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Zaboravaweto (namerno ili nenamerno, svesno ili potsvesno/nesvesno), 

sekako, e edna od neblagodarnite / neblagorodnite ~ove~ki osobini i ~est, bo`em 

argumentiran, izgovor za na{ite sitni sueti i pakosti. No, ima ne{ta, ima vred-

nosti koi{to, ednostavno, ne smeeme tuku-taka da gi †zaboravame∏. Za{to tie se 

neraskinliv del od na{eto minato, na{ata istorija i kultura, a so tekot na vreme-

to stanuvaat sostavka na na{ata tradicija - na{i koreni! 

Od druga strana, ima ne{ta, ima vrednosti koi{to i samite po sebe ne ni 

dozvoluvaat da gi zaboravime za{to se tuka okolu nas, ve}e sostaven del na na{iot 

`ivot i sekojdnevie - vrednosti {to neprikosnoveno se vgnezdile vo na{iot vred-

nosen sistem, postavile cvrsti tvore~ki / umetni~ki standardi! Duri i da sakame 

da gi ignorirame, tie se povtorno tuka. Gi {titi nivnata mo}nost i celovitost, 

nivnata seopfatnost i cvrstina. Nitu vremeto nitu, pak, ~ove~kite sueti ne mo -

`at da gi fatat vo stapicata na zaboravot. 

Eden od osobeno bitnite aspekti na dejnosta na Nacionalnata galerija na 

Makedonija e tokmu bitkata protiv zaboravot. Nejzina dol`nost e da pameti i po 

razni povodi, vo ramkite na mo`nostite, da potsetuva na klu~nite figuri od 

makedonskata umetnost i nivnoto tvore{tvo. 

Vo eden vakov kontekst, a po povod dvaesetgodi{ninata od nenadejnata 

smrt, e i ova potsetuvawe, ovoj oma` na tvore{tvoto na Jordan Grabuloski - 

Grabul (1925 - 1986), bezpogovorno eden od me|nicite na makedonskata umetni~ka 

misla na 20-ot vek. Iako mnogumina naj~esto si spomnuvaat za nego na 2 Avgust, 

pred verojatno najgrandiozniot mig na negovoto tvore{tvo - Memorijalniot kom-

pleks †Makedonium∏ vo Kru{evo - Grabul, sepak, ne be{e / ne e samo toa i samo 

tolku. Celokupniot negov opus e bele`it primer na konzistentna tvore~ka misla 

so prepoznatliva univerzalna aura, nesekojdnevna za makedonskata likovna umet-

nost. Vo mnogu aspekti skulptorskoto tvore{tvo na Grabul, vklu~uvaj}i ja tuka i 

spomeni~kata plastika, ja reprezentira samata su{nost i geneza na razvojot na 

makedonskata skulptura vo vtorata polovina na dvaesettiot vek: od †klasi~niot∏, 

mimeti~ki pristap, preku redukcija i stilizacija na formata, do geometrizmot, 

prostornite †instalacii∏ itn. No, od druga strana, poprodlabo~enoto navra}awe 

na tvore{tvoto na Grabul }e ni uka`e i deka mnogu doma{ni zada~i ni ostanale 

nesraboteni, deka (ne samo) negovoto tvore{tvo e nedovolno istra`eno i prezen-

tirano pred javnosta, deka... 

Ottuka i ova potsetuvawe, ovoj oma` za Jordan Grabuloski - Grabul e eden 

~ekor vo taa nasoka. A vo toj kontekst, kako direktor na Nacionalnata galerija 

na Makedonija, sakam da im se zablagodaram na kolegite Aleksandra Zinovski- 

Vili} i Bojan Ivanov za nivniot profesionalen anga`man i predadenost vo 

osmisluvaweto i realizacijata na ovoj proekt, a posebno na Iskra Grabul bez ~ija 

bez rezervna pomo{ i sorabotka istiot ne }e mo`e{e da gi dobie posakuvanite 

dimenzii. 

 

Zlatko Teodosievski
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Forgetting (willingly or unwillingly, consciously or subconsciously / uncon­

sciously) is probably one of the most distasteful / dishonorable human qualities and a fre­

quent pretense argumented excuse for our petty vanities and malice. But, there are things, 

though, there are values that we simply must not just “forget”. They are an inseparable part 

of our past, our history and culture, and in time they become a constituent of our tradition 

– our roots! 

On the other hand, there are things, values that by themselves don’t allow us to 

forget them because they are here, around us, already components of our lives and every­

day – inviolable values embedded into our value system, that have set up strict artistic / 

creative standards! Even when we wish to ignore them, they are still here, protected by 

their power and wholeness, their universality and steadiness. Neither time nor the human 

vanities can drive them into the trap of oblivion. 

One of the especially significant aspects of the activity of the National Gallery of 

Macedonia is this very fight against oblivion. Its duty is to remember and, on different 

occasions and within its possibilities, to remind of the key figures of the Macedonian art 

and of their works. 

In such a context, on the occasion of commemorating 20 years since his sudden 

death, we bring about this reminiscence, this homage to the works of Jordan Grabuloski – 

Grabul (1925 – 1986), undoubtedly one of the cornerstones of the Macedonian art foun­

dations of the 20th century. Although people usually remember him on the 2nd of August, 

standing in front of one of the most grandiose achievements of his work – the Memorial 

Complex “Makedonium” in Krusevo – Grabul was / is not just that and just that much. His 

entire opus is a remarkable example of a consistent creative thought with a recognizable 

universal aura, unusual for the Macedonian fine art. In many aspects the sculptural works 

of Grabul, including the monumental sculptural plastic, represent the very essence and the 

genesis of the development of the Macedonian sculpture in the second half of the 20th cen­

tury: from the “classical” mimetic approach, through the reduction  and stylization of the 

form, to the geometrism, spatial “installations”, etc. But, on the other hand, a more pro­

found insight into the works of Grabul reveals the fact that many homework’s were not 

done properly, that (not only) his works have been insufficiently researched and presented 

to the public. 

Therefore, this reminiscence, this homage to Jordan Grabuloski – Grabul is one 

step in that direction. And in this context, as the manager of the National Gallery of 

Macedonia, I would like to thank my colleagues Aleksandra Zinovski-Vilik and Bojan 

Ivanov for their professional efforts dedicated to the devising and the completion of this 

project, and especially to Iskra Grabul, whose openhanded help and cooperation made this 

project acquire the intended dimensions. 

 

 

 

 

Zlatko Teodosievski 
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Nasledstvoto na Jordan Grabul  
 

 
Izminati se dve desetletija otkako prikaznata za `ivotot 

na Jordan Grabuloski – Grabul (1925, Prilep – 1986, Skopje) 
bespovratno se ima prestoreno vo prikazna koja pove}e ne mo`e sa -
ma  ta da se raska`e i da se objasni. Ottoga{, vo taa zatvorena, a navi -
dum neprekinata niza od tvore~ki podvizi i ~ove~ki slu~uvawa, 
nekoj drug gi ~ita poukite, gi pronao|a zna~ewata i gi vrednuva dos -
tigawata. Vpro~em, taka se gradat i se razgraduvaat modernite u~ewa 
za istoriskoto znaewe, odnosno za edinstveniot izraz na op {te stve -
nata `elba. Od druga strana, tie `elezni zakoni na istorijata ne se 
ni{to pove}e od obi~en raskaz za `elbata na umetnikot. 

Del od posvetenite raska`uva~i, vo priklu~enijata od stvar -
nosta na Grabuloski uspevaat da go prepoznaat ustrojstvoto na neka -
kov patepis: od rodniot Prilep do Skopje, od Split do Belgrad, od 
Ki~evo, preku Venecija, do Gevgelija i Kru{evo, od edno mesto do 
drugo, od bezbroj sredbi do, re~isi, isto tolku zboguvawa. Taka, umet-
nikot patuvaj}i niz samrakot {to brzo pa|a vrz modernoto doba, ja 
osvojuva zavr{nata etapa od potragata po vistinskite pra{awa na 
svoeto vreme. Ovoj patepis na Grabuloski, glavno, se raska`uva 
kako hronika na {tedrite tvore~ki napori koi{to umetnikot gi 
ima prilo`eno vo izgradbata na sopstveniot sovremen op{testven 
prostor. 

Postojat i raska`uva~i na znaeweto koi{to, objasnuvaj}i go 
deloto na Grabuloski, nastojuvaat da go obrazlo`at i `ivotopisot 
na umetnikot. Takviot priod pretpolaga deka duri i samata namera 
da se dofati izvesno razbirawe na ne{tata, ne se zadovoluva so 
opisot na vozbudlivoto talkawe niz vol{ebnite svetovi na moderna-
ta bajka. Spored toa, svetot na Grabuloski mo`e da se razbere edin-
stveno kako podloga na onaa, denes odvaj raspoznatliva, slika sosta -
vena od silovitite presvrti vo istorijata i od dlabokite luzni vo 
sekojdnevieto. [tom mestoto na umetnosta e utvrdeno vo znaeweto, 
umetnikot ostanuva imobiliziran srede viorot na istoriskite nas-
tani. Vakviot `ivotopis na Grabuloski obi~no se raska`uva kako 
tvore~ki ploden sudir so okolnostite. 

Sosema e razbirlivo toa {to vo dene{nicata na slabata 
misla i silnoto ~uvstvo, gledi{tata na makedonskata istoriografi-
ja na umetnosta za pridonesot na Grabuloski vo makedonskata kultur-
na i op{testvena istorija, mo`e da se soop{tat preku grst op{ti 
mesta. Imeno, umetnikot se projavuva ili kako mitski lik {to ja is -
polnuva svojata sudbina, ili kako istoriska li~nost {to im dava 
oblik na zaedni~kite nameri. Od svoja strana, ovie priodi se sosema 
neproyirni za aktuelniot duhoven ambient koj{to sebesi se razbira 
prvenstveno vo prikaznata na `elbata. 

@ivotot na Grabuloski e moderna prikazna ili, so drugi 
zborovi ka`ano, toa e prikazna na nesovr{enata stvarnost koja{to 
se otfrla vo polza na sovr{enata idnina. Na po~etokot se govori za 
edno detstvo koe{to e grubo prekinato od semejnata nema{tija, a po -
toa i za mladosta koja{to umetnikot nema da ja vkusi zaradi sepri -
sut nata gor~evina na voenite pepli{ta. Natamu, po zavr{uvaweto na 
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The heritage of Jordan Grabul 

 

 

It’s been two decades now since the narrative of the life of Jordan 

Grabuloski – Grabul (1925, Prilep – 1986, Skopje) has been irreversibly trans­

formed into a narrative that can no longer give account and explain itself. Ever 

since, in that concluded and apparently uninterrupted line of creative endeav­

ors and human affairs, it is up to someone else to read the moral, discover the 

meanings and evaluate the accomplishments. Actually, this is the way of con­

structing and deconstructing of the modern doctrines on the historical knowl­

edge, that is, on the unique expression of the social desire. On the other hand, 

those iron laws of history are but a simple story about the artist’s desire. 

Some of the initiated storytellers manage to recognize in the events 

of Grabuloski’s reality the structure of a travelogue: from his birthplace Prilep 

to Skopje, from Split to Belgrade, from Ki�evo, via Venice, to Gevgelija and 

Kru�evo, from place to place, from countless encounters to almost as many 

farewells. So, the artist traveled through the dusk, fast setting over the modern 

ages, thus mastering the final stage of the quest for the true questions of his 

times. This travelogue of Grabuloski is usually retold as a chronicle of the gen­

erous creative efforts of this artist, incorporated into the construction of his 

proper, contemporary social space. 

There are others, though, storytellers of the knowledge, who in their 

efforts to explain the work of Grabuloski, tend to think through the artist’s 

biography. This approach assumes that even the very intention to reach some 

understanding of things may not be satisfied by merely describing the exciting 

wanderings across the magic worlds of the modern fairy tale. Accordingly, the 

world of Grabuloski could only be grasped as a background of this, presently 

barely discernible picture made of the fierce turning points in history and the 

deep scars in the everyday life. Once the place of art is decided upon, the artist 

remains immobilized inside the maelstrom of historic events. This biography 

of Grabuloski is usually recounted as a creatively fruitful collision with the 

circumstances. 

It is quite understandable that in this actuality of feeble thought and 

strong sentiment the views of the Macedonian art historiography on the con­

tribution of Grabuloski to the Macedonian cultural and social history, can be 

related in a fistful of commonplaces. Namely, the artist appears either as a 

mythical character fulfilling proper destiny, or as a historic figure giving shape 

to collective intentions. For their own part, these approaches are entirely illeg­

ible to the spirit of the present age that understands itself primarily in the story 

of the desire. 

The lifetime of Grabuloski is a modern story, or to put it differently, 

it is an account about the imperfect reality which is disregarded in favor of the 

perfect future. At the beginning there is a childhood severed by the poverty in 

the family, and then there is the adolescence which the artist couldn’t taste 

because of the all pervading acridity of the ashes of war. Further on, after the 

end of the Second World War, in the life of Grabuloski there is a period of 

making up the omitted and a renewal of the destroyed. In this story, the begin­

nings of Grabuloski’s professional artistic career are located towards the mid 

Fifties. Then, the most important episode, the one that determines the tone of 

the further exposition, is Grabuloski’s participation in the art group “Denes” 

(“Today”), that is, the expressing of his interest as author in a public debate 
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Vtorata svetska vojna, vo ̀ ivotot na Grabuloski nastapuva period na 
nadomestuvawe na propu{tenoto i na obnova na uni{tenoto. Vo 
prikaznata, po~etocite na profesionalnata likovna kariera na 
umetnikot se smesteni kon polovinata na pedesettite godini na 
minatiot vek. Tuka, najva`na epizoda, onaa koja{to go odreduva 
tonot na natamo{nata ekspozicija, e u~estvoto na Grabuloski vo 
likovnata grupa †Denes∏, odnosno izrazuvaweto na negoviot avtor -
ski interes za edna javna debata okolu umetnosta i op{testvoto. 
Potoa, sledat migovi na li~na i profesionalna ispolnetost... vo 
semejstvoto, vo tvore{tvoto, vo pedago{kata dejnost posvetena na 
mlade{kata, krevka tvore~ka me~ta. Tuka e prilo`en kalendarot na 
va`nite nastani: se nabrojuvaat javnite spomeni~ni tvorbi, ne -
kolkute samostojni izlo`bi, op{testvenite priznanija i nagradi, 
statusni promocii... se redat imiwata na u~itelot i mentor Dimo 
Todorovski, na soprugata i sorabotnik Iskra Grabul, na kolegite 
Borko Lazeski i Petar Mazev... 

Me|utoa, krajot na prikaznata izgleda deka se soo~uva so 
golemi pote{kotii pri ispolnuvaweto na barawata na eden vistin -
ski rasplet. Nenadejniot kraj na `ivotot na Grabuloski vo polov-
inata na osumdesettite godini na minatiot vek se sovpa|a so krajot 
na op{testveniot interes za tajnata na oblikot, za znaeweto koe{to 
e nedofatlivo za zborot, za porakite {to umetnikot gi ostava vo 
nasledstvo. 

Denes, obidot da se govori za `elbata na Grabuloski se so -
o~u va so istite pote{kotii na otvorenata raska`uva~ka forma. 
Najnapred, poradi toa {to Grabuloski nitu na li~en, nitu na tvo -
re~ki plan nema opredelen generaciski identitet, {to }e re~e deka 
e bezmalu nevozmo`no interesite na umetnikot da se prikrepat za 
edna to~ka od vremenskata oska i  za odreden istoriski imperativ. 
Vo edna prilika, negovoto delo mo`e da e celosno svrteno kon pra -
{awata za tvore~kiot jazik na edinkata vo mislata na zaednicata, za 
vedna{ potoa, vnimanieto na avtorot da se prenaso~i kon temite na 
golemata Sinteza pome|u likovnite umetnosti i arhitekturata ili, 
pak, da se otvori kon zvucite na najdlabokata intimnost, kon sopstve-
niot vnatre{en glas. A seto toa e proni`ano so ~uvstvo na edinstve-
na, prepoznatliva doslednost vo priodot i vo postapkata. 

Tvore{tvoto na Grabuloski, spored toa, postavuva u{te edna 
prepreka pred kone~noto razbirawe na prikaznata za umetnikot. Od 
edna strana sosema o~igledno e deka ova delo se odlikuva so edinstvo 
na planot na proektnata naso~enost. Od druga strana, pak, jasno e 
deka vo disciplinite na skulpturata, na crte`ot ili na monumental-
noto slikarstvo, tvorbite na Grabuloski se projavuvaat kako 
slo`eni konfiguracii na razli~nite i, napati, protivre~ni aspek-
ti na izrazot, stilot i tehnikata. Taa nesovmesnost na ednata zamis-
la so raznovidnoto mno{tvo na ostvaruvawa, vo sovremenata make-
donska istoriografija na umetnosta naj~esto se razbira kako niza na 
tematizacii vo tvore~koto sozrevawe na Grabuloski. Spored ova 
razbirawe na ne{tata, na po~etokot na karierata deloto na umet-
nikot u~estvuva vo izgradbata na dr`avata, natamu prodol`uva da go 
integrira op{testvoto, potoa go dizajnira kulturniot ambient na 
zaednicata i, kone~no, go oblikuva duhovniot nemir na li~nosta. 
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over the art and society. Then, what follows are the moments of personal and 

professional fulfillment ... in the family, in his work, in his pedagogic activities 

dedicated to the young, fragile creative imagination. It also includes the calen­

dar of important events: recounting public monumental works, several solo 

exhibitions, awards and prizes, public promotion ... as well as the names of the 

teacher and mentor Dimo Todorovski, the spouse and collaborator Iskra 

Grabul, the colleagues Borko Lazeski and Petar Mazev ... 

Yet, the ending of this story seems to be facing difficulties in meeting 

the demands of a true denouement. The sudden end of Grabuloski’s life in the 

mid Eighties coincides with the decline of the social interest in the secrets of 

the form, in the knowledge that could be not grasped by words, in the mes­

sages the artist is consigning as a heritage. 

Today, the attempt to speak about the desire of Grabuloski is facing the 

very same difficulty of the open narrative form. First of all, because Grabuloski, 

neither on personal nor on creative terms, does not have a definite generational 

identity, that is to say, it is virtually impossible to attach the artist’s interests to 

one particular point on the temporal axis and to a certain historical imperative. 

At one time, his work may be entirely oriented towards the problems of the indi­

vidual creative language within the collective thought, and immediately after 

that the author’s attention may be rerouted towards the topic of the great 

Synthesis of arts and architecture, or open itself to the sounds of the deepest inti­

macy, towards his own inner voice. And all this is threaded by the sense of 

unique, recognizable coherency in the method and in the procedures. 

Subsequently, the work of Grabuloski is interposing itself as yet 

another obstacle before the ultimate understanding of the story of this artist. 

On one hand it is quite obvious that this body of works features unity on the 

level of a project direction. On the other hand, it is clear that in the disciplines 

of sculpture, drawing and monumental painting, pieces of Grabuloski do occur 

as complex configurations of different and at times contradictory aspects of 

the expression, style and technique. That dissension between one concept and 

the diverse multitude of exertions in the contemporary Macedonian art histo­

riography is most often grasped as a thematizing line of the creative maturing 

of Grabuloski. According to this understanding of things, at the beginning of 

his career, the artist’s work participates in the construction of the state, further 

on it continues to integrate the society, then it designs the cultural ambiance of 

the community and finally it shapes the spiritual unrest of the individual. And 

yet, in spite of the allurement in that regular shift from the universal language 

to the language of unity, in Grabuloski’s reality there is no such a thing like an 

ordered typology of interests on the discipline and technique, on technology 

and motif, on the topics of public expectations and topics of inner urge. 

So, at the exhibitions of DLUM (Macedonian Association of Artists) 

in the beginning of the Fifties, as well as at the concurrent productions with 

the “Denes” (“Today”) art group, the artist displays techniques and formats – 

drawings on paper, plaster graffiti and reliefs – that in the polemics of the time, 

demonstratively defended the right of the author to remain unmoved by the 

call of history: all that which is transient and timeless emanates from the tiny 

nudes, portraits, motherhood motifs ... Furthermore, the same artist in those 

very same years is laying down the foundations of the rhetoric of the 

Macedonian contemporary monumentalist idiom in the techniques of hot and 

cold, of bronze and concrete, cast in massive sculptures and reliefs and dedi­

cated to the mass mobilization. 
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Sepak, nasproti privle~nosta na takvoto, zakonomerno pomestuvawe 
od zaedni~kiot jazik kon jazikot na zaedni{tvoto, vo stvarnosta na 
Grabuloski nema vremenski podredena razvojna tipologija na inte -
resi za disciplinata i tehnikata, za tehnologijata i motivot, za te -
mite na javnite o~ekuvawa i za temite na vnatre{niot poriv. 

Taka, na izlo`bite na DLUM vo po~etokot na pedesettite 
godini na minatiot vek, kako i vo ednovremenite nastapi so grupata 
†Denes∏, umetnikot izlaga vo tehniki i format– crte`i na hartija, 
gipseni grafiti i reljefi – koi{to vo toga{nite polemiki nagled-
no zastanuvaat zad pravoto na avtorot da se oglu{i pred povikot na 
istorijata: seto ona {to e minlivo i vonvremensko zra~i od malite 
aktovi, portreti, od motivite na maj~instvoto... Pritoa, istiot 
umetnik vo tie isti godini ja vtemeluva i retorikata na sovremeniot 
makedonski monumentalen izraz vo tehnikite na `e{koto i studeno-
to, na bronzata i betonot izlieni vo masivni skulpturi i reljefi, 
posveteni na masovnata mobilizacija. 

Kon krajot na pedesettite i vo prvata polovina na {eeset-
tite godini na minatiot vek, Grabuloski raboti na memorijalnite 
reperi i na istorijata i na simboli~kata legitimacija, kakva {to e, 
na primer, izvedbata na Spomenikot na Partizanskite grobi{ta vo 
Skopje. Naporedno so ova, toj go istra`uva formatot na kamernata 
plastika preku tehnikite na zavareniot metal i klepaniot pronajden 
kamen. Ne{to podocna, na preminot kon slednoto desetletie, umet-
nikot go ostvaruva, verojatno, najva`noto pomestuvawe na tvo re~ka -
ta perspektiva vo ponovata istorija na makedonskata umetnost, a so 
toa i najvpe~atlivata zamena na mestata pome|u predmetot na privat-
nata kontemplacija i slikite na kolektivnoto nesvesno. Golemata 
gradba na Spomenikot na Ilinden vo Kru{evo od komemorativen 
objekt na istoriskiot kult se preobrazuva vo skulptura na osamenoto 
iskusuvawe, vo orgonska komora, vo supkulturen prostor na izme -
netata svest, vo predmet na psihodelijata. Vo istiot vremenski 
raspon, planarnata skulptura na Grabuloski, izgradena od vedro 
oboenite, krevki drveni laminati i fibrilati, se preobrazuva vo 
likovno neutralen objekt od komponibilnoto sekojdnevie na masov-
nata kultura. 

Poslednata decenija od tvore{tvoto na Grabuloski e vreme 
na istra`uvawa na poleto na pro{irenata definicija na skulptura-
ta kako likovna disciplina. Nekoga{niot interes za organskiot 
odnos pome|u crte`ot i skulptorskoto delo, vo ovoj period e celosno 
potisnat od potragata po najneposrednata vrska pome|u proektot i 
mediumot, ta namesto tehnikite na oblikuvaweto, vo prv plan se 
postaveni narativnite tehniki od noviot medium na instalacijata. 
Izgleda deka nedovr{enoto delo na umetnikot e te{ko dostapno za 
nekakva razvojna tematizacija bidej}i vo nego, vsu{nost, ne postoi 
vistinski likoven problem. Mislata na Grabuloski e prekinata vo 
vremenska to~ka {to mu pripa|a na edno novo doba – na dobata na 
~istata vizuelnost.  

Preizgradbata na dosega{nata, vo istoriski pogled, ne sosema 
koherentna matrica za prikaznata na Grabuloski, nalaga poinakvo 
povtoruvawe na op{tite mesta od sudbinata na moderniot umetnik. 
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By the end of the Fifties and during the first half of the Sixties, 

Grabuloski is working on memorial landmarks of history and of symbolic 

legitimating, such as, for example, the exertion of the Monument in Partizan 

Graveyard in Skopje. At the same time, he explores the chamber sized sculp­

ture applying techniques of welded metal and lightly dressed found stone. 

Somewhat later, at the turn of the following decade, the artist performs what 

is probably the most important shift of the creative perspective in the recent 

history of Macedonian art, and by that, the most striking swap between the 

object of private contemplation and images of collective unconscious. The 

immense building of the Monument to Ilinden in Kru?evo was turned into a 

sculpture of solitary experience, into an orgone chamber, into subcultural 

space of altered conscience, into an object of the psychodelia. During this 

same time span, the planar sculpture of Grabuloski, made of vividly painted, 

fragile wooden laminates and fibrillates, was turned into an artistically neutral 

object making part of the composable everyday­life mass culture. 

The last decade in Grabuloski’s work is a time of research into the 

field of the expanded definition of sculpture as an artistic discipline. One time 

interest about the organic relation between the drawing and the sculptural work 

was during this period entirely displaced by the quest after the most immediate 

link between the project and the medium, so that instead of the formative tech­

niques, into the foreground comes a set of narrative techniques pertaining to the 

new medium of installation. It seems as though the unfinished work of the artist 

is difficult to thematize in some developmental sense, since there is actually no 

true artistic problem posed in it. The thought of Gabuloski was severed at a 

point in time belonging to a new age – to the age of pure visuality. 

Rebuilding of the actual and historically not entirely coherent matrix 

of the Grabuloski’s account demands a different repetition of commonplaces 

from the destiny of the modern artist. The world of Grabuloski is a picture of 

the situation pertaining to several different backgrounds. Thus, the topic of liv­

ing traditions, yet to be captured by the firm embrace of the folklore, may be 

grasped as a question of identity, but also as a theme of personal emancipation 

from the legacy. The synthesis of arts and architecture is present with 

Grabuloski as a formative methodology on the modern ideological and social 

space of the individual, but may also be recognized as a decisive step taken out 

of the ambiance of the aggressive post­war humanism towards the problems 

of bio­politics and bio­ethics. 

The manner in which commonplaces are recounted depends on the 

actual context of experiencing the reality. The today’s story of the artist speaks 

of the end of a presence in the daily cultural dynamics, and also of a permanent 

interest in the problems contained in the existential and artistic happenings of 

Grabuloski. 

There is a no man’s land of creative desire, inaccessible to both the 

violent history and the forgetful past. There, in expectancy of new storytellers, 

patiently persists the desire of Grabuloski, as an enduring project of life which 

is slipping by, as a concrete vision of the reality which is constantly delayed. 

 

 

Bojan Ivanov 
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Svetot na Grabuloski e slika na sostojbite koja{to poseduva pove}e 
razli~ni zadnini. Zatoa, temata na `ivite tradicii, s¡ u{te ne -
zarobeni od cvrstata pregratka na folklorot, mo`e da se razbere 
kako pra{awe na identitetot, no i kako tema na li~nata emancipa -
cija od govorot na bitovoto. Sintezata, pak, na likovnite umetnosti 
i arhitekturata, kaj Grabuloski postoi kako oblikuva~ka meto do -
logija za moderniot ideolo{ki i op{testven prostor na edinkata, 
no mo`e da se prepoznae i kako presuden is~ekor od ambientot na ag -
resivniot povoen humanizam kon pra{awata na bio-politikata i 
bio-etikata. 

Na~inot na koj{to se preraska`uvaat op{tite mesta zavisi 
od tekovniot kontekst na do`ivuvawe. Dene{nata prikazna za umet -
nikot govori za krajot na edno prisustvo vo kulturnata dinamika na 
denot, a naedno i za eden postojan interes za pra{awata so dr ̀ ani vo 
`ivotnite i umetni~ki premre`ja na Grabuloski. 

Postoi ni~ija zemja na tvore~kata ̀ elba koja{to e ne dos tap -
na, kako za nasilnata istorija, taka i za zaboravnoto minato. Tamu, vo 
o~ekuvawe na novite raska`uva~i, strplivo op sto juva `el ba ta na 
Grabuloski, kako traen proekt za `ivotot {to se izmol knu va, kako 
konkretno videnie za stvarnosta {to postojano se odlaga.  
 

 
Bojan Ivanov 
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Dru`ewe, 1986, mermer, Ku}a na pe~atot, Skopje 
Companionship, 1986, marble, Press House, Skopje



16

Skica za konceptnite tolkuvawa 
Note on the concept interpretations 



17

Spomenik na Ilinden – „Makedonium“ (1968­1974) 

Monument to Ilinden - "Makedonium" (1968 ­ 1974)



18

Banknota od 10 denari 1993  

Baknote 10 denars 1993

Predna strana / Face 

Zadna strana / Back 



19

Prva galerija-Prerodba 
First gallery-Rebirth

Vtora galerija-Ilinden 
Second gallery-Ilinden

Treta galerija-NOV 
Third gallery-National Liberation Struggle

^etvrta galerija-Sloboda 
Fourth gallery-Freedom
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21

Reljef od Memorijalniot kompleks – Partizanski grobi{ta (1962­1965) 

Relief in the Memorial Complex - Partisan Graveyards (1962 ­ 1965)



22

Fragment od Memorijalniot kompleks – Partizanski grobi{ta (1962­1965) 

Fragment in the Memorial Complex - Partisan Graveyards (1962 ­ 1965)



23

Sila, Slava i Pobeda (1954­1956) 

Strength, Glory and Victory (1954 ­ 1956)



24

Instinkt, 1969 

Instinkt II, 1970 
Instinct, 1969 

Instinct II, 1970



25

Paradoks na koegzistencijata, 1969 
The Paradox of Coexistence, 1969



26

Skulptura 2, 1961 
Sculpture 2, 1961



27

Kre{~endo, 1961 
Crescendo, 1961



28

Torzo, 1966 
Torso, 1966

Samonik, 1966 
Wildflower, 1966



29

Torzo, 1966 
Torso, 1966

Torzo, 1966 
Torso, 1966



30

Prostorni belezi, 1982 
Spatial Marks, 1982

ZAMENA



31

Komunikacii, 1985 
Communications, 1985



32

Objekt V, 1969 

Object V, 1969 



33

Avtoportret, 1968 
Self-portrait, 1968



34

@ena vo fotelja, 1953, 
Woman in an Armchair, 1953

@ena vo enterier, 1953 

Woman in an Interior, 1953



35

Pregratka, 1953 

Embrace, 1953



36

Ma{ki akt, 1965 
Male Nude, 1965

@enski akt, 1965 
Female Nude, 1965

@enski akt, 1965 
Female Nude, 1965



37

Torzo, 1965 
Torso, 1965



38

@enski akt, 1949 
Female Nude, 1949

Ma{ki akt, 1949 
Male Nude, 1949



39

Ma{ki akt, 1953 
Male Nude, 1953

@enski akt, 1953 
Female Nude, 1953
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Grabuloski Jordan i Iskra, Mazev Petar i Lazeski 

Borko, Spomenik na Ilinden – „Makedonium“ (1968­

1974), beton, bronza, keramoplastika, vitraj, poli-

ester, Kru{evo; crno­bela fotografija na ploter 

(200h200 sm) 

Eden od najzna~ajnite memorijalni kompleksi vo 

isto rijata na sovremenata  makedonska  umetnost 

i kultura e tokmu ovoj spomenik. Iskra i Jordan 

Grabul na nego }e rabotat re~isi polovina 

decenija. Vo realiziraweto na ovoj spomenik 

vklu ~eni se i Mazev koj raboti na keramoplas-

tikata i Lazeski na vitroite. Obedinuvaweto na 

pove}e av to ri vo izrabotkata na spomenikot }e 

pretstavuva obid na makedonskata sovremena 

umetnost za sinteza na tie vrednosti. 

  

Grabuloski Jordan, Sila, Slava i Pobeda (1954­1956), 

beton, (v.) 400 sm, skopsko Kale, Skopje; crno­bela 

fotografija na ploter (333h200 sm) 

Ova e period koga umetnosta ne mo`e da bide 

izolirana od novoto op{testvo. Skulpturata }e 

bide pos ta vena na skopskata tvrdina Kale. 

Monumentalen spome nik koj gi soedinuva mina-

toto, tradicijata i streme`ot kon idninata. 

    

Grabuloski Jordan, Reljef od Memorijalniot kom-

pleks – Partizanski grobi{ta (1962­1965), bronza (d.) 

2000 sm, Gradski grobi{ta „Butel“, Skopje; crno­bela 

fotografija na ploter (150h500 sm) 

Memorijalniot kompleks pretstavuva sinteza 

pome|u arhitekturata i likovnata umetnost. 

Koavtorot na kompleksot arhitektot Du{ko 

Pecovski i Grabul so svoeto skulpturalno 

re{enie – reljefot vo bronza sozdavaat eden 

monumentalen spomenik koj mu dava vozvi{eno 

~uvstvo na ovoj del na grobi{tata. So ovoj rel-

jef Grabul se vbrojuva vo prvite istra`uvawa na 

sintezata vo Makedonija. 

 

Instinkt, 1969, panel, 84h80h30 sm, sopstvenost na 

semejstvoto 

Vtorata polovina na {eesettite godini e vreme 

koga interesite na Grabul se svrteni kon 

istra`uvawata vo tvorewe na ambientalni plas-

ti~ni objekti. Se vrzuva za minimalizmot vo 

izrabotkata na dela koi{to mo`at da se 

postavuvaat zaedno ili odvoeno.    

 

Instinkt II, 1970, panel, 240x120x40 sm, sopstvenost 

na semejstvoto 

I ova delo pripa|a na istiot period, t.e. vtorata 

polovina na 60­te godini. Objektite se oslobo-

deni od  kakvi bilo detali, isto kako i ovoj, 

liniite se taka izvle~eni {to na niv mnogu 

retko postojat ostri agli.  

 

Objekt V, 1969, panel, 56x59x13 sm, sopstvenost na se -

mej  stvoto 

I ova delo e izrabotno vo duhot na minimaliz-

mot. Izviena kriva linija, bez detali. Bojata e 

monohromna, kako i kaj drugite objekti. 

 

Paradoks na koegzistencijata, 1969, panel, 245x236x73 

sm, sopstvenost na Muzejot na sovremenata umetnost, 

Skopje 

 

Kre{~endo, 1961, metal, 680x147x470 sm, sopstvenost na 

Muzejot na sovremenata umetnost, Skopje. 

Nemirniot i temperamenten duh na Grabul }e go 

pre diz vika da se isproba i vo izrabotka na 

skulpturi vo drugi materijali. Taka vo periodot 

na {eesettite godini toj }e pravi skulpturi od 

metal. Horizontalna ramna povr{ina na koja se 

navaruvani ostri pomali i pogolemi delovi.  

Skulptura 2, 1961, metal, 130x46x42 sm, sopstvenost na 

Nacionalnata galerija na Makedonija, Skopje 

Delo od metalnata faza na Grabul. 

 

Vo {eesettite godini Grabul sozdava skulpturi 

izraboteni od pogolemi re~ni kamewa. Kamenot 
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izvaden od voda ne ja gubi svojata forma so 

interven ciite koi na nego gi pravi avtorot. Toa 

se mali vdlabnatini, izdlabeni linii – krivi, 

kru`ni ili vo forma na spirala. Ovaa faza }e 

bide povrzana so negovoto tvore{tvo vo 80­te 

godini koga }e gi raboti instalaciite 

Prostorni belezi (1982) i Komunikacii (1985). 

Torzo, 1966, kamen, 20h40h30 sm, sopstvenost na semej -

stvoto 

Samonik, 1966, kamen, 19h25h25 sm, sopstvenost na 

semej stvoto 

Torzo, 1966, kamen, 19h26h10 sm, sopstvenost na semej -

stvoto (skulpturata  

spored Sowa Abaxieva-Di mi tro va e imenuvana 

kako Samonik) 
Torzo, 1966, kamen, 22h28h10 sm, sopstvenost na semej -

stvoto 

Prostorni belezi, 1982, sopstvenost na Nacionalnata 

galerija na Makedonija, Skopje (podarok od soprugata) 

Pokraj monumentalnite spomenici so koi }e 

ostavi traen pe~at vo makedonskata sovremena 

umetnost, Grabul e, isto taka, osobeno prepoz-

natliv i ostanat vo se}avawata so svojata 

galeriska skulpturalna plastika. Vo osumdeset-

tite godini gi sozdava instalaciite sostaveni 

od segmenti – formi od bel cement. 

 

Komunikacii, 1985, fragmenti, sopstvenost na semej -

stvoto 

Komunikacii e slednata faza vo koja Jordan 

Grabul raboti vo terakota. Toa se razli~ni 

formi – konusi, izvieni val~esti formi, 

top~iwa, postaveni kako grupa ili, pak, gi kom-

binira so suvi lisja, pesok, siten kamen, kamen 

belutrak, zemja. Na toj na~in toj se vrzuva so 

prirodata. 

 

Dru`ewe, 1986, mermer, Ku}a na pe~atot, Skopje 

So temperamenten duh (kako {to vo eden moment 

}e ka`e negovata sopruga Iskra Grabul) toj pos-

tojano }e bide so glina ili so moliv vo raka. 

Nasproti monumentalnite dela, beliot cement i 

keramikata, preku crte`ite go zapoznavame i 

kako eden izvonreden crta~ vo matisovski 

manir.  

 

@ena vo enterier, 1953, linorez, 24x31 sm, sopstvenost 

na Muzejot na sovremenata umetnost, Skopje  

@ena vo fotelja, 1953, tu{/hartija, 30x21 sm, sop-

stvenost na Muzejot na sovremenata umetnost, Skopje 

Pregratka, 1953, bakrorez, 33,5x25 sm, sopstvenost na 

Muzejot na sovremenata umetnost, Skopje 

Ma{ki, 1965, tu{/hartija, 15h21 sm, sopstvenost na 

semejstvoto 

@enski akt, 1965, tu{/hartija, 21h15 sm, sopstvenost 

na semejstvoto 

@enski akt, 1965, tu{/hartija, 21h15 sm, sopstvenost 

na semejstvoto 

@enski akt, 1949, sepija/hartija, sopstvenost na semej -

stvoto (stud.) 

Ma{ki akt, 1949, sepija/hartija, sopstvenost na semej -

stvoto (stud.) 

Avtoportret, 1968, moliv/hartija, sopstvenost na 

semejstvoto 

@enski akt, 1953, sepija/hartija, sopstvenost na seme-

jstvoto 

Ma{ki akt, 1953, sepija/hartija, sopstvenost na seme-

jstvoto 

Torzo, 1965, tu{/hartija, 42x29 sm, sopstvenost na se -

mej stvoto  

(spored Sowa Abaxieva-Dimitrova deloto e 

datirano vo 1955 g.) 

Banknota od 10 denari 

Izdanie: 1993 

Nominalna vrednost: 10 denari 

Dimenzii: 150h73 mm 

Predna strana: Spomenik „Makedonium“ (1974), 

Kru{evo, na levata polovina. 

Zadna strana: Panorama na gradot Kru{evo na 

desnata polovina. 

Boja: svetlosina na `oltenikava osnova. 

Pe~ateni vo „11 Oktomvri“, Prilep 

Period na optek: 10.05.1993-31.12.1996 

Dizajn na banknotata: 11 Oktomvri, Prilep
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­ Grabuloski Jordan and Iskra, Mazev Petar and Lazeski 

Borko, Monument to Ilinden - "Makedonium" (1968 ­ 1974), 

concrete, bronze, sculptural ceramic, stained glass, polyester, 

Kru{evo; black/white photograph, ink­jet print (200x200 cm) 

This monument is one of the most significant memorial 

complexes in the history of the Macedonian contempo­

rary art and culture. Iskra and Jordan Grabul spent over 

half a decade working on it. In the execution of this 

monument were also included the painters Petar 

Mazev, who contributed the sculptural ceramic, and 

Borko Lazeski who produced the stained glass parts. 

The joint participation of several artists in the comple­

tion of this monument, represented an attempt of the 

Macedonian contemporary art to reach the synthesis of 

these values. 

 

­ Grabuloski Jordan, Strength, Glory and Victory (1954 ­ 

1956), concrete, 400 cm (height), Kale ­ the Skopje citadel; 

black/white photograph, ink­jet print (333x200 cm) 

This was a period when the art could not be isolated 

from the new society. The sculpture was set on the 

Skopje citadel Kale. It is a monumental memorial that 

connects the past, the tradition and the hopes for the 

future. 

 

­ Grabuloski Jordan, Relief in the Memorial Complex - 
Partisan Graveyards (1962 ­ 1965), bronze, 2000 cm 

(length), City Cemetery Butel, Skopje; black/white photo­

graph, ink­jet print (approx. 150x500 cm) 

The Memorial Complex is a synthesis of architecture 

and fine arts. The co­author of the Complex, the archi­

tect Du{ko Pecovski, and Grabul with his sculptural 

project ­ the bronze relief ­ made a monumental memo­

rial that presents that part of the cemetery with an 

exalted feeling. This relief enters Grabul among the 

first researchers of the synthesis in Macedonia. 

­ Instinct, 1969, wooden laminate and fibreboard, 84x80x30 cm, 

property of the artist’s family 

The second half of the 1960s was a period when 

Grabul's interests were directed towards the research in 

making ambient plastic objects. He was excerpting 

from the Minimal Art in accomplishing artworks that 

may be arranged together or separately. 

 

 

­ Instinct II, 1970, wooden laminate and fibreboard, 240x120 

x40 cm, property of the artist’s family 

This artwork belongs to the same period, i.e. the second 

half of the 1960s. The objects were released of any 

details, much the same as this one; the lines are drawn 

so that they rarely make acute angles. This artwork has 

not been displayed so far. 

 

­ Object, 1969, wooden laminate and fibreboard, 56x59x13 

cm, property of the artist’s family 

This artwork was also made in the spirit of the 

Minimal Art. A twisted, curved line without details. 

The paint is monochrome, same as with the other 

objects. 

 

­ The Paradox of Coexistence, 1969, wooden laminate and 

fibreboard, 245x236x73 cm, property of the Museum of 

Contemporary Art, Skopje 

 

­ Crescendo, 1961, steel, 680x147x470 cm, property of the 

Museum of Contemporary Art, Skopje 

 

The restless and temperament spirit of Grabul chal­

lenged him to try and make sculptures of other mate­

rials. So in the period of the 1960s he made metal 

sculptures. A horizontal flat surface with smaller or 

larger parts welded to it. 

 

­ Sculpture 2, 1961, steel, 130x46x42 cm, property of the 

National Gallery, Skopje 

An artwork from Grabul's "metal phase". 

In the 1960s Grabul made sculptures of large river 

stones. The stones taken out of the water do not lose 

their forms following the interventions of the artist. 

They consist of small notches, carved lines ­ curved, 

circular or spiral. This phase was related to his opus 

of the 1980s when he made the installations Spatial 
Marks (1982) and Communications (1985). 
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­ Torso, 1966, stone, 20x40x30 cm, property of the artist’s 

family 

­ Wildflower, 1966, stone, 19x25x25 cm, property of the 

artist’s family 

­ Torso, 1966, stone, 19x26x10 cm, property of the artist’s 

family 

(according to Sonja Abad`ieva­Dimitrova this sculpture 

was titled Wildflower) 
­ Torso, 1966, stone 22x28x10 cm, property of the artist’s 

family 

 

­ Spatial Marks, 1982, property of the National Gallery, 

Skopje (donated by his wife) 

Together with his monumental memorials which 

became his legacy to the Macedonian contemporary 

art, Grabul was also known and remembered for his 

gallery sculptural plastic. In the 1980s he made instal­

lations composed of segments ­ forms made of white 

cement. 

 

­ Communications, 1985, fragments, property of the artist’s 

family 

Communications was the phase when Jordan Grabul 

worked with terra­cotta. He made different forms ­ 

cones, twisted, rounded forms, spheres, arranged as a 

group or combined with dry leaves, sand, pebble, 

earth. Thus he related to nature. 

 

­ Companionship, 1986, marble, Press House, Skopje 

 

Being of temperament spirit (as once his wife Iskra 

described him) he was permanently having clay or a 

pencil in his hands. Aside from the monumental art­

works, the white cement and the ceramic, his draw­

ings present him as an extraordinary draughtsman 

who followed the manner of Matisse. 

­ Woman in an Interior, 1953, linocut, 24x31 cm, property of 

the Museum of Contemporary Art 

 

­ Woman in an Armchair, 1953, India ink/paper, 30x21 cm, 

property of the Museum of Contemporary Art 

 

­ Embrace, 1953, copper engraving, 33.5x25 cm, property of 

the Museum of Contemporary Art 

 

­ Male Nude, 1965, India ink/paper, 15x21 cm, property of 

the artist’s family 

 

­ Female Nude, 1965, India ink/paper, 21x15 cm, property of 

the artist’s family 

 

­ Female Nude, 1965, India ink/paper, 21x15 cm, property of 

the artist’s family 

 

­ Female Nude, 1949, sepia/paper, property of the artist’s 

family (study) 

 

­ Male Nude, 1949, sepia/paper, property of the artist’s fami­

ly (study) 

 

­ Self-portrait, 1969, pencil/paper, property of the artist’s 

family 

 

­ Female Nude, 1953, sepia/paper, property of the artist’s 

family 

 

­ Male Nude, 1953 sepia/paper, property of the artist’s family 

 

­ Torso, 1965, India ink/paper, 42x29 cm, property of the 

artist’s family 

(according to Sonja Abad`ieva­Dimitrova this artwork 

was dated from 1955) 

 

­ Baknote 10 denars 1993 

Issue: 1993 

Nominal value: 10 denars 

Dimensions: 150x73 mm 

Face: "Makedonium" Monument (1974), Krushevo, 

on the left half. 

Back: Panoramic view of the town of Krushevo, on 

the right half. 

Color: blue on yellow background. 

Printed at "11 Oktomvri", Prilep 

Period of circulation: 10.05.1993­31.12.1996 

Banknote design: 11 Oktomvri, Prilep
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Biografija 

 

 

Roden e vo Prilep vo 1925 godina od majka Katarina i tatko Milan 

koj bil u~itel. Od 1931 do 1942 godina osnovno u~ili{te i gimnazija 

u~i vo Prilep. Negovata nadarenost za crtawe bila zabele`ana u{te 

vo osnovnoto u~ili{te. Vo gimnazija gi dobiva prvite stru~ni pouki 

od profesorot po crtawe, slikarot Velebit Rendi}. Pokraj 
slikaweto, kaj nego s¡ pove}e }e se ~uvstvuva naklonetost i kon 

skulpturata. Poradi te{kite materijalni uslovi vo koi se nao|alo 

negovoto semejstvo, bil prinuden da go napu{ti {koluvaweto. 

Golemata qubov kon skulpturata  go vodi vo kamenore`a~kata 

rabotilnica na Petre Tav ~i ja vo Prilep, kade }e se zdobie so prvite 

zanaetski pouki. 

Vo 1943 godina se sre}ava so vajarot Dimo Todorovski. Od nego gi 

dobiva vistinskite pouki za skulpturata. S¡ do smrtta na Todo rov -
ski ostanuvaat bliski prijateli i sorabotnici. 

Vo 1944 godina u~estvuva vo NOV, a po osloboduvaweto, od 1945 do 
1948 godina, se {koluva vo novoformiranoto „Hudo`estveno 

u~ili{te“ vo Skopje, kade gi  posetuva predavawata na profesorot 

Dimo Todorovski. Vo 1949 godina pri izvedbata na spomenikot na 

osloboditelite na Skopje, Grabul }e mu pomaga na vajarot Ivan 

Mirkovi}, a negovo delo }e bide mladoto mom~e koe }e ja personifi-
cira mladinata koja u~estvuva{e vo NOV. 

Po zavr{uvaweto na „Hudo`estvenoto u~ili{te“, se zapi{uva na 

Akademijata za likovni umetnosti vo Belgrad, vo klasata na prof. 

Lojze Dolinar. Vo isto vreme gi posetuva i predavawata na Sreten 

Stojanovi} koj predaval za „burdelovskite principi na gradewe na 

formata“ vo skulpturata. 

Po zavr{uvaweto na studiite se vra}a vo Skopje.  

Od 1952 do 1961 godina raboti kako profesor po vajarstvo vo 

Umetni~ kata {kola.  

1953 godina stanuva ~len na grupata „Denes“. Od 1961 do 1975 godina 

se zani mava so slobodna likovna dejnost. 

1970 godina ja dobiva nagradata „11 Oktomvri“ za zna~ajni ostvaru-
vawa vo oblasta na umetnosta.  

Od 1975 do 1980 e direktor na U~ili{teto za primeneta umetnost vo 

Skopje. Se penzionira vo 1981 godina. Na 23 noemvri istata godina e 

izbran za dopisen ~len na MANU. 

 

Za detalna izlaga~ka dejnost vidi:  
 

(1987) Spomenica - Jordan Grabuloski 1925-1986. Skopje: Makedonska 

akademija na naukite i umetnostite; 

Abaxieva Dimitrova, Sowa (1988) Jordan Grabuloski Grabul. Skopje:  

Makedonska kniga i Muzej na sovremenata umetnost.  

 

Vo podgotovkite za izlo`bata koristeni se materijali i informa-
cii od razgovorite so Iskra Grabul.  
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Biography 

 

 

Jordan Grabuloski was born in Prilep in 1925 as the son of Katarina and 

Milan, a teacher. In the period 1931 ­ 42 he attended the primary and high 

schools in Prilep. His gift for drawing was noted as early as he was in the ele­

mentary school. In the high school he received the first instructions from his 

art teacher, the painter Velebit Rendiæ. Along with the painting he grew more 

inclined for the sculpture. Due to the financial hardships of his family he was 

forced to abandon the school. His great love for sculpture led him to the 

stone carving workshop of Petre Tavèija in Prilep, where he acquired the first 

training of the craft. 

In 1943 he met the sculptor Dimo Todorovski. He gave Grabul  the first real 

guidance on sculpting. They remained close friends and collaborators until 

the death of Todorovski in 1983. 

In 1944 he joined the National Liberation Struggle, and following the liber­

ation, from 1945 to 1948, he studied at the newly founded Art School in 

Skopje where he attended the lectures of the professor Dimo Todorovski. In 

1949 Grabul assisted the sculptor Ivan Mirkoviæ in the execution of the 

Monument to the Liberators of Skopje, contributing to this sculptural group 

the figure of a young boy as a personification of the youth that joined the 

National Liberation Struggle. 

After completing the Art School he entered the Academy of Fine Art in 

Belgrade in the sculpture class of the professor Lojze Dolinar. He concurrently 

attended the lectures of the sculptor Sreten Stojanoviæ who taught of the 

“Antoine Bourdelle’s principles in the construction of the form” of sculpture. 

Following the graduation from the Academy he returned to Skopje. 

From 1952 to 1961 he was teaching sculpture at the Art School. 

In 1953 he became a member of the group "Denes" ("Today"). From 1961 to 

1975 he worked as a freelance artist. 

In 1970 he won the "11 Oktomvri" ("11th of October") award for his 

achievements in the field of  fine arts. 

From 1975 to 1980 he was a principal of the School of Applied Arts in 

Skopje. He was retired in 1981. On the 23rd of November that year he was 

admitted to the Macedonian Academy of Arts and Sciences. 

 

For unabridged listing of exhibitions, refer to: 

 

(1987) Spomenica Jordan Grabuloski 1925 - 1986: Macedonian Academy of 

Arts and Sciences; 

Abad`ieva Dimitrova, Sonja (1988) Jordan Grabuloski Grabul, Skopje: 

"Makedonska kniga" and the Museum of Contemporary Art. 

 

Materials and information used in preparing this exhibition, were acquired 

by courtesy and with permission of Iskra Grabul. 
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