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HauuoHanHata ranepuja Ha MakegoHuja co ocobeHo 3a-
[JOBOJCTBO ja NpeTcTaByBa HajHOBaTa CaMoCTOjHa nm3noxba Ha 3opaH
TonoBuK, egeH of HajpeHoMUpaHuTe ymeTHuum og Cpbuja.

Manoxbarta nog Hacnos , TuwmnHa“, Koja e BO LIenocCT 3amucreHa
N MHCNUpMpaHa oA MMMO3aHTHUOT objekT YudpTte-amam, ce coctou
of noBeKke WHCTanauum creuunjanHo OCMUCIIEHM 3a OBOj MPOCTOP.
MpomucnyBajkn ja enemeHTapHaTa HaMeHa 3a NPOYUCTYBaH-ETO Ha
MaxuTe, Kako U Ha xeHuTe, nsnoxbarta 36opyBa 3a YUCTEHETO Ha
TENOTO, HO N 3a YUCTEHETO Ha AyxoT. OapedeHn eneMeHTy Ha npo-
eKTOT ja ucTakHyBaat anabokata MOBP3aHOCT Ha HOBOHACTaHAaTOTO
[erno, nokanHaTta muctopuja n 60raTtcTBOTO LUTO Ce Heryea u ce 4yBa
BO Yndpte-amamor.

MpujaTHO n3HeHaayBa hakToT Aeka 06jekToT Yudpte-amam, Koj
e gen of HaumoHanHaTa ranepuvja Ha MakegoHuja, He e aTpakTUBEH
€OWHCTBEHO 3a AOMALLHUTE aBTOPW, TYKY, HANpPOTUB, HeroBara crneuu-
dUnYHa apxuTekTypa u uctopuja npetctaByBaaT CBOEBWAHO BAAXHO-
BEHME N 32 CTPaAHCKUTE YMETHULIM, KaKO LUTO € KOHKPETHMOT Cryyaj co
3opaH TogoBuK.

lMocBeTeHoCcTa KOH MeryHapogHata copaboTka e eaHa o
KpyLmjanHuTe Hacokn BO OYHKLMOHMPaHETO Ha HallaTa UHCTUTyuumja.
M3noxbata Ha cpncknotr ymeTHuk 3opaH TodoBuK e fokas Adeka
HauwnoHanHata ranepuja Ha MakegoHuja KOHTMHYMPaHO ja NOTBpAYyBa
cBojaTa npuMMapHa 3ajadva 3a npeseHTauumja Ha HajBpegHuTe oc-
TBapyBaka BO JOMEHOT Ha NMKOBHAaTa YMETHOCT Kaj Hac, BO PErMOHOT
1 MOLLNPOKO.

Xanuge lNanowwu, gnpekrop
HaumoHnanHa ranepuja Ha MakegoHwja



Galeria Kombétare e Magedonisé me kénagési t&é posagme
prezanton ekspozitén mé té re té pavarur té€ Zoran Todoviq, njérit prej
artistéve meé té spikatur nga Serbia.

Ekspozita e titulluar si “Heshtja”, e cila térésisht éshté e
paramenduar dhe inspiruar nga objekti impozant i Cifte hamamit, pér-
béhet prej mé shumé instalimeve té kuptimésuar né ményré speciale
pér kété hapésiré. Duke pérfillur géllimin elementaré utilitaré pér
pastrimin e meshkujve, dhe té€ femrave, ekspozita flet pér pastrimin
e trupit, por edhe pér pastrimin shpirtéroré. Elemente té caktuara té
projektit theksojné lidhjen e thellé té veprés sé re, historisé lokale dhe
pasurisé qgé kultivohet dhe ruhet né Cifte hamam.

Befasi e kéndshme éshté fakti se objekti i Cifte hamamit, si
pjesé e Galerisé Kombétare t€ Magedonisé, nuk éshté joshés vetém
pér autorét vendas, por pérkundrazi, arkitektura dhe historia e saj spe-
cifike paragesin njé lloj t& posacém té “frymézimit” edhe pér artistét e
huaj, si¢ éshté rasti konkret me Zoran Todovigin.

Pérkushtimi ndaj bashké&punimit ndérkombétaré éshté njéri prej
synimeve esenciale gjaté funksionimit té institucionit toné. Ekspozita
e artistit serb Zoran Todoviq éshté déshmi se Galeria Kombétare e
Magedonisg€, vazhdimisht déshmon detyrén e saj primare pér pre-
zantim té realizimeve mé t&€ ¢muara né fushén e artit figurativ te ne, né
suaza rajonale edhe mé gjeré.

Halide Palloshi, drejtor
Galeria kombétare e Magedonisé

The National Gallery of Macedonia has the pleasure to present
the new individual exhibition by Zoran Todovi¢, one of the most
renowned Serbian artists.

The exhibition, titled “Silence”, which is entirely envisioned and
inspired by the stately object of Chifte Hammam, consists of several
installations, specially designed for this space. Bearing in mind the
elementary purpose of purification of both men and women, this
exhibition speaks of the cleansing of the body, but also of the spirit.
Certain elements of the project emphasize the deep connection of
the newly created work of art, the local history and heritage that is
cultivated and preserved in the Chifte Hammam.

Apleasant surprise is the fact that the object of Chifte Hammam,
which is a part of the National Gallery of Macedonia, is not only
attractive to the home artists, but also that its specific architecture and
history present a kind of a unique “inspiration” to foreign artists, as is
the specific case with Zoran Todovic.

The dedication towards an international cooperation is one
of the crucial elements in the work of our institution. The exhibition
of Serbian artist Zoran Todovi¢ is proof that the National Gallery of
Macedonia continuously reaffirms its primary task of presenting the
most valuable achievements in the area of fine art, both in our region
and abroad.

Halide Paloshi, Director
National Gallery of Macedonia






»TULLNHA®
unu egHa anxemMucka npukasHa 3a Cno3HaBaH-€To

[MoBukyBajkn ce Ha chopmanHata heHOMEHOSOLIKA aHanM3a Ha npeT-
CTaBeHOTO, akTyenHata usnoxoba Ha 3opaH TogoBuK, HacnoBeHa eqHOCTaBHO
,TVLLIMHA“, NpeTcTaBeHa BO M3NoXOeHMOT NpocTop Ha objekToT YndTe-amam
(mnen o HaunoHanHata ranepuvja Ha MakeoHuja), MOXe Aa ja 03Ha4YMMme Kako
MOHYMeHTarnHa aMmbueHTanHa noctaBka CTPYKTypupaHa of noseke mefycebHo
NOBP3aHu M HEpPA3OEnHM eNIEMEHTU: LPTEXM KOHCTPYUpaHU BO BUA Ha UHCTa-
naummn, LpTexXn, TEeKCTOBKU, OBjeKTU U CRNKKU, KOW CO cBojata MPUCYTHOCT BO
[afeHnoT NpoCcTop reHepupaaTt Bo30yanvBa BU3yernHa npukasHa.

Cenak, of noseke NPUYMHK LITO, MPeA Ce, ce pe3dynTaT Ha KoMniekcHaTa
CUMHXPOHM3MPAHOCT Ha OpOjHWUTE WMHKOPMOpUpaHW efieMeHTU BKIONEeHW BO
oBaa MocTaBKa, Hy>KHO € a ce No3aHMMaBamMe CO NOBeKke METOAMN U Pa3fnYHK
MKOHOrpadpCKO-CUMBONUYKN KPUTUYKM aHanuan. MotpebaTta og BakBa KOM-
OuHMpaHa MHTepnpeTauvja He e pesynTypaHa camo of MpakTukaTa Ha Tomn-
KyBat€TO Ha PasnuYHUTE AUCKYPCU BO COBPEMEHUTE YMETHUYKU KPUTUYKU
NPakTVKN W TEOpUW; BO Cry4ajoB, HEOMXOAHWOT KOMOWHMpaH npuctan e
NMOTTUKHAT Of TBOPELUTBOTO Ha aBTOPOT, KOj BO MOYETOKOT HarmaceHo ce ba-
BM CO rpadmka, HO U CO APYrn Meamymu (CrMKapcTBO, CKynnTypa, o6jekTn,
WHCTanaumu...), KoM notoa cTaHyBaaT AOMWHAHTHU BO HEFOBOTO TBOPELLUTBO.
OnwTo 3emeHo, TogoBUK BO CBOWUTE Aena MM CUHTETM3MpPa NO3HaBaHETO He
CaMO Ha YMETHUYKWTE TONKyBaka UM TEXHUYKATE acneKkTU Ha MOCOYeHUTe
OVCLMNIUHK, TYKY U CONCTBEHaTa epyanumja u YyBCTBUTENHOCT KOH PasnnyHu
TMNoBM npobrnemMaTnka coo4yBajkv Ce CO peakuuy LTO ro HocaT Mpea3HakoT
YMETHWYKKN, a ce npoanaboyeHo feduHmpare Ha pasnuyHW ecTeTCKU, Co-
umjanHu, UCTopucku, unocodckm, NonMTUYKKM uckasu. nu, kako wTo Ha-
Benyea b. Kunkyn. ,Toj ce Tpyam aa mm usberHe ctanuuute Ha cTepeoTunoT
1 ja npudaka rpadmkara kako oTBOpeH cuctem, Bo Toj cuctem, 6nmsok go
NMOCTMOOEPHUCTUYKUTE HaYena, TogoBKK ro UCNUTYBa AejCTBOTO Ha oApeaeHu
npobnemu Ha co3gaBar-€TO BO PA3NMYHN MEANCKM NONuHa“.

3a npobnemom Ha dgojHocma u uenomo...,
JIUYHOMO U YHUBEP3aIHOMO...

Kako wTto mnocoyyBa aBTopoT, 6asata 3a cosgaBake Ha Herosara
n3noxba ,TuwmnHa“ ja Haora BO BenenenHMoT objekT YndTe-amam; enymHo
BO MCramckata apxuTekTypa, Koja MreHW Ha npB MOornea COo XMBOMUCHOCTA
Ha EeHTepuepoT; BO HeroBaTa yTUNMTapHa HameHa Ha jaBHa Oarba; Ho,
NPBEHCTBEHO, BO HEropata KoHuenuucka gyHKumoHanHoct. imeHo, objekToT
UYndpte-amam e nsrpageH Bo BTopaTta nonosuHa Ha XV Bek, Kako 3aBeluTaHve
Ha Wca-6er n nma aBojHa HameHa (OTTyKa U MMETO Ha amaMoT — Of, TYPCKUOT
360p ,4MTe" WTO O3HAYyBa MapeH, OBOEH), OAHOCHO € MoAerneH Ha MallKu
1 xeHckn den. MNoTpebaTa Ha aBTOPOT 3a UCTpaxyBake Ha CylTuHaTa Ha
noeseke AMXOTOMUM (NPOCTOp-Bpeme, MaTepuja-eHepruja,
MPUHLMM, OTCYCTBO-NPUCYCTBO...) TOTMYHO eMaHupa TOKMy Of OBaa OCHOBHA
nogenba Ha 06jeKToT.

MaLUKO->XEeHCKN

MoTeHumMpajkn eageH of HaBedeHWTe Oyanu3mu, KOHKPETHO Beke Cro-
MeHaTtaTa ABojHa mornosa/pogosa nojenba Ha amamoT, BO OBOj MPOEKT ce
BKITy4EHM XEHCKM M MallKu MOpPTPeTu of Konekuumjata Ha HauuowanHara
ranepvja Ha MakedoHuja, CO WITO BOEAHO Ce MpeTcTaByBa W JIOKanHUMOT
npuaoHec BO oOBaa ,NpuKasHa“, koja pedepupa He camo Ha NpocTopHaTa,
TYKY W Ha BpemeHckaTta Aujanektuka Ha creapute. Kako wTo e amamot
MCTOPUCKM OBjeKT CO CBETOBEH KapakTep, AeHeC 3allTUTEeH CO 3aKOH U nma
HOBa HaMeHa (ranepucka), Taka u genara Ha No3HaTV U Ha HeNo3HaT aBTopu
o H6ankaHckuTe NpocTopu (KOHKPETHO Ha Aen of JyrocrnoBeHckaTa Konekumja
Ha H'M kako wwTo cé ywTe ce HapekyBa?!) MaaT KOHKPETHA ynora v XuBoT
BO OBOj MPOEKT. CnuKknTe — MaLLKu U XXEHCKN MOPTPETU, NPE3eHTUPaHN Kako
,MaLLKN 1 XEHCKW nornea’, cnopepn nornosara npunagHocCT, BO ,,COOABETHNOT"
[en Ha aMamMoT, ce U3paboTeHn of aBTOPU LLTO XMBEere 1 TBOPEre BO npBaTta
MOfIOBMHA Ha MWHATMOT BEK U Ce MPUOPYXEHW CO apxajckm U COBPEMEHU
BapujaHTU Ha MaLIKM U Ha XXEHCKU UMUHba (XPUCTUjaHCKU U MYCIIMMaHCKW)
UCMULLIAHN Ha SUOOBUTE.



Bp3 sugoBute Ha amamoT, aBTOPOT WUCTO Taka WCnuwyBa M3Bagoum
o4 [ena Ha MaKegoHCKM mucaTtenu co jarneH. Cute LUTUMPaHW TEKCTOBM,
CrneacTBEHO Ha uAejata Ha YMETHUKOT 3a 3afpXKyBake Ha KOHTUHYUTETOT
Ha BpPeMeHCcKa WHTepTeKCTyanHa Aujanektvka, UM npunaraat Ha pasnuyHu
reHepaumm makegoHcku aBtopu: XKneko YnHro, babayaH; Cnaeko JaHeBCKM,
Pynem co cedym ©pojku; Oumutap Cones, Kpamkama nponem Ha MoHo
CamoHukos; boxuH MNaenoscku, YmkuHu cocedu; lNoue Cmunescku, Pazzosop
co CnuHosa...

Bo cny4ajoB, TEKCTOBUTE U CMMKUTE Ha pasnUYHUTE aBTOpW CTanysBaaT
BO VIHTEPCIIMKOBHW W MHTEPTEKCTyanHn MerycebHu penaumm u Bo penauuu
co TBOpOUTE Ha ToAOBMK, MOBTOPHO CO LN 3a CUMOOMMYHO MpeHecyBakke
WUNN  pPEeVHTEPNpPeTUMpare PasfMyHn O03Ha4YyBa4YkM CUCTEMU W 3HAYEHCKU
nocranku. MigeHtndukaumjata (M curHatypaTta) Ha aBTopuTe Ha NopTpeTuTe
N TEeKCTOBUTE € TeHOEHUMO3HO u3berHara, OHa LITO € OCHOBHa Len BO
BaKoOB BWA ,LUMUTaTHOCT" € naejata 3a BOCNOCTaByBake ,pPETOPUYKN HarnaceH
OOHOC Ha KopecnoHaeHuuja“ Mefy eqHO YMETHUYKO Aeno 1 ApYr CUCTEM Ha
O3HauyBake.

Ha oBaa guvjanowka HM3a ce HagoBp3yBa penauunjata Ha KOneKTUBHUOT
yTUNUTapeH Oyx (jaBHaTa HameHa Ha OGjeKkTOT) U MHOUBUZYaNHUTE UCTOPUM
Ha HebpPOeHO MHOry NMMYHOCTU LUTO ja KopucTene* HameHaTa Ha amamoT, a
Ce HaBeCTEHM - Kako ,MPUCYTHOCT MPeKy OTCYTHOCTa" - co hparMeHTUTe LITO
Ce KapaKkTepHU aHTponoMopHY haunjanHun oAnnKK (CTURNM3MPaHN ycTa, HOC,
04K, yLIK, Conau...). PasnuyHu TonkyBaka TOKMY Ha NpobnemMoT Ha npucycTeo/
OTCYCTBO, KaKko TEPMMUHM LUTO MM O3HavyBaaT PyHAaMeHTanHUTe cocTojoun Ha
NoCTOEHETO BO YMETHOCTA, CpekaBamMe novHyBajku of MNnatoH, M. Xajaerep, XK.
Oenes, XX. Oepuaa, P. bapT ..., Ho cywuTecTBeHu 3a , TuwmnHa“ Ha 3opaH TogoBuk
HW Ce YMHaT TonKyBakaTa Ha [ene3 un Ha [lepvga, cnopen KOu TepMUHUTE
NpUCYCTBO/OTCYCTBO (M3paseHn CO CMMKUTE - BU3yernHaTa penpeseHTaumja v
co 36opoBuTe - NULLIAHaTa penpeseHTauuja), rm narybune ceoute nprMapHu
OVCTUHKLUMK, HanpoTUB, OTCYCTBOTO CTaHyBa BUA MPUCYTHOCT, a NPUCYCTBOTO
BWA OTCYTHOCT.
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... IuKosHama anxemuja u cumbonuamom Ha 3opaH TOOOBUK...

MHcucTupaweTo Ha aHanorujata Ha OBOj NMOBEKECNOEH NPOEKT (Kako 1 Ha
YMETHUYKUTE MHTepecu Ha TOAOBMK BOOMLUTO) CO KOMMIEKCHUOT heHoMeH
anxemuvja npousnerysa TOKMY Of CO3[aBat-€TO CEepUo3eH M KOMMIEKCEH
BU3yereH amarnram co ,anxeMucku mpucTar, Koj MOTOYHO € CUHKpeTu3am
Ha noeeke nokanHW K rnobanHn MPOCTOPHO-BPEMEHCKN ,pparMeHTn” munm
,eneMeHTn" (cnopeg anxeMMCKUOT PEeYHUK) oA ucTopujata/uctopujata Ha
yMeTHOCTa, nogHebjeTo M HEeroBMOT KOMEKTMBEH AyX W YHUBep3anHuTe
,aoumn® 1 npouecu... CUNHO m3paseHaTa HaKMOHOCT KOH CMMOOMM3MOT U
NUKTYpanHuTe Metadopu NpUcyTHa Of NpBUTE rpadvkm U LpTExXU Ha 3opaH
TopoBuWK, Tyka cTanyBa BO AMPEKTHA BPCKa CO anxeMUCKUTE MPUHLMMU 1 ce
pecnekTypa BO M3O0BOEHUTE LpTEXM (M3paboTeHn BO KOMBUHMpaHa TexXHWKa
akBapen v TyLl) LITO Ce UHCIMPUPaHW O UNyCTpaumumTe Ha CPeAHOBEKOBHUTE
MaHyCcKpunTM 1 U306UnyBaaT co CUMBOMUYHU MPETCTaBM Ha arnxemuckara
XepMETUYHOCT U MeTadmanyka notpara no Cmucnara kako eceHuuja Ha
cosfaBameTo. MUHYLMO3HO AeTanusnpaHuTe aHTpornoMopdHM npeTcTasy,
NpPeTCTaBuTe Ha anxeMUCKNOT UHCTPYMEHTapuyM n 6ectnapuym, xepbanHure
MOTUBW, LMKINYHUTE NPUPOLHM MOjaBu 1 NpoLEeCH, NnaHeTapHUTe cumbonu,
KOCMOTFOHUCKUTE CUCTEMMU, acTPOroLLKU Tabenu u anjarpamu, cumbonute Ha
enemMeHTuTe, reOMeTPUCKUTE Tena..., BO HajHOBUTE LpTexu Ha 3opaH Tonosuk
ja npesemaar dpyHKUMjaTa Ha KOTHUTUBHW OpYyAWja.

HeonxogHo e 3a mMur ga ce HaBpaTMMe Ha NMoropecrnoMeHaT1oT npobnem
Ha [BOjHOCTa Kako efleH Of OCHOBHWTE ,TBOPEYKU MOMMK Ha anxemwjarta.
Busyenusauunjata Ha oBOj Mpobrnem Ha MOYETOK € M3pa3eHa CO MaLLKo-
YKEHCKMOT NMPUHLMI, KOj BO CIy4ajoB € NpeHeceH CMMBONMUYHO Co ,KpyHaTa“, Ha
Koja 1 e oTCTaneH LeHTPanHWOT/BNe3HNOT AeNn Ha ranepvjata u npetcraByBa
KpyLmjarneH MOMEHT ofi KOj MOYHYBa pacyneHyBaHeTo Ha npvkasHaTa. KpyHata
e MeTadopa 3a CUMHTe3a Ha CMPOTMBHOCTUTE, KOHKPETHO 3a ,aHOpo2uHOm,
apxeTunckmMoT cumbon 3acTaneH BO CTapuTe eBPOMCKUA U a3ucku KynTypu BO
kou ce cumbonuanpa 60XecTBEHOTO eAMHCTBO, GanaHCcoT Ha MallkuTe U Ha



)KEHCKUTE CUMK, pamMHoTexXaTa Ha CNpPOTUBHOCTW, €AMHCTBOTO Ha BHaTpe-
LWIHOTO M Ha HaOBOPELUHOTO, pamMHOTEXaTa Ha CrpOTMBHOCTUTE, UCKOHCKaTa
HeoApeaeHOCT, ABOjHOCT. CMMOONOT Ha ,aHOPOrMHOT ce MnojaByBa BO arxe-
MujaTa, BO KOja KaMEHOT Ha MyapocTa ce Hapekysa ,Pebuc”, T.e. ABOjHO Bu-
TVe LITO HacTaHyBa CO CrojyBare Ha cyndypot n xmearta“ (M. LLlyBakoBuk).
[MoHekoral ce onuilyBa U Kako BoXeCcTBeH XxepmadpoamnT, NOMUpYyBake Ha
OyXOT 1 Ha maTtepujaTta, GuTMe Co MaLLKM U CO XKEHCKN KBanMTETU NPeTCTaBeHo
CO efHo Terno co Age rmasu (M egHa kpyHa!) (Ha np., Bo Codex Germanicus
598. Bayerische Staatsbibliothek, Munich).

KpyHaTa kako MKOHWYKM 3HaK e akLeHT1paHa Ha NoBeke MecTa BO LipTexuTe
Ha 3opaH TogoBuk. [Mpon3neryBa of anxeM1McKMOT aHMMarneH cumbonuaam u
0[ apxeTunckmTe nkoHorpadckun pelleHmnja wro, cnopeq K.ILJyHr, ce oen og T.H.
,KOMEKTUBHOTO HECBECHO" 1 01 cCMMBONMNYKUTE cCcTEMU. Taa e ABOjHaTa MOK Ha
,Kpanot* n Ha ,Kpanuuarta®, ,anxemmcknoT aHaporvH® Kako yHMBep3aneH npu-
HUMN Ha opraHu3auuja Ha Kocmocor, ,anxemmncknot Epoc”, HuBHaTa MUCTUYHO-
epoTCcKa BpcKa WTo ,TpaHcdepupa“ (TEPMUH LUTO MM O3HaYyBa MCUXOSOLLKUTE
MexaHu3MK Ha rbybGoBTa BO aHanuTuuykaTta ncuxonoruvja Ha K.I. JyHr) Bo
eQnHCTBEHO aHaporvHo 6utre. OBOj NCMxoaHanUTUYap anxemujara ja Tornkysa
KaKo CrMo3HaHue; Taa He e camo BUA MeTaxemuja, TyKy MMa 1 NCuUxXoroLKo-gu-
nosodcka AvMeH3nja, a obuanTe Ha anxemuyapute ga npeTsopar eaeH metan
BO [pYyr, BO rOBOPOT Ha NncuxoaHanu3ata gobusaar AMMeH3Mja Ha pyUTyan LTo
M OTCNMKYBa BHATPELLUHUTE YOBEKOBW NCUXOMOLLKM HAroHu.

[en oa BKYNHMOT NPOEKT, OCBEH OAAENHUTE LPTEXM, Ce U NpocTopunTe
CO CTUNN3UPAHM YCTK, 04U, YLUIM, CON3M (KaKo LeNUHN BO paMKuUTE Ha OEenoTo),
Ko ja cumbonuampaar MHAMBUAYyanHOCTa Ha CUTE MPUCYTHU HU3 BPEMETO
BO OBOj NpocTop. VIMno3aHTHaTa 6pojka o CTOTULM, UNjadHULM LPTEXH, ro-
BOpW 3a ponroTpajHata u3paboTka Ha cuTe LPTeXu opfernHo Npeky eneH
CBOEBUAEH MeAMTaTMBEH NPoLIEC Ha NPOoAyKLMja, HO 1 3a xenbaTta Ha aBTopoT
[a noTeHuupa Aeka W MoKpaj cuTe CAMYHOCTW, cenak, cekoja MHAuBuAya e
pasnu4yHa.

Op pgpyra cTpaHa, mak, HMBHaTa peneTuumja, Koja HamecTa ce YuHW
MCUXOTUYKO- XMNHOTU3MPaYKa, MOXe Aa ce AOXKMBEE N KaKO peMUHUCLEeHUM]a

Ha YMHOXyBaweTO Ha rpaduykuTe OTneyaTouuM BO YMETHOCTa, HO M Ha
OeckpajHaTta HM3a obmau ¥ NOBTOpyBaka Ha anxemuyapckara norpara no
CYLUTUHCKOTO. [eOMETPM3NPaHO NOCTaBEHM KaKo LLIAXOBCKO More (LLUaxoT Kako
urpa noeekenatu e Bo crnyx6a Ha cMMBONMYHMOT NprKa3 Ha ONMOHEHTHOCTA Ha
maTepujanHara nojaBHOCT M Ha AyXOBHWUTE MPUHLMMN) co3aaBaaTt ambueHT Bo
KOj, OCBEH peneTuumjata Ha cepuja dparMeHTn 1 OCBOjyBaH-ETO Ha NPOCTOPOT
(Mpeno3HaTnNMBM MOMEHTW BO TBOPELUTBOTO Ha TOAOBMK), OOMWUHMpA W
BepTMKanHata nporpecuja kako HauyvH Ha ,[dyXOBHO HanpegyBame“ npeky
HaropHo ABUXEHE.

Pepykuunjata Ha 6ojaTta Ha HMBO Ha LipHO-6ena KOHTPACTHOCT Of eCTETCKU
W Of CYLUTUHCKU KapakTep BO MpeTcTaBuTe BO LENWOT MPOCTOP € HamecTa
JHapylleHa“ co MpWUCYCTBOTO Ha enemMeHTapHuTe 6ouM Kako akueHTU BO
LpTEXUTE M ONpegMETEHN Kako MUIMEHTW BO CBOjaTa OCHOBHA 4MCTOTa BO
OBOEHUTE CaOBM Ha 3aMMUCIEHMOT anxeMucky anapartyc. Bo usgsoeHute
LpTeXK, Nak, ce coovyBaMe CO COeAUHYBake CrpOTUBCTABEHU MPUHLMMNN
- Ayanusam Ha amopdHa KOMOpUCTUYKa pasneaHoCT HacnpoTu uuctata
NMHeapHa LUpHO-6ena rpaduMyHOCT Ha aHTpomnomMopdHUTE, HagpeanHu u
nuKkTorpadpckm npeTcTasu.

BojaTa ro noTBpayBa cBOeTO 3Hauek-e 1 co ybeayBaHEeTo Ha anxemmyapuTe
[eka 3a fa ce Aojae oo ,MUCTUYHMOT Knyy®, NoTpebHO e OCHOBHMOT MaTtepujan
Ja MOMWHe HU3 3HayajHW M3MEHW BO MPOLIeCOT Ha AecTunauuja, npu LWTo
cynctaHuujaTa of noYeTok A0 Kpaj AOXUBYBA PasfyHU KONMOPUCTUYHU MPO-
MeHun (o4 noueTHaTa upHa, 6ena, xonTa, 3eneHa, cé OO KpajHaTa LpBeHa,
noTovHo nypnypHa 6oja). bojata e cumbon Ha das3nTe Ha TpaHcdopmaLuja
Ha enemMeHTUTE M Ha eHeprujata BO e3oTepuyHaTta notpara no KameHot
Ha My[pocTa, HO, BO WCTO BPEME, HEj3NHUTE (NMKOBHM) MaTepujanHocT u
NpeaMeTHOCT ykaxyBaaT Ha notpebata yMeTHMKOT (artist/artisan - ymMeTHuK,
3aHaeTymMja cnopes pasHu TomnKyBahsa), BO NPOLECOT Ha co3fdaBatrbe, Aa buae
1 MOCBETEH anxeMuyap-MHBEHTOp Ha 6ojaTa, o4HOCHO A0 nepdekuuja aa rm
no3HaBa 1 TeXHUYKO-TEXHOMOLLKUTE npoLiecy 3a Aobusarbe 6ou og OCHOBHUTE
NPUPOAHM XEMUCKW ENEMEHTH.



... MECMO 3aKIy4oK ...

3060pyBajkun 3a 3HAaKOBHUTE CTPYKTYPU Ha NPOEKTOT, MPEHECEHN ANPEKTHO
CO NPUCYCTBOTO Ha CUIHN MeTadOopy 1 MKOHUYHM 3HaLWM BO NoBeKe (rpynupaHu
N MPOCTOPHW NOAEeneHu) BU3yenHn LienocTu, ce HaBpakame Ha TesaTta geka
TWe, BCYLLHOCT, popMumpaaT YMETHUYKN Anjanor Ha merycebHo ncnpenneteHm
,MPEXM Ha 3Ha4YeHa“, BO KOV JOMUHAHTEH MOMEHT € CyNTUIIHOTO MHCUCTUPak-e
Ha pasnuyHuK, ypy NoeTM3npaHn TONKyBaka Ha NMPoBNeMoT Ha ABOjHOCTa U Ha
HejsnHaTa dyHKLMja BO reHepuparse YHMBep3arHu sHadena. Kako napagurma
Ce HaMeTHyBa €4HO XEPMEHEBTUYKO pasbupar-e M OHTOSOLIKO TOMKyBaH-e
Ha fenaTta LITO Ce YCNOBEHVW He caMO Of [OEeKOHCTPYMPaHUOT MCTOPUCKU
KOHTEKCT 1 pe3ynTupaar co NpoAyKumja Ha 3Havewa LWTo pedepupaar He Ha
6aHanHocTa (BO Lenarta CBoja CEPMO3HOCT) Ha PEeLeHTHU AHEBHO-MOMUTUYKN
HacTaHU/MONUTUKN/COCTOjOU, TYKY Ha yHMUBEP3anHu NOBTOPYBAYKN MPUHLMNN.

LTULWKNHA", HM3 Koja 3opaH TodoBUK NOBTOPHO Ce NOTBPAYBa Kako MajcTop
Ha CMMOONU3MOT, € XEepMETUYHO Aeno CO KOMMMEKCHa KOoHLUenTyanHa
MOCTaBEHOCT Ha penauuv, 3Ha4yewa M CMUCMa CKPUeHW BO aneropuckara,
meTadopuyHa u cumbonuuka cTpykTypa. lpuToa, MpPOCTOPOT Ha amamoT
CO MpvMapHaTa HamMeHa Kako MpoCTop 3a (M3NYKO NMPOYMCTyBake CTaHyBa
MEeCTO M Ha AyXOBHO NpoyncTyBare. CMYHO Ha BPBHMOT YMH Ha CO3[aBaHe
Ha COBpLUEHCTBO, M3BeAeH CO OeCcKOHeYHWTe (He)yCcreluHW arnxemucku
€KCMEepPUMEHTU U eMMUPUCKN CMOo3HaHWja, ,TUlMHA® ro 03HavyBa TOKMY TOj
npoLec Ha meTamopd03a, TpaHcMyTauumja n ocrnoboaysare og HeuncToTujara,
KOj BOAM KOH MPOYMCTYBak-e; ja MpeTcTaByBa cyrepupaHata MUCTUYHOCT Ha
efleH CaMOCTOEH W 130MnMpaH, OCaMeH W NINYEH KOHTEMMNAaTUBEH MpoLec Ha
UCTpaxyBame LITO CO MeauTaTMBHA peneTuumja Ha NpeTcTaBu M MOCTanku
BOAM [I0 €CTETCKO BU3YESTHO AOXMBYBaEe N MEHTaNHO OCO3HaBakHe.

Maja YaHkynoscka Muvxajnoscka

,HESHTJA“
ose njé rréfim alkimik i njohjes

Nése i thirremi analizés fenomenologjike formale té shfagjes, ekspozita
aktuale e Zoran Todoviqit, thjeshté e titulluar si “Heshtja”, gé prezantohet né
hapésirén ekspozuese né objektin e Cifte hamamit (pjesé e Galerisé Kombétare
té Magedonisé), mund té karakterizohet si njé prezantim monumental dhe
ambiental i strukturuar prej mé shumé elementeve té pandara dhe té lidhura
mes vete: vepra té€ konstruktuara né trajté té instalimeve, vizatimeve, teksteve,
objekteve dhe pikturave, té cilat me praniné e tyre né ambientin e dhéné,
gjenerojné njé rréfim vizual trondités.

Prapéseprapé, té njéjtit para se gjithash jané si rezultat i sinkronizimit té
komplikuar té€ elementeve té shumté qé jané té inkorporuar né kété prezantim,
e gé detyrimisht imponojné njoftimin me mé shumé metoda dhe analiza té
ndryshme kritike té€ ikonografis€ — simbolike. Nevoja pér njé interpretim té tillé
té kombinuar, nuk rezulton vetém nga praktika e interpretimit té& diskurseve
té ndryshme né praktikat dhe teorité e ndryshme bashkékohore artistike; né
rastin konkret, qasja e domosdoshme e kombinuar nxitet nga krijimtaria e
autorit, i cili né fillim né ményré té theksuar merret me grafikén, por edhe
me mediume té tjera (piktura, skulptura, objekte, instalime...), té cilat mé pas
béhen gjithnjé e mé& dominuese né krijimtariné e tij.

Marré né pérgjithési, Todovigi né veprat e tij sintetizon njohjen, jo vetém
até té interpretimeve artistike dhe aspekteve teknike lidhur me disiplinat e
pérmendura, por edhe té erudimit personal dhe senzibilitetit ndaj llojeve té
ndryshme problematike, duke u ballafaquar me reaksione qé me vete bartin
parashenijé artistike, e gé né fakt paragesin definime té thelluara té shprehjeve
té ndryshme estetike, sociale, historike, filozofike dhe politike. Ose, si¢ thekson
L. Qinkull, “ai pérpiget gé ti evitoj kurthet e stereotipit dhe pranon grafikén si
njé sistem té hapur. Né kété sistem, té afért me parimet e post modernes,
Todoviqi rishqyrton veprimin e problemeve té caktuara té krijimit né fusha té
ndryshme mediale”.



Pér problemin e dualitetit dhe térésisé..., personales dhe universales...

Ashtu si¢ thekson autori, esencén e krijimit t& ekspozités sé tij “Heshtja” do
ta gjej né objektin e mrekullueshém té Cifte hamamit; pjesérisht né arkitekturén
islame, e cila magjeps né shikim té paré, me enterierin e gjallé; né qgéllimin
utilitaré té objektit si banjé publike; por sé pari, né aspektin konceptuar té
funksionalitetit t€ objektit. Pérkatésisht, objekti i Cifte hamamit éshté i ndértuar
né shekullin XV, si testament i Isa — beut dhe i njéjti ka pérdorim té dyfishté
(prej kétu edhe emri i hamamit — prej fjalés turke “cifte” gé nénkupton ciftin
— dyfishin), pérkatésisht objekti éshté i ndaré né pjesén e dedikuar pér
meshkujt dhe pjesén pér femrat. Nevoja e autorit pér hulumtime té esencés
s€ mé shumé dikotomive (hapésiré — kohé, materie — energji, parimi femeér
— mashkull, mungesé — prani...), logjikisht sajohet sakté prej késaj baze té
ndarjes sé objektit né fjalé.

Duke theksuar njérin prej dualizmave té lartpérmendur, mé konkretisht
ndarja tani mé e pérmendur gjinore e hamamit, né kété projekt jané té pérfshira
portrete t€ femrave dhe meshkujve, nga koleksioni i Galerisé Kombétare té
Magedonisé, me kété njéherit do té prezantohet kontributi lokal i kétij “rréfimi”
gé referon jo vetém dialektikén hapésinore por edhe até kohore té€ gjésendeve.
Ashtu si¢c hamami éshté njé objekt historik me karakter botéroré, sot i mbrojtur
me ligj dhe ka njé géllim té ri utilitar (galeri), njésoj edhe veprat e autoréve té
njohur dhe té panjohur té trevave ballkanike (mé konkretisht té njé pjese té
koleksioneve Jugosllave t&¢ GKM, ashtu si¢c akoma quhen?!) kané njé rol dhe
jeté té konkretizuar né kété projekt.

Pikturat — portretet mashkullore dhe femérore, t€ prezantuara si
“kéndvéshtrime mashkullore dhe femérore”, sipas pérkatésisé€ gjinore, né
pjesén “pérkatése” t& hamamit, jané t& punuara nga autoré gé kané jetuar
dhe krijuar né gjysmén e paré té shekullit té& kaluar e qé pércillen me variante
arkaike t& emrave mashkullore dhe femérore (krishtere dhe myslimane) té
shkruara népér muret.

Né muret e hamamit, autori gjithashtu me théngjill shkruan pjesé nga
veprat e shkrimtaréve magedonas. Té gjitha tekstet e cituara, pércjellin idené
e artistit pér ruajtjen e vazhdimésisé sé dialektikés kohore intertekstuale, dhe
té njéjtat u takojné gjeneratave t&€ ndryshme té autoréve maqgedonas: Zhivko
Cingo, Babaxhan; Sllavko Janevski, Rulet me shtaté numra; Dimitar Soley,
Pranvera e shkurtér e Mono Samonikovit, Bozhin Pavllovski, Fginjét e hultit,
Goce Smilevski; Bisedé me Spinozén...

Né rastin konkret, tekstet dhe pikturat e autoréve do té krijojné relacione
té ndérsjella mes - pikturore dhe mes — tekstuale, té njéjtit né relacione me
punimet e Todoviqit, sérish kané pér géllim bartjen simbolike ose ri integrimin
e sistemeve té ndryshme shénjuese dhe veprimeve simbolike. Identifikimi
(dhe nénshkrimi) i autoréve té portreteve dhe teksteve, do té evitohet né
ményré tendencioze, ajo gé éshté bazike né kété lloj té “citimit” éshté ideja
pér implementimin e “raportit t& theksuar retorik t& korrespondencés” mes njé
vepre me veprén tjetér dhe me sistemet tjera té theksimit.

Né kété varg dialogjik do té bashkéngjitet edhe relacioni i frymés utilitare
kolektive (qéllimi publik i objektit) dhe historité individuale t€ njé numri tejet té
madh té personaliteteve gé kané “shfrytézuar” géllimin e hamamit, dhe té cilét
jané paralajméruar — si “prani pérmes mungesés” — pérmes fragmenteve qé
jané vecori antropomorfe, faciale dhe karakteristike (buzét e stilizuara, hundét,
syté, veshét, lotét...).

Interpretimet e ndryshme, sakté té problemit t&€ pranisé/mungesés, si
termine gé theksojné gjendjet fondamentale té ekzistimit né botén artistike,
do ti hasim duke filluar nga Platoni, M. Hajdegeri, Zh. Delezi, Zh. Derida, R.
Barti..., por esenciale pér “Heshtjen” e Zoran Todoviqit do té jené interpretimet
e Delzit dhe té Deridés, sipas té ciléve terminét prani / mungese (té shprehura
me pikturat — prezantimi vizual dhe pérmes fjalive — prezantimi i shkruar), i
kané humbur distinktet e tyre primare, pérkundrazi, mungesa béhet lloj i
pranis€, kurse prani lloj i mungesés.



... alkimia figurative dhe simbolizmi i Zoran Todovigit...

Insistimi i analogjisé sé kétij projekti shumé shtresoré (si dhe té interesimeve
artistike t& Todovigit marré né pérgjithési), me fenomenin e komplikuar té
alkimisé, pason sakté nga krijimi serioz dhe nga amalgami i komplikuar vizual
me gasje “alkimike”, i cili mé sakté paraget njé sinkretizém té mé shumé
“fragmenteve” ose “elementeve” lokale dhe globale, hapésinore — temporale
(sipas fjalorit alkimik) té historisé / historisé sé artit, vendit dhe frymés sé tij
kolektive dhe “nocioneve” dhe proceseve universale...Animi i fugishém ndaj
simbolikés dhe metaforave pikturale, gé éshté tendencé e pranishme né
veprat e para grafike dhe né vizatimet e Zoran Todoviqit, kétu hyn né lidhje
té drejtpérdrejté me parimet alkimike dhe reflektohet né vizatimet e ndara (té
punuara né tekniké té kombinuar té akuarelit dhe tushit) qé jané té inspiruar
nga ilustrimet e manuskripteve mesjetare dhe posedojné shfagje té bujshme té
hermeneutikés alkimike dhe hulumtimeve metafizike drejté Kuptimit si esencé
e krijimit. Shfagjet e detajuara antropomorfe, shfagjet e instrumentariumit dhe
bestiariumit alkimik, motivet herbale, dukurité dhe proceset natyrore ciklike,
simbolet planetare, sistemet kozmogonike, tabelat astrologjike dhe diagramet,
simbolet e elementeve, trupat gjeometrik..., né vizatimet mé té reja té Zoran
Todovigit, do ta marrin funksionin e arméve té njohjes.

Eshtée domosdoshme, qé pérnjé casttikthehemiproblemitté lartpérmendur
té dualitetit, si njé prej nocioneve themelore “krijuese” té alkimisé. Vizualizimi i
kétij problemi né fillim do té shprehet pérmes parimit mashkulloré — feméroré,
i cili né rastin konkret éshté i transmetuar né ményré simbolike me “kurorén”,
e cila zé vendin gendroré / pjesa hyrése e galerisé, e cila paraget ¢astin
krucial prej té cilit fillon zhvillimi i rréfimit. Kurora éshté metaforé e sintezés sé
kundérshtimeve, mé konkretisht pér androgjenin, simbolin arkaik i cili éshté i
pranishém né kulturat e lashta evropiane dhe aziatike, né té cilat simbolizohet
uniteti hyjnoré, baraspesha e fugive mashkullore dhe femérore, baraspesha
e kundérshtimeve, uniteti i brendisé dhe té jashtmes, baraspesha né mes
kundérthénieve, mos pércaktimi primordial, dualiteti. Simboli i “androgjenit”
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shfaget né alkimi, ku guri i urtésisé quhet si “Rebis”, pérkatésisht genie gé
krijohet me bashkimin e squfurit dhe Mérkurit “ (M. Shuvakoviq). Ndonjéheré, ai
pérshkruhet si hermafrodit hyjnoré, pajtimi mes shpirtit dhe materies, genie me
cilési mashkullore dhe femérore gé prezantohet me njé trup me dy koké (dhe
njé kuroré!) (p.sh., né Codex Germanicus 598. Bayerische Staatsbibliothek,
Munich).

Kurora si njé shenjé ikonike, éshté e theksuar né mé shumé vende né
pikturat e Zoran Todoviqit. E njéjta pason nga simbolizmi shtazor alkimik dhe
nga zgjidhjet arhetipe inkonografike, té cilat sipas K.G.Jung jané pjesé e a.q.
“pavetédijes kolektive” dhe nga sistemet simbolike. Kjo fugi e dyfishté e “Mbretit”
dhe “Mbretéreshés”, “Androgjeni alkimik” si parim universal i organizimit té
kozmosit, “Erosi alkimik”, lidhja e tyre mistike — erotike g€ “transferon” (termin
gé shénon mekanizmat psikologjike té€ dashurisé né psikologjiné analitike té
K.G. Jung) né njé genie té vetme androgjene. Ky psiko-analist, alkiminé e
interpreton si njohje; ajo nuk éshté vetém njé lloj i meta kimisé, por né vete
posedon edhe dimensionin psikologjik — filozofik, kurse orvatjet e alkimistéve
gé té shndérrojné njé metal né tjetrin, né gjuhén e psiko-analizés fitojné njé
dimension té ritualit gé reflekton epshet e brendshme psikologjike té njeriut.

Njé pjesé e projektit t€ pérgjithshém, me pérjashtim té disa prej vizatimeve
té caktuara, jané edhe buzét, syt€, veshét dhe lotét e stilizuar (si té térési né
suaza té veprés), gé simbolizojné individualitetin e té gjithé t& pranishméve
népér kohén e késaj hapésire. Eshté impozant numri prej gindra, mijéra
vizatimeve, qé qgarté flet pér realizimin e té gjitha vizatimeve né vecanti
pérmes njé procesi té posagém meditues té€ prodhimit, por edhe pér déshirén
e autorit qé té theksoj se edhe pérskaj té gjitha dallimeve, prapéseprapé, ¢do
individualitet dallohet.

Nga ana tjetér, pérséritia e tyre, e cila né vende ka karakter psiko —
hipnotizues, mund té pérjetohetedhe sireminishencé e shumimitté pérshtypjeve
grafike né fushén e artit, por edhe té€ shumimit té pérditshém té njerézve, ose
té vargut té pafundmé té orvatjeve dhe pérséritieve té hulumtimeve alkimike
drejté gjetjes sé esencés. T€ parashtruar né ményré té€ gjeometrizuar si njé



fushé e shahut (shahu si lojé, shuméfishté éshté né shérbim té prezantimit
simbolik t&€ oponencés sé shfagjes sé materiales dhe té parimeve frymore)
krijojné njé ambient, né té cilin, pérskaj pérsérities sé vargut té fragmenteve
dhe pushtimit t& hapésirés (mund té dallohen gastet e krijimtarisé sé Todovigit),
dominon edhe pérparimi vertikal si modus i “avancimit shpirtéroré” pérmes
|vizjes né tatépjeté.

Reduktimi i ngjyrés né nivel té kontrastit bardh — zi, pér nga karakteri
estetik dhe esencial né shfagjet e prezantuara né téré hapésirén, né disa
vende do té “cenohet” me praniné e ngjyrave elementare, qé jané té theksuara
dhe té& materializuara si pigmente me pastértiné e tyre bazike né enét e ndara
té aparatusit t¢ paramenduar alkimik. Né disa prej vizatimeve, nga ana
tjetér, ballafagohemi me bashkimin e parimeve kundérthénése — dualizmit
té derdhjes amorfe kolorite pérball grafikés sé pastér lineare bardh — zi, té
shfagjeve antropomorfe, surreale dhe piktografike.

Ngjyra déshmon kuptimin e saj edhe me bindjet e alkimistéve se pér té
arritur deri te “gelési mistik”, nevojitet gé materiali themelor té kaloj né faza té
réndésishme té ndryshimeve, gjaté procesit té€ destilimit, gjaté késaj substanca
prej fillimit deri né fund do té pésoj ndryshime té caktuara koloristike (prej
ngjyrés fillestare té zez€, té bardhé, té verdhé, té gjelbér, deri te ngjyra finale e
kuge, mé sakté ngjyra e purpurt). Ngjyra éshté simbol i fazave té transformimit
té elementeve dhe energjisé gjaté hulumtimit ezoterik pér gjetien e Gurit té
mencurisé, por njékohésisht, materialiteti i tij (figurativ) flet pér nevojén e
artistit (artist / artisan — artistik, zejtari sipas interpretimeve té ndryshme),
gjaté procesit té krijimit, ti jeté edhe né inventues — alkimist i pérkushtuar i
ngjyrés, pérkatésisht gé ai t& posedoj njohje té pérkryera té proceseve tekniko
— teknologjike pér fitimin e ngjyrave prej elementeve themelore, natyrore
kimike.

... hé vend té pérfundimit ...

Gjaté shqyrtimit té strukturave simbolike té projektit, gé barten drejtpérdrejté
pérmes pranisé sé metaforave té fugishme dhe shenjave ikonike né mé
shumé térési vizuale (t€ grupuara dhe té ndara né hapésiré), do ti rikthehemi
tezés se té njéjtit,né fakt formojné dialogun artistik té “rrieteve té kuptimésisé”
té ngérthyera mes vete, né té cilat si cast dominues shfaget insistimi subtil
pér interpretime té ndryshme, bile edhe té poetizuara té problemit té dualitetit
dhe té funksionit té tij gjaté gjenerimit t€ kuptimeve universale. Si paradigmé
imponohet njé kuptim hermeneutiké dhe ontologjik i interpretimit t&€ veprave
gé jané té kushtézuara, jo vetém prej kontekstit t&€ dekonstruktuar historik,
e qé rezultojné me prodhimin e kuptimésive qé i referohen jo banalitetit (me
téré seriozitetin e tij) t&é ngjarjeve/gjendjeve/politike — ditore, por parimeve
pérséritése universale.

,Heshtja” népér té cilén Zoran Todoviq, sé€rish déshmon veten si njé
mjeshtér i simbolizmit, éshté njé vepér hermeneutike me njé parashtrim té
komplikuar konceptual té relacioneve, kuptimésive té fshehura né strukturén
alegorike, metaforike dhe simbolike.

Gjaté késaj, hapésira e hamamit, me utilitetin primaré si njé hapésiré e
pastrimit fizik, béhet njé vend i pastrimit shpirtéroré. Ngjashém sikur akti i
krijimit t€ pérsosjes, i sajuar nga eksperimentet e pafundme té (pa) suksesshme
alkimike dhe nga njohjet empirike, “Heshtja” shénon sakté kété proces té
metamorfozés, transmutacionit dhe lirimit nga papastértia, qé shpie drejté
pastrimit; prezanton mistikén e sugjeruar té njé procesi té pavarur, té vetmuar
dhe personal kontemplativ t& hulumtimeve, qé me pérséritie meditative té
shfagjeve dhe procedurave rezultojné me pérjetime estetike — vizuale dhe
njohje mentale.

Maja Chankulovska Mihajlovska



“SILENCE”
or an alchemical story of recognition

Calling on the formal phenomenological analysis of the displayed, the
current exhibition by Zoran Todovi¢, simply titled “Silence”, presented in the
exhibition space of the object Chifte Hammam (part of the National Gallery
of Macedonia), can be marked as a monumental ambient setting of more
structured by several interrelated and inseparable elements: drawings
constructed in the form of installations, drawings, texts, objects and paintings,
which create with their presence in the given space an exciting visual story.

However, for several reasons, primarily due to the complex synchronicity
of numerous elements incorporated in this setting, it is necessary to deal with
several different methods and iconographic - symbolical critical analyses. The
need for such a combined interpretation does not only result from the practice
of interpreting the various discourses in contemporary art critical practices
and theories; in this case, the necessary combined approach is driven by
the work of the author, who initially deals emphatically with graphics, but also
with other media (painting, sculpture, objects, installations...), which then
become dominant in his work. Generally speaking, Todovi¢ synthesizes in his
works the knowledge not only of artistic interpretation and technical aspects
of these disciplines, but also his own erudition and sensitivity to different
types of problems, facing the reactions that bear the sign of art, and which
are a profound definition of different aesthetic, social, historical, philosophical,
political statements. Or, as stated by Lj. Cinkul, “he tries to avoid the traps of
stereotype and accepts graphics as an open system. In that system, close to
postmodern principles, Todovi¢ examines the effects of certain problems of
creation in various media fields.”

On the problem of duality and the whole..., the personal and the universal...

As the author points out, the basis for the creation of his exhibition “Silence”
is to be found in the magnificent Chifte Hammam object; partly in the Islamic
architecture, which captivates at first glance with the vividness of interior, in its
utilitarian purpose of a public bath; but, primarily in its conceptual functionality.
Namely, the object Chifte - Hammam was built in the second half of the XV
century, as a legacy of Isa Bey and has a dual purpose (hence the name of
the hammam - the Turkish word “chifte” which means even, double) i.e., it is
divided into male and female section. The need of the author to research the
essence of multiple dichotomies (space - time, matter - energy, male - female
principle, absence - presence...) logically emanates from this fundamental
division of the object .

Emphasizing one of the aforementioned dualities, namely the already
mentioned double sex/gender division of the hammam, this project includes
female and male portraits from the collection of the National Gallery of
Macedonia, thus also presenting the local contribution to this “story”, which
refers not only to the spatial, but also to the temporal dialectic of things. Just like
the hammam is a historic building with a secular character, now protected by
law and a with a new purpose (gallery), so the works by famous and unknown
authors from the Balkans (specifically the part of the Yugoslav collection of
the NGM as it is still called?!) have a specific role and life in this project. The
paintings - male and female portraits, presented as “a male and female view,”
according to gender belonging to the “relevant” part of the hammam, are
made by artists who lived and worked in the first half of the last century and
are associated with archaic and modern varieties of male and female names
(Christian and Muslim) inscribed on the walls.

On the walls of the hammam, the author also inscribes in coal excerpts
from works by Macedonian authors. All the quoted texts, following the idea of
the artist to maintain the continuity of temporal intertextual dialectics, belong
to different generations of Macedonian authors: Zhivko Chingo, Babadjan;



Slavko Janevski, Roulette with seven numbers; Dimitar Solev, The short
spring of Mono Samonikov; Bozhin Pavlovski, Owl neighbors; Goce Smilevski
Conversation with Spinoza...

In this case, the texts and paintings of different authors come in interpictorial
and intertextual mutual relations and relations with the works of Todovi¢, again
in order to symbolically transfer or reinterpret different meaning signifying
systems and procedures. The identification (and signature) of authors on
portraits and texts is intentionally omitted, as the primary objective in this kind
of “citation” is the idea of establishing a “rhetorically emphasized relation in
correspondence” between a work of art and another system of signification.

This dialogue series is complemented with the relation of the collective
utilitarian spirit (public use of the facility) and the individual histories of countless
individuals who “used” the purpose of the hammam, and which are implied
- as “presence through absence “ - with fragments which are characteristic
anthropomorphic facial features (stylized mouth, nose, eyes, ears, tears...).

Different interpretations precisely of the problem of presence/absence, as
terms which denote the fundamental conditions of existence in art , can be
found starting from Plato, M. Heidegger, G. Deleuze , J. Derrida , R.Bart... but
essential to “Silence” by Zoran Todovi¢ seem to be the interpretations of Deleuze
and Derrida , according to which the terms presence/absence (expressed in
images - visual representation and words - written representation) have lost
their primary distinctions; on the contrary, the absence becomes a kind of
presence, and presence a kind of absence.

...Zoran Todovic'’s artistic alchemy and symbolism...

The insistence on the analogy of this multilayer project (as well as the
artistic interests of Todovi¢ in general) with the complex phenomenon of
alchemy comes precisely from creating serious and complex visual amalgam
of “alchemic” approach, which is more precisely a syncretism of several local
and global space-time “fragments” or “elements” (according to the alchemical

dictionary) of history/art history, the climate and its collective spirit and universal
“notions” and processes...The strongly expressed inclination to symbolism and
pictorial metaphors present in the first prints and drawings by Zoran Todovi¢,
comes here in direct correlation with the alchemical principles and reflects on
the separate drawings (made in combined technique of watercolors and ink),
which are inspired by the illustrations in medieval manuscripts and abound in
symbolic representations of alchemical hermeticism and metaphysical quest
for Meaning as the essence of creation.

The meticulously detailed anthropomorphic presentations, the presen-
tations of alchemical instruments and bestiarium, the herbal motifs, the cyclical
natural phenomena and processes, planetary symbols, cosmogony systems,
astrological charts and diagrams, symbols of the elements, geometrical bodies...
in the latest drawings of Zoran Todovi¢ take on the function of cognitive tools.
It is necessary for a moment to go back to the above-mentioned problem of
duality as one of the basic “creative” terms of alchemy. The visualization of this
problem is initially expressed with the male- female principle, which in this case
is transferred symbolically with the “crown” which has been given the central/
entrance part of the gallery and is a crucial starting point of decomposition of
the story .

The crown is a metaphor for the synthesis of opposites, specifically for the
androgen, the archetypal symbol present in old European and Asian cultures
that symbolizes the divine unity, the balance of male and female forces,
the balance of opposites, the unity of the inner and the outer, the balance
of opposites, the primal ambivalence, duality. The symbol of the “androgen”
appears in alchemy where the Philosopher’s Stone is called “Rebis” , i.e., a
dual being generated by the merger of sulfur and mercury” (M. Suvakovié).

It is sometimes described as a divine hermaphrodite, a reconciliation of
spirit and matter, a being both of male and female qualities represented by
one body with two heads (and one crown!) (E.g., in The Codex Germanicus
598. Bayerische Staatsbibliothek, Munich). The crown as an iconic sign is
emphasized in several places in the drawings of Zoran Todovi¢. It results from
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the alchemical animalistic symbolism and archetypal iconographic solutions
which, according to C.G. Jung, are part of the so-called “collective unconscious”
and symbolic systems. It is the double power of the “King” and “Queen”, the “alc-
hemical androgyny “ as a universal principle of organization of the Universe , “the
alchemical Eros”, their mystical - erotic relation that “transfers” (a term denoting
the psychological mechanisms of love in the analytic psychology of C.G. Jung)
in one androgynous being.

This psychoanalyst interprets alchemy as recognition; it is not only a kind
of meta chemistry, but it also possesses a psychological and philosophical
dimension, and the attempts of alchemists to turn one metal into another reflects
in the speech of psychoanalysis a ritual that mirrors human psychological
urges. Part of the overall project, apart from the individual drawings, are also
the rooms with stylized mouths, eyes, ears, tears (as wholes within the work of
art), which symbolize the individuality of everyone through time in this space.
The imposing figure of hundreds, even thousands of drawings speaks of a
long-lasting creation of all drawings separately, through a kind of a meditative
process of production, but also of the desire of the author to emphasize that
despite all the similarities, each individual is different. On the other hand, their
repetition, which seems at times psychotically hypnotic, can be experienced
also as a reminiscence of the reproduction of graphic art prints, but also the
everyday reproduction of people, or the endless series of trials and repetitions in
the alchemical search for substance. Geometrically set as a chess field (chess
as a game repeatedly serves as a symbolic representation of the opposition
of matter and spiritual principles), they create an ambient in which, besides
the repetition of a series of fragments and conquest of space (recognizable
moments in the work of Todovi¢), the vertical progression is also dominant as a
way of “spiritual advancement” through upward movement.

The reduction of color to the level of black and white contrast from an
aesthetic and substantial character in the presentations in the whole space is at
times “disturbed” by the presence of basic colors as accents in the drawings and
objectified as pigments in their basic purity in separate vessels of the imagined
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alchemical apparatus. In the separate drawings, however, we are faced with
unification, conflicting principles - duality of an amorphous pictorial dispersion
as opposed to the pure linear, black and white graphics of the anthropomorphic,
surrealistic and pictorial representations.

The color confirms its meaning also with the belief of alchemists that to get to
the “mystical key” it is necessary for the basic material to go through significant
changes in the process of distillation, whereby the substance experiences from
start to finish various coloristic changes (from the initial black, white, yellow,
green, until the final red, i.e. purple color).

The color is a symbol of the stages of transformation of energy and elements
in the esoteric quest for the Philosopher’s Stone, but at the same time, her
(artistic) materiality and objectiveness indicate the need for the artist (artist/
artisan - artist, craftsman according to various interpretations), in the process
of creation, to be also a dedicated alchemist-inventor of color, i.e., to know to
perfection the technological processes for obtaining natural colors of the basic
chemical elements.

... instead of a conclusion ...

Speaking of the sign structures of the project, conveyed directly with
the presence of strong metaphors and iconic characters in more (grouped
and spatially divided) visual wholes, we come back to the thesis that they
actually form an artistic dialogue of intertwined “networks of meaning” where
the dominated moment is the subtle insistence on different, even poetic
interpretations of the problem of duality and its function in generating universal
meanings. As a paradigm, a hermeneutic understanding and an ontological
interpretation impose themselves on the works, which are influenced not only
by the deconstructed historical context and result in production of meanings
that refer not to the banality (in all its seriousness) of recent daily and political
events/policies/conditions, but to the repetitive universal principles.

“Silence”, through which Zoran Todovi¢ is confirmed again as a master



of symbolism, is a hermetical work with a complex conceptual structure of
relationships, meanings and sense hidden in the allegoric, metaphorical and
symbolic structure.

In addition, the space of the hammam, with the primary purpose as a place
for physical cleansing, becomes also a place of spiritual purification. Much like
the supreme act of creating perfection, performed with infinite (un)successful
alchemical experiments and empirical discoveries, “Silence” signifies precisely
that process of metamorphosis, transmutation and liberation from filth, which
leads to purification; it presents the suggested mysticism of an independent,
lonely and personal contemplative process of exploration which, with meditative
repetition of images and actions leads to an aesthetic visual experience and
mental cognition.

Maja Chankulovska Mihajlovska
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