATA
TPA®UKA

KomyHucT, Ckonje,
2.11.11979

MYCOBMWK, BoraaH
AONYM — UPTEMX 1978
Mnagn Bopeu, Ckonje,
1.1.1979

MYCOBMWK, BoraaH
CO MONMUBOT A0
BO3BHULLUEHOCT
Hoea MakeaoHwuja,
Ckonje, 15.IV.1979

AHOHUM
TPAJHA 3ALAYA
Beuep, Ckonje, 30.IV.1979

MYCOBWK, BoraaH
TPH TPA®HUYKH
MAHHUPECTALIUH
Hoea MakeaoHuja,
Ckonje, 10.VI,1979.

FEOPIMEBCKH
Bnaaumup

LWENOT
(penpoaykumja)Hosa
Makeaohuja, Ckonje,
5.VIIl.1979

PAOWYEBCKH, Hayme
KOH U3NOMBATA HA
ONnyMm

CryneHTcku 36op. Ckonje,
3.X1.1979



BEJIMHKOBCKM,
Bnaanumup

HE U3OCTAHAA
HWHTEPECHH
OCTBAPYBAHA
Hoea MakeanoHnuja,
Ckonje, 4.X1.1979

Ir.c.

OTBOPEHA U3NOMBA
-CKOMJE BO OENATA
HA NHKOBHHUTE
YMETHHULIK®

Hosa MakenoHuja,
Ckonije, 13.X1.1979

AHOHWM
KPUTUYAPHUTE
OLOBPAA

HoBa MakezoHuja,
Ckonje, 23.X1.1979

a.n.
KPUTHYAPUTE USBPAA
Beuep, Ckonje, 23.X1.1979

BEJIMHKOBCKM,
Bnaaumup

BO HEMHUPHHUTE
TEKOBH HA
COBPEMEHATA
YMETHOCT

HoBsa MakenoHHja,
Ckonje, 7.X11.1979

TUINEBCKMH, Mackan
MAKEOQOHCKA
CUEHOTPADUJIA,
NNAKAT U KOCTUMH
Beuep, Ckonje, 14.12.1979

A. AIMMHUTPOBA, Cotba
HELUTO TPEBA A CE
MEHYBA

Komynuct, Ckonje,
21.X11.1979

1980 — TMNEBCKM, MACKAN

AHUCKPETHO
CITUKAPCTBO
Beuep, Ckonje, 14.11.1980

OWPJAH, Nunjaxa
NOTNHUCOT E
CONCTBEHA NPECYOA
Beuep, Ckonje, 1.111.1980

r.c.

U3NOXBA
~JYFOCNOBEHCKHUOT
TEATAPCHKH NOPTPET*
1945-1980

Hosa MakenoHwja,
14.11.1980

FYPOBCKA, C.
CE CE CNy4YBA BO

MEFYNPOCTOPOT
Hosa MakenoHuja,
Ckonje, 28.111.1980

KAOWUJEBUK, TEOPTE
OOMXUBIbAJ PUBE
HuH, Beorpag, 27.1V.1980

VELICKOVSKI, VLADIMIR
TRADICIONALNO U
NOVOM

Vjesnik, Zagreb,
29.IV.1980

AHOHWUM

EOWUHAECTA
TPA®UYHA U3NOHBA
HA Anym

Hosa MakenoHuja,
Ckonje, 28.V.1980

TMINEBCKM, Mackan
rPA®HYUHH
HW3HEHALYBAHA
Beuep, Ckonje, 3.V1.1980

BEMUYKOBCKH, B.

MO HEKOE BPAHYE HA
MWPHATA MOBPLUHWHA
Hoea MakeaoHuja,
Ckonje, 13.VI1.1980

TMNEBCKM, Nackan
MAKEOOHCKH U
HOPBELUKU TFPA®HUKHU
Beuep, Ckonje, 3.V1.1980

A. AUMUTPOBA, Cotba,
CYOWUP HA BPBHHU U
NOTNPOCEYHH
PE3YNTATH

KomyHuct, Ckonije,
27.V1.1980

TPAJKOBMK, J
AYLUA CIIUKE
BeuepH:e HOBOCTH,
Beorpaa, 11.VIII.1980

BEJTMYKOBCKMH,
Bnaanmup

I B0 JYTOCNOBEHCHKO
TPUEHANE
~EKONMOTHJA U
JIMKOBHATA
YMETHOCT“
YmeTHocT, 6p. 7. CKonje,
1980

AHOHUM

HOBMTE MATHULLTA HA
HAPHUKATYPATA

Hosa MakenoHuja,
Ckonje,9.X1.1980 .

ABALIMEBA
OUMWTPOBA, Corba
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1981 —

rOOWLLIHHOT BUIAHC
HA OnyM

KomyHucr, Cronje,
12.X11.1980

fic:
MAKEOOHCKA
YMETHUYKA
HONEKUHUJA
Hoea MakeaoHuja,
Ckonje, 20.X11.1980

MYCOBMWK, BoraaH,
HOBA OUMEH3UJA HA
NUKOBHATA
YMETHOCT

Hoea MakenoHuja,
Ckonije, 28.X11.1980

ABALIMEBA
AUMUTPOBA, Cotba
CE NONPUCYTHU BO
CBETCHWUTE rANEPUH
Hosa MakezoHuja,
Ckonje, 31.X11.1980

ABALIMEBA IUMUTPOBA,
Comba

NOOEMOT U
AKTYENMHOCTA HA
UPTEXOT

Komynuct, Ckonje,

9.1.1981

ey

HU3NOXBA HA LIPTEXH
HA JYTOCNOBEHCHKH
CTYOEHTH

Hosa MakeaoHuja,
Ckonje, 6.11.1981

MYCOBMWK, BoraaH
CHKPOMHO U
MPOCEYHO

Hosa MakeaoHuja,
15.11.1981

M.J1.
OCAMEHOCTA —
HHUBOTEH
NPUOPYHHUK
Hosa MakenoHuja,
Ckonje, 3.111.1981

30JYEBCKA, L.
NMPEMMUEPA HA
~MAPTUJA PEMMH“
Beuep, Ckonje, 3.111.1981

MA3OBA, Ilunjana
CYBEPEHA TBOPEYHKA
MOK

HoeaMakegoHuja,
Ckonje, 11.11.1981



OCMAHJTA, Tomucnas
KOJ JA IYBH UITPATA?
Mnag Bopeu, Ckonje,
11.111.1981

BEJTMYKOBCKM,
Bnaaumup

E®EKTHA META®OPA
Mnag Bopeu, Ckonje,
18.111.1981

MYCOBMWK, BoraaH
35 U3NOXEBA HA ONYM
Mnaa Bopeu, 25.111.1981

AHOHHUM

CE NOAroTBYBA,
4yQoTO HA CBETH
fOPFUJA“

Beuep, Ckonje, 25.111.1981

AHOHWUM
MNPAU3BEOBA HA
,4Y00TO HA CBETH
FOPFHUJA“

HoBa MakenoHuja,
Ckonje, 20.V.1981

AHOHMM
APTUCTUYKHU HACTAH
Hoea MakeaoHuja,
Ckonje, 26.VI1.1981

AHOHWM
MPEMHEPA HA
MOHOOPAMATA
~CTEPHA“ OO T.
CMACOBCHH
Hosa MakeaoHuja,
Ckonje,20.V.1981

AHOHWM
COPABOTKA
Beuep, Ckonje, 3.VI.1981

MA3OBA, NunjaHa
METY KUBOTOT U
CMPTTA

Hoea MakenoHuja,
Ckonje, 16.VI1.1981

HAKOBA, H.

NMOYHYBA
BUEHAJIHOTO CTYQUO
3A UPTEX

HoBa MakenoHuja,
Ckonje, 14.VII1.1981

BOJALIMCKH, UsaH
BUJEHAIE UPTEHA
Bopba, beorpaa,
11.1X.1981

MA3OBA, JlunjaHa
HU3NOXBA HA
DOTOTPAPLPHUU U
KONnor
OUJANO3IUTUBH

1982 —

Beuep, Ckonje,
22.X11.1981

MAPKOBCKA, I
OPYTFAPYBAHE CO
BOUTE

Beyep, Ckonje, 7.1.1982

AHOHUM

OTPOBOT HA
ABOJHHUKOT

Beuep, Ckonje, 11.11.1982

AM.

BO CABOTA NMPEMHUEPA
HA ,TABU*

HoBa MakenoHuja,
Ckonje, 18.11.1982

MA3OBA, Ilunjana

3A {UBOTOT CO OBE
NMHUA

Hoea MakeaoHuja,
Ckonje, 24.11.1982

M.P.

3A NOronem
KOHTUHYMUTET BO
PABOTATA
HapoaeHrnac, Mpunen,
26.11.1982

NMAYHOBCKH, b
HUHTEPECHA U
HOPUCHA
NMPOBOHALIUJA
CryneHTcku 36op, Ckonije,
15.111.1982

AHOHWM

» JIET BO MECTO BO
TUTOrPALO"

Hoea MakeaoHuja,
Cronje, 21.111.1982

30J4HEBCKA, 4.
LPHOIOPCHKA
NMPEMUWEPA HA JIET BO
MECTO*

Beuvep, Ckonije, 21.1V.1982

M.

,CO CUINA NEKAP“ CO
TYPCKHUOT AHCAMBN
HosaMakenoHuja,
Ckonje, 15.X.1982

AHOHWUM
NPEMUEPA HA ,CO

CHWINA NEKAP*
Beuep, Ckonje, 15.X.1982

MA3OBA, NunjarHa
BE3 MONTUEPOBUOT
ayx

Hosa Makenonuja,
Ckonije, 15.X.1982
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1983 —

AHOHUM

U3NOBA HA
NIUKOBHHU OENA
Beuep, Ckonje, 11.X1.1982

MA3OBA, I
BECMHUCIIATA HA
CUNCTBOTO
Hoea MakezoHuja,
Ckonje, 19.X1.1982

TMINEBCKM, Nackan
PE3YNITATUTE HA
NnoBUAOOK

Beuep, Ckonje, 6.X11.1982

AHOHOM

~BECEINUTE YKEHHU
BHHO3O0PCKHU“ BO
TYPCHATA OPAMA
Beuep, Ckonje, 9. XII. 1982

BAPWULLIWK, Naau1cnas
CTAHOAPOHO NOLUO
EkpaH, Ckonje, 17.11.1982

30JYEBCKA, 0.
CHOK 01 TPU BEHA
Beuep, Ckonje,
24.X11.1982

'YPOBCKA, C
HEOOBOITHA
HOOPAWHALIUJA
Hoea MakeaoHHja,
Ckonje, 5.1.1983

'YPOBCKA,C
CO HAMANEH
WHTEH3UTET
Hoea MakenoHuja,
Ckonje, 12.1.1983

M.N

~dAMOHKINOBHUOT MEY“
04 H.XUKMET CO
TYPCKUOT AHCAMEN
Hosa MakeaoHuja,
Ckonje,22.1.1983

MOMOBCKM, Kocra
PATAHE HA H{MBOTOT
Beyep, Ckonje. 20.1V.1983

AHOHWM

PAKATHA (YMETHHUUYHA
FANEPUJA)

Beuep, Cronje, 22.1V.1983

MOMNOBCKHW, KocTta
CMPTTA CBEYEHO
PATAHE

Beuep, Ckonje,7.V.1983

CcB
U3NOXKBA HA
BrNAOUMWUP



TEOPTMEBCKH
Beuep, Ckonje, 10.V.1983

KNETHUKOB, EdTim
CMUKHUTE HA
BNAOUMUHP
TEOPTMEBCKH
CryneHTcku 36op, Ckonje,
11.v.1983

AHOHWUM
H3NOMBA HA
BNAOUMUP
TEOPTMEBCHH
HoeaMakenoHwja,
Ckonje, 13.V.1983

FTEOPTMEBCKMH,
Bnaavwmup

JATO PUEH
(penpoaykuuija)
Hosa MakeaoHuja,
Ckonje, 14.V.1983

AHOHWUM

BENMWUKO
WHTEPECOBAE Y
CHOMbY

Monwutuka Exkcnpec,
Beorpaa, 14.V.1983

'YPOBCKA, Coduja
UHUHOT HA
CNUKAHETO E TEATAP
Hoea MakeaoHHja,
Ckonje, 14.V.1983

KAPAH®WUINOB, BaHyo
BNAOWUMUP
TEOPTUEBCHH,
CITUKAP

ExpaH, Ckonje, 20.V.1983

JAKMMOBCKM, Xapko
CTPABOTH
MOTULLUTEHOCTA HA
HALLETO BPEME
Hoea MakeaoHuja,
Ckonje, 21.V.1983

FTEOPIrMEBCKM,
Bnaaumup
BNTATOBECTH
(penpoaykuwja)
Hoea Makeaorwja,
Ckonje,21.V.1983

AHOHWMM
NMPOOONMKEHA
U3NOHKBATA HA
B.TEOPTMEBCKH
Hoea MakeaoHwja,
Ckonje, 25.V.1983

TMITEBCKMH, Mackan
BHATPELLHA
JOPAMATHUHA

Beuep, Ckonje, 27.V.1983

1984 —

NONOBCKH, Kocta
NPUJATHO YYBCTBO
Beuep, Ckonje,31.V.1983

RUSI, Iso

DVIJE SIBANJSKE
SUDBINE

Danas, Zagreb, 31.V.1983

M.N

+OdAMAKNOB MEY“ CO
TYPCHATA OPAMA
Hoea MakeaoHuja,
Ckonje, 10.V1.1983

MAS3OBA, unjana
LIPBEHOTO CBETNO HA
ONACHOCTA

Hosa MakeaoHuja,
16.V1.1983

BARISIC, Ladislav
SKOPSKE SVIBANJSKE
I1ZLOZBE

Oko, Zagreb, 23.V1.1983

MA3OBA, NunjaHa
NMET HOBU NPOEKTH
Hoea MakeaoHuja,
Ckonje, 7.1X.1983

3.4.

MPAMU3BEOEBA HA
~KPLUAITHUTA*

Beuyep, Ckonje, 21.X.1983

MA30BA, I

NOAEMOT U NAAOT HA
NUYHOCTA

Hoea MakenoHwja,
Ckonje,21.X.1983

MA3OBA, JlunjanHa

HA KPCTOCHHLUATA HA
HUBOTOT

HoBa MakenoHuja,
Ckonje, 29.X.1983

CTEMAHOB, CaBa

Y YACT KOHbOBHUKA
Beuepte HoBoCTH,
Beorpag, 6.X1.1983

STEPANOV, Sava

OD EKSPRESIONIZMA
DO EKSPRESIONIZMA
Oko, Zagreb, 8.X11.1983

BEJIEBCKA,B
HELUTO NOMEfY
Mnan Bopeu, Ckonje,
28.X11.1983

M. .
NMPEMUEPA HA NYTE U
rYNABH

Hosa MakegoHuja,
Ckonje, 10.1.1984
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1985 —

M.N

CE NOArOTBYBAAT
OBE HOMEOWH
Hoea MakeaoHuja,
Ckonje,4.V.1984

AHOHWM
CINMUKAPCTBOTO
CEMNAK JOMHWHHPA
CryaeHnTtcku 36op, Ckonje,
25.V.1984

3.4y

CO ,MBAHOBH" 10 15
JYINHU

Beuep, Ckonje, 21.V1.1984

MAS3OBA, Iunjana
AHTEPCHA
HEOOCNEQHOCT
Hosa MakeaoHwija,
Ckonje,27.X.1984

AHOHWM

NUKOBHHU TBOPBM 3A
JYBHUNEJOT

Beuep, Ckonje, 14.X1.1984

AHOHMM

NOYHAA NPOBMUTE HA
~JYTOCNOBEHCHKA
AHTHUTE3A“ OO
MNEBHELL

Hosa MakeaoHuja,
Ckonje, 16.X1.1984

FTMNEBCKM, Mackan
OOCTOUHCTBEHOCTA
HA AKBAPENOT

Beuep, Ckonje, 19.X1.1984

BEJIMHYKOBCKM,
Bnaaumup
HELIENOCHA
NPE3EHTALIUJA
HoeaMakenoHuja,
Ckonje, 7.X11.1984

AHOHWM
NPEMHEPA HA
~JYTOCNOBEHCKA
AHTHTE3A*

Hosa MakenoHuja,
Ckonje, 31.1.1985

NETKOBCKMH, Bopuc
~HELUTO TPEBA OA
CEMEHYBA*“ A U BO
NPOPECHOHAINHATA
OBJEKTUBHOCT

HA KPUTUKATA
KomyHucT, Ckonje,
1.1.1985

MA3OBA,J
3AEMHO
PA30B/IUHYBAHE
Hoea MakenoHuja,
Ckonje, 8.11.1985



ABALIMEBA
AUMUTPOBA, Corba
HOJA
MPODECUOHAINHA
OBJEKTUBHOCT?
KomyHucT, Ckonje,
15.11.1985

AHOHWUM

EOHA BAJTKAHCHA
ENETHJA

Hoea MakeaoHwja,
Ckonje, 15.11.1985

AHOHHUM
-,PEBHU3OP HA
TYPCHATA OPAMA*
Beyep, Ckonje,

24 V11.1985

MASOBA, N
AHOPHK U HA
TEATAPCHA CLUEHA
Hosa MakeaoHuja,
Ckonje, 27.1X.1985

ANONIM
SVETIOT SON
Vjesnik, Zagreb, 2.X.1985

AHOHUM

NMOYHAA NMPOBHUTE HA
-TONEMHOT
BPNTUJAHTEH BAJC“
Hosa MakenoHuja,
Ckonje, 19.X1.1985

1986 — AHOHWM

MAMNA PUTAM 22“ O]
BNAOUMHP
NMABINEBCKH

Hosa MakeaoHuja,
24.1.1986

M.n

TPU HOBU NPETCTABH
Hoea MakedoHuja,
Ckonje, 30.1.1986

Mn.L.
CENOAroTBYBA
SAMNA PUTAM 22¢
Beyep, Ckonje, 4.11.1986

M.
HACUNCTBO —
YMETHOCT

Hoea MakegoHuja,
Ckonje, 7.11.1986

30JYEBCKA. U
MPEMMEPA HA
~TONEMHOT
BPUINMHUJAHTEH BANC*
Beuep, Ckonje, 7.11.1986

TPAJKOBCKA, Katuua
BAINUEP HA HALIEXKTA

KomyHucr, Ckonje,
14.1.1986

MA3OBA, N1njanHa
3ACTPALLUYBAYKHOT
CBET HA NYQUNOTO
Hosa MakeaoH#ja,
Cronje, 15.11.1986

30JYEBCKA, Ll
NMPEMMEPA HA ,MUNA
PHUTAM*

Beuep, Ckonje, 20.11.1986

Mn

3NATHHOT KOHEL HA
NABHUPHUHTOT

Hoea MakenoHuja,
Ckonje, 20.11.1986

3.

NPEMUEPA HA
~MATYBAYKHOT )
TEATAP LLIONANTOBHUK*
Beuep, Ckonje, 20.VI.1986

M.

NPEMHWEPA HA
~MATYBAUYKHOT ]
TEATAP LLIONANMOBUK*®
HoBa MakenoHwuja,
Ckonje, 23.V1.1986

3.4.

EHCHITY3UBHH
U3IBEOBM

Beuep, Ckonje, 23.V1.1986

MA3OBA, IlunjaHa
NPETCTABA BE3
PEXHJA

Hosa MakenoHuja,
Ckonje, 24.V1.1986

NOMOBCKH, Kocra
AHATOMHJA
Beuep, Ckonje, 2.VII.1986

3.4.

01 CPEOEH 00 21 BEK
Beyep, Ckonje,
12.VIl.1986

AHOHWUM
NPAU3BELOBA HA
~KEPYBHH 2096
HoBsa MakeaoHuja,
Ckonje, 14.VI1.1986

NEJYUHOBCKH, 4
AOPAMA 3A METEXXOT
HA BANKAHOT

Hosa MakegoHuja,
Ckonje, 15.X.VI1.1986

MASQOBA, N

NPOOOMKHUTENHO
AEJCTBO
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1987 —

Hoea MakenoHuja,
Cronje, 17.VI1.1986

TPAJKOBCKA, KaT1ua
3AMPEHWUTE NATHULLTA
HA MUHATOTO U
WOHUHATA

KomyHucT, Ckonje,
18.VI.1986

AHOHHUM
OTBOPEHA
CINUKAPCHKA
HONOHWJA BO
nunoBALl

Hosa MakenoHuja,
Ckonije, 19.VI1.1986

ANONIM

SLIKARSKA KOLONKA
U LIPOVCU

Vjesnik, Zagreb,
19.VIII.1986

AHOHHUM

KONMOHWJA Y NUNOBLUY
Beuepre HoBOCTH,
Beorpaa, 24.VI11.1986

MAS3O0BA, I
KOH®NUKTOT MEFY
YMETHOCTA U BNTACTA
Hoea MakeaoHuja,
Cronje, 24.X.1986

MA3OBA, I'unjaHa
TEATAP NPOTHUB
TEATAPOT

Hosa MakeaoHwja,
Cxonje, 29.X.1986

M.

HOBO BUOYBAHE HA
~HOLUTAHA*

Beuep, Ckonje, 8.1V.1987

f.c.

NAYPEAT — BACHITKA
NAOUHCHKA

Hosa MakepaoHuja,
Ckonje,22.V.1987

30JYEBCKA, L
NMPEMHUEPA HA
~HOLLUTAHA*

Beuep, Ckonje, 11.VI.1987

M.

~HOLLTAHA“ HU3
APAMATUKATA HA
NUKOBUTE

Hosa MakeaoHuja,
Ckonje, 11.VI.1987

MA3OBA, NunjanHa
CO NECHU U UTPH
Hoea MaxkeaoHuja,
Cronije, 16.VI.1987



MA3OBA, I
NPEMHEPA HA
~TEBAHCHKA
TPATEOWJA“ U
~SAOAYA“

Hoea MakegoHuja,
Ckonje, 17.V1.1987

M.N

~AOH HUXOT“ U
~PEBHU30OP*
HoBa MakezoHuja,
Ckonje, 29.X.1987

MA3OBA, unjana
YUCTATA MUCNA E

BEYHO MITALOA

Nuk (HoBa MakenoHwuja),

Ckonje, 9.X11.1987

30J4YEBCKA, L
COOYYBAHE CO
EMOXATA

Beuep, Ckonje,
25.X11.1987

M.N

PEBU3OPOT OEHEC
HosaMakeaoHuja,
Ckonje,25.X11.1987

1988 —

AHOHUM
-PEBU3OP“ BO
~UEHTAP“
Beuep, Ckonje,
29.X11.1987

MAS3OBA, INunjaHa
HU3 MUHATOTO OO0
CETFALLHOCTA

Hoea MakenoHuja,
Ckonje,9.1.1988

CA3[1OBA, B1HKa
CNUKAPCTBOTO E
JOHKHUXOTCTBO
Beuep, Ckonje, 2.1V.1988

LUP.B

U3NOHBA HA
COBPEMEHH
JYrTrOCNOBEHCKH
JIMKOBHHU YMETHHUUH
HosaMakenoHuja,
Ckonije, 8.IV.1988

CB

BNAOQUMUP
TEOPTMEBCHHW U3NATA
BO XAHOBEP

Beuep, Ckonje, 12.1V.1988
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M.S

BOGAT KULTURNI
IZLOG

Vedernji List, Zagreb,
19.IV.1988

V.P

JUGOSLOVENSKA
KULTURA U HANOVERU
Borba, Beograd,
20.Iv.1988

CA3[0OBA,B
3ABENEXUTENEH
YCNEX HA
JYTOCNOBEHCHKMWTE
YMETHHULIH

Beuep, Ckonje, 26.IV.1988

J.d

HALLK CABPEMEHH
CINMUKAPH

Monutuka Exkcnpec,
beorpaa, 12.V.1988

B.B.U

¥3 JYEUNEJ U
TELLUKOKE
Beyeptbe Hoeocty,
Beorpapa, 23.VI11.1988
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