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3abopaBameTo (HAMEPHO WM HEHaMEPHO, CBECHO WM TOTCBECHO/HECBECHO),
CeKakKo, € efHa of] HebaarogapHuTe / HeOJAropoHUTE YOBEUKN OCOOMHM U YECT, OOKeM
apryMeHTHpaH, U3roBOp 3a HAIlUTe CUTHU cyeTu U nakoctu. Ho, uMma Herra, uMa Bpef-
HOCTH KOMIIITO, €THOCTABHO, HE cMeeMe TYKY-TakKa Jia TH ,,3a00paBaMe”. 3aIlTo Tue ce
HEPACKHMHJIMB JIeJT Of] HAIlIETO MUHATO, HaIllaTa CTOpUja U KYJITYpa, a CO TEKOT Ha BpeMe-
TO CTaHyBaaT COCTaBKa Ha HalllaTa Tpajiuliyja - Hallli KOpeHu!

On ppyra cTpaHa, uMa HellTa, UIMa BPeJHOCTH KOUIITO U caMUTe MO cebe He HU
JI03BOJTyBaaT Jia r'M 3a00paBUMe 3allITO ce TyKa OKOJy Hac, BeKe COCTABEH JIeq Ha HAIIIHOT
>KABOT ¥ CEKOjIHEBUE - BPEIHOCTH IITO HEIPUKOCHOBEHO CE BrHE3/IMIIE€ BO HALLIMOT BpeJl-
HOCEH CHCTeM, TIOCTaBIIe IIBPCTH TBOPEUKH / yMETHUUKY cTaHmapau! [lypy u na cakame
la TH UTHOpHUpaMe, THE ce TIOBTOPHO TyKa. ['M IITUTH HUBHATa MOKHOCT U LEJIOBUTOCT,
HUBHATa ceongaTHOCT U UBPCTHHA. HUTY BpeMeTo HUTY, aK, YOBEUKHUTE CyeTH HE MO-
>Kar fia T paTaT BO cTanuuaTa Ha 3a00paBoT.

Enen o oco6eHo ONTHUTE aclieKTH Ha JiejHocTa Ha HanmonanHaTa ranepuja Ha
Makepnonnja e TOKMy OUTKaTa NpoTUB 3a00paBoT. Hej3uHa HOMKHOCT € 1a maMeTH 1 1O
pa3HU MOBOJIM, BO PAMKHTE HAa MOXKHOCTHUTE, fla MOTCETyBa HAa KIIyUYHUTE (PUTYPH Of
MakKeJJOHCKaTa YMETHOCT ¥ HUBHOTO TBOPELUITBO.

Bo efen BaKOB KOHTEKCT, a 1O MOBOJI ABAcCETTONMIITHAHATA Off HeHajiejHATa
CMpT, € U OBa IOTCETYBame, OBO] OMaXK Ha TBOPEWITBOTO Ha Jopoam [pabysocku -
I'pabya (1925 - 1986), 6e3mOroBOPHO €fieH Off MerHUIMTE Ha MAaKEeTOHCKAaTa yMETHUYKA
mucia Ha 20-0T Bek. Mlako MHOTYMIHa HajuecTO CH CIIOMHYBAaaT 3a Hero Ha 2 ABTYCT,
npef] BepOjaTHO HAjTPAHAMO3HUOT MHT HA HETOBOTO TBOPEIITBO - MeMOPHjaTHIOT KOM-
mwiekc ,,Makenonnym™ Bo Kpyieso - I'pabyi, cenak, He Oelile / He € caMO Toa U caMo
TOJKY. LIeTOKyMHIOT HEeroB OIyc € GesIesKuT NpUMep Ha KOH3UCTEHTHA TBOPEUKa MHCIIA
CO IPENO3HATINBA YHUBEP3alHa aypa, HECEKOjIHEBHA 32 MaKeJJOHCKAaTa JJMKOBHA yMeET-
HOCT. Bo MHOTY acnekT# CKyJIInTOPCKOTO TBOPEIITBO Ha ['palyi1, BKIIyuyBajKu ja TyKa 1
CIIOMEHMYKaTa IJIACTUKA, ja pelpe3eHTHpa caMaTa CYIIHOCT M reHe3a Ha pa3BojoT Ha
MaKeJJOHCKaTa CKYJINTypa BO BTOpaTa MOJIOBUHA HA IBACCETTHOT BEK: O] ,,KJIIACHUHIOT ",
MHUMETHYKHU MIPUCTAIl, IPEKY pefyKlyja U CTUIn3alnmja Ha popMara, 0 TeOMETPU3MOT,
MIPOCTOPHHUTE ,,MHCTananun" uTH. Ho, of1 ipyra crpaHa, monpojiaboueHoTo HaBpaKame
Ha TBOPEIITBOTO Ha ['pabyn Ke HU yKae U ileKa MHOTY IOMAIIIHY 3a/layll HU OCTaHaJle
HecpaOOTeHH, feka (He caMO) HErOBOTO TBOPEIITBO € HEOBOJIHO MCTPAYKEHO U MPE3eH-
TUPAHO Tpef] jaBHOCTA, JeKa...

OrTyKa 1 OBa IOTCETYBame, 0BOj oMax 3a JoppaH ['pabynocku - ['pabyi e efieH
YeKOop BO Taa Hacoka. A BO TOj KOHTEKCT, Kako AupekTop Ha HammonamHaTa ranepuja
Ha MakeyioHHja, cakaM Jia UM ce 3abjarofapaM Ha KoJjernte AJiekcaHupa 3WHOBCKH-
Bumuk u Bojan VBaHOB 3a HUBHMOT NpO(EeCHOHATEH aHTa’KMaH M INpefajeHOCT BO
OCMUCTTYBAaK-€TO U pean3ainyjaTa Ha OBOj MPOEKT, a moceOHo Ha Vickpa ['pabyn 6e3 umja
Oe3pe3epBHa MOMOLI U cOpabOTKa MCTHOT He Ke MOKelle fja TM Ao0he MOCaKyBaHUTE

AUMEH3UN.

3narko TeogocneBcku



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 ond 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



Hacnencrsoto Ha Jopnan I'padyn

M3muHatu ce fiBe fieceTyieTHja OTKAaKO MPHUKa3HaTa 3a >KUBOTOT
Ha Jopman I'padynockum — I'pabym (1925, IMpunen — 1986, Ckomje)
OecroBpaTHO ce MMa MPECTOPEHO BO MpHKa3Ha Koja MoBeKe He MOXKe ca-
MarTa jja ce packaxe 1 jja ce o0jacHu. OTrorani, Bo Taa 3aTBOpEHa, a HaBU-
IyM HENpeKuHaTa HHU3a Ofl TBOPEUKM MOABH3M M YOBEUKHU CIy4UyBama,
HEKOj IPYT 'l YATa IIOYKUTE, TU TPOHAOla 3HAUeHaTa U T BPEHYyBa JIOC-
TUTramaTa. Bripodem, Taka ce rpajaT u ce pa3rpajyBaaT MOIEpHUTE yuera
32 UCTOPUCKOTO 3HACH-E, OTHOCHO 32 €UHCTBEHUOT M3pa3 Ha OMIITECTBE-
HaTa xkenba. Of pyra cTpaHa, THE XKEeJIe3HU 3aKOHU Ha UCTOpHjaTa He ce
HUILITO NMOBeKe Off OOMYEH packa3 3a xKejadaTa Ha YMETHUKOT.

Jlen oy mocBeTeHUTE packaxkyBauH, BO IPUKITyUeHU]jaTa Off CTBap-
HocTa Ha I'paGynocku ycneBaart jja To Ipeno3Haar ycTpojCTBOTO HAa HEKa-
koB narenuc: of poguuot Ilpunen no Ckomnje, ox Crutut no benrpan, on
Kuueso, npexy Beneuuja, no I'eBrenuja u KpymieBo, oy egfHO MecTo 10
Apyro, o 6e30poj cpendu 1o, pedricy, KCTO TOJKY 300ryBama. Taka, ymeT-
HUKOT TAaTyBajKW HA3 caMpakoT INTO Op30 mafa Bp3 MOJIEpHOTO /1004, ja
OCBOjyBa 3aBpIlIHATa eTana off MoTparata Mo BUCTHHCKHUTE Ipalllamha Ha
cBoeTo Bpeme. OBoj marenuc Ha ['palynocku, IJ1aBHO, Ce pacKaKyBa
KaKO XpOHMKA Ha LITE[pUTE TBOPEUYKM HANOPU KOUIITO YMETHUKOT T'!
“Ma MIPWIIOXKEHO BO M3TpajidaTa Ha CONCTBEHUOT COBPEMEH OMIITECTBEH
IIPOCTOP.

ITocrojaT 1 packaxkyBauu Ha 3HACHETO KOWIIITO, 00jaCHYBajK! TO
nenoto Ha ['paGynocku, HacTOjyBaaT ia TO 00pa3IoKaT M KUBOTOMHUCOT
Ha yMETHHUKOT. TakBUOT Ipuoj mpeTiosara feka Aypu U camaTa Hamepa
na ce nodaTh M3BECHO pa3duparme Ha HellTaTa, He Ce 3al0BOJIyBa CO
ONHKCOT Ha BO3OY/ITIMBOTO TaJKakHe HU3 BOJIICOHUTE CBETOBU Ha MOJIEpHA-
Ta 6ajka. Criopepqt Toa, cBeTOoT Ha ['padynocku Moxe f1a ce pazdbepe euH-
CTBEHO KaKo IOJIJIora Ha OHaa, ICHEC OfiBaj paclo3HaT/INBA, CIMKa COCTa-
BEHa OJI CHJIOBUTHUTE MPECBPTU BO MCTOpHUjaTa U Off AIa00KUTE JIy3HU BO
cexojgHeBueTo. IlITom MECTOTO Ha YMETHOCTA € YTBPAECHO BO 3HACHETO,
YMETHUKOT OCTaHyBa UMOOWIIN3UPAH cpeie BUOPOT Ha UCTOPUCKHUTE HaC-
TaHu. BakBroT kuBoTomuc Ha I'pabynocku OOMYHO ce packaKyBa Kako
TBOPEYKU IIJIOEH CyAUP CO OKOJTHOCTUTE.

Cocema e pa3OupiauBO TOa LITO BO JGHEHIHMIATa Ha cnabarta
MUCJIA ¥ CHITHOTO YYBCTBO, TJIEIUIITATAa HA MaKeTOHCKATa UCTOpHOTrpadu-
ja Ha yMeTHOCTa 3a IpUAOHeCOT Ha I'pabyocku BO MakeloHCKaTa KyaTyp-
Ha ¥ ONIITECTBEHA MCTOPHja, MOXKE Jla Ce COOIIITAT NPEKY IPCT ONIITH
MecTa. IMeHO, yMETHUKOT ce TIpOjaByBa WM KAKO MUTCKH JIMK IIITO ja HC-
IIOJIHYBa CBOjaTa CyfAOMHA, WX KAaKO MCTOPUCKA JUYHOCT ILUTO UM JaBa
0065uK Ha 3aegHUYKKUTe Hamepu. Off cBOja cTpaHa, OBUE NPHOJU CE coceMa
HENPOSUPHU 32 aKTYEITHUOT AYXOBeH aMOMEHT KOjIITo cebecr ce pazoupa
IIPBEHCTBEHO BO IIpUKa3HaTa Ha XKejbara.

ZKusoroT Ha I'pabynocku € MojiepHa NpHKa3Ha WU, CO APYru
300pOBHU KaxkaHO, TOA € MPUKa3Ha Ha HECOBPIIIEHATa CTBAPHOCT KOjalllTO
ce oT¢piia BO II0J13a Ha coBplIeHaTa ugHuHa. Ha noueTokor ce rosopu 3a
€/IHO JIETCTBO KOEILITO € rpy0o MPEeKUHATO Off CeMejHaTa HeMalllTHja, a o-
TOA ¥ 32 MJIAJJOCTa KOjallITO YMETHUKOT HEMa Jia ja BKYCHU 3apajii Cenpu-
CyTHaTa rOpYeBUHA Ha BoeHuTe nemmiura. Haramy, o 3aBpiiyBameTo Ha



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 Killevo, via Venice, to Gevgelija and
Krullevo, 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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Bropara cBeTcKa BOjHa, BO XKMBOTOT Ha ['padynocku HacTamyBa neproj Ha
HAJOMECTYBalkE Ha MPOINYIITEHOTO W Ha OOHOBA HAa YHUIITEHOTO. Bo
NpuKa3HaTa, NOYeTOUTE Ha NpodecHOHaTHAaTa JMKOBHA Kapuepa Ha
YMETHUKOT C€ CMECTEHH KOH IOJIOBHMHATa Ha IEJEeCEeTTUTE FOAUHMU HA
MHUHATHOT BeK. Tyka, HajBakHa €NMU30/1a, OHAaa KOjalITO ro OApefyBa
TOHOT Ha HaTaMOIIIHATa €KCIO3ullyja, € yyecTBOTO Ha I'palymocku BO
JIMKOBHaTa rpymna ,,JleHec”, OqHOCHO U3pa3yBambeTO Ha HEFOBUOT aBTOP-
CKM MHTEpEC 3a €[Ha jaBHa je0aTa OKOJYy YMETHOCTAa U ONIITECTBOTO.
IToroa, cnefaT MUrOBM Ha JIMYHA ¥ MPO(ECHOHATHA UCIOJHETOCT... BO
CEMEjCTBOTO, BO TBOPEILITBOTO, BO MEAAromIkaTa AjHOCT ITOCBETEHa Ha
MJIafiellKaTa, KpeBKa TBOpeuka MeuTa. TyKa e puiaoKeH KaleHAapoT Ha
BaYKHUTE HACTAHU: ce HAOpOjyBaaT jaBHUTE CIOMEHUYHH TBOpPOH, He-
KOJIKyT€ CaMOCTOjJHH H3IIOXKOH, OMIITECTBCHUTE NMPU3HAHUjA U HArpajH,
CTaTyCHU MPOMOLMH... C& pefaT UMHUIbATa HA YYUTEJIOT U MEHTOp Mo
Topmoposcku, Ha conpyrara u copaboTHuk Mckpa I'paOyi, Ha Koserute
Bopxko JTazecku u Ilerap Mases...

MefyToa, KpajoT Ha IpHKa3HaTa M3IIEfla JIeKa Ce COoOuyBa CO
roJeMU NOTEIIKOTUN IPU UCTIONHYBAkETO HA 6apamaTa Ha elcH BUCTHH-
cku paciuieT. HeHafiejHHOT Kpaj Ha SKUBOTOT Ha ['pabysocku BO TONOB-
MHATa HA OCYMJECETTUTE FOIMHN HA MUHATUOT BEK CE cOBNara co KpajoT
Ha OIIITECTBEHUOT UHTEPEC 32 TajHATA HA OOJIUKOT, 32 3HACHETO KOEILITO
e HegodaTIMBO 3a 300pOT, 3a MOPAKUTE IITO YMETHUKOT T'M OCTaBa BO
HACJIE[ICTBO.

Jlenec, oOMAOT Aa ce roBopH 3a kenbara Ha I'paOynocku ce co-
Oo4yBa CO UCTHTE IOTEHIKOTHM Ha OTBOPEHATa pacKaxkyBauka opma.
Hajnanpen, nopanu toa mro I'pabyaocku HUTY Ha JIMYEH, HUTY Ha TBO-
peuUKy IIaH HeEMa OIpefie/ieH FeHEePaLCKU UIEHTUTET, IITO Ke pede ieKka
e 0e3Mally HEBO3MOXHO MHTEPECUTE Ha YMETHHUKOT Ja ce IpUKpenarT 3a
€/lHa TOYKa Off BPEMEHCKATa OCKa U 3a OfPE/IeH UCTOPUCKU UMIIEPATHUB.
Bo egHa mpunuka, HETOBOTO IEJIO MOXKE /1 € LIEOCHO CBPTEHO KOH TIpa-
IIamaTa 3a TBOPEUKUOT ja3UK Ha eIMHKATa BO MUCJIaTa HA 3a€[HULIATA, 32
BeJIHAIII IOTOA, BAUMAHUETO Ha aBTOPOT /1A CE PEHACOUYN KOH TEMHUTE Ha
roiemara CuHTe3a noMery JMKOBHUTE YMETHOCTH U apXUTEKTypaTa WUy,
TaK, ja ce OTBOPU KOH 3BYIIUTE Ha HajAyIaboKaTa MHTUMHOCT, KOH COTICTBE-
HHUOT BHaTpPEUIEH rnac. A ceTo Toa € IPOHMKAHO CO YyBCTBO Ha €[JUHCTBE-
Ha, IPENO3HATINBA JOCIEAHOCT BO IPUOAOT U BO MOCTAMKATA.

TsopewrrsoTo Ha I'pabyniocku, ciopep Toa, IOCTaByBa YIITE €Ha
Ipernpeka Inpej KOHEYHOTO pa30uparme Ha MPUKa3HaTa 32 YMETHUKOT. Of
€/lHa CTpaHa coceMa OUMIIIE[IHO € fieKa OBa JIEJI0 ce OJJIUKYBa CO EAUHCTBO
Ha MJIAaHOT Ha MpoeKTHaTa HacodyeHocT. Of fpyra cTpaHa, MakK, jacHO €
JeKa BO AMCLUUIUIMHUATE Ha CKYJINTYpaTa, Ha UPTEKOT UM HA MOHYMEHTA-
HOTO CJIHMKapCTBO, TBopOuTe Ha I'pabymnocku ce mpojaByBaaT Kako
CITO’KEHH KOH(PUTYpaIM Ha PA3IUIHATE U, HAMIATH, IPOTUBPEUHH aCIeK-
TH Ha U3pa30T, CTUIOT U TeXHUKATa. Taa HECOBMECHOCT Ha €[[HaTa 3aMIUC-
Jla cO Pa3sHOBUHOTO MHOIITBO HAa OCTBapyBama, BO COBPEMEHATa MakKe-
JOHCKa HcToprorpaduja Ha yMETHOCTA HajuecTo ce pa3dbupa Kako HU3a Ha
TeMaTH3allid BO TBOPEUYKOTO co3peBame Ha I'pabynocku. Cropen oBa
pa3bupame Ha HELITaTa, Ha NOYETOKOT Ha Kapuepara JelIO0TO Ha yMeT-
HHUKOT Y4€CTBYBa BO U3rpajidaTa Ha Jp>KaBaTa, HaTaMy IIPOIOJIKYBa fia 'O
HMHTErpUpa OMUITECTBOTO, NOTOA FO AW3ajHUPA KYITYpHUOT aMOUEHT Ha
3ae[HULATa U, KOHEUHO, TO OOJIMKYBA AYXOBHMOT HEMUP Ha JMYHOCTA.



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.

1
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Cenak, HaCIIpOTH IIPUBJIEYHOCTA HA TAKBOTO, 3aKOHOMEPHO IIOMECTYBathe
Of 32eJHIYKUOT ja3UK KOH Ja3UKOT Ha 3aeHUIITBOTO, BO CTBAPHOCTA HA
I'pabynocku HemMa BpeMEHCKHU MOJIpeficHa pa3BOjHA TUIONOIUja Ha MHTe-
pecu 3a UCHUIUIMHATA U TeXHUKATa, 32 TEXHOIOTHjaTa U MOTHBOT, 32 Te-
MUTE Ha jJaBHUTE OUYEKYBakbha U 3a TEMHUTE HA BHATPEIIHUOT MTOPYB.

Taka, Ha uznoxoute Ha JIJITYM BO MOYETOKOT Ha MEAeCceTTUTE
TOJIIHA HA MUHATHOT BEK, KaKO ¥ BO €HOBPEMEHHUTE HACTAINN CO rpynara
,JeHec", yMETHUKOT M3J1ara BO TEXHUKU M (popMaT— LPTEKU HA XapTuja,
rUINceHu rpachuTh U pestjepu — KOUIITO BO TOTALTHUTE MOJEMUKY HarJIe]-
HO 3aCTaHyBaar 3aJl IPaBOTO Ha aBTOPOT Jja Ce OIVIYILIU Ipef] IOBUKOT Ha
HCTOPHUjaTa: CETO OHA IITO € MUHINBO U BOHBPEMEHCKO 3paydu Off MaJlInuTe
AKTOBH, NMOPTPETH, Of MOTUBHUTE HAa MajUMHCTBOTO... IIpurToa, ucruor
YMETHHK BO THE HCTH FOIUHN ja BTEMEJIYBa M PETOPHKAaTa Ha COBPEMEHHOT
MaKeJIOHCKA MOHYMEHTAJIEH M3pa3 BO TEXHUKUTE Ha JKEIIKOTO U CTYIEHO-
TO, Ha OpoH3aTa U OETOHOT M3IUEHU BO MAacCUBHU CKYINTYPU U penjedu,
MOCBETEHN HAa MAaCOBHAaTa MOOMIM3aIHja.

KoH KpajoT Ha nefeceTTUTe U BO MpBaTa MOJOBUHA HA ILIEECET-
TUTE TOJMHU HA MUHATUOT BeK, I'pabynocku paboTu Ha MEMOpUjaTHUTE
perepu 1 Ha MCTOpHjaTa ¥ Ha CHMOOJIMYKATA JISTUTIMAIIMja, KaKBa IITO e,
Ha npuMep, usBefdata Ha CnoMeHuKkoT Ha ITapTu3aHCKUTE rPOOUIIITA BO
Ckomnje. HanopegHo co oBa, TOj ro ucrpaxysa (popMaToT Ha KaMepHaTa
IUTACTHKA MTPEKY TEXHUKUTE HA 3aBAPEHUOT METaJ U KJICTIAaHNOT MPOHAjACH
kKaMmeH. Helro nofgomHa, Ha MPEMUHOT KOH CIEJHOTO JAECETIETUE, YMET-
HUKOT T'O OCTBapyBa, BEPOjaTHO, HAjBA>KHOTO IOMECTYBAE Ha TBOPEUKa-
Ta MEepCreKkTHBa BO TIOHOBaTa UCTOPHja HA MAaKeOHCKAaTa YMETHOCT, a CO
TOA ¥ HajBIIEYATANBATA 3aMEHA Ha MECTATa MOMEFy NIPEAMETOT Ha ITPUBAT-
HaTa KOHTEMIUTalldja U CIMKHUTE HAa KOJEKTUBHOTO HecBecHO. ['onmemara
rpagda Ha CnomenukoT Ha MnuapneH Bo KpyiieBo of KoMeMOpaTUBEH
00jeKT Ha HICTOPUCKUOT KYJT ce IpeoOpasyBa BO CKYJIITypa Ha OCAMEHOTO
UCKYCYyBambh€, BO OPrOHCKa KOMOpa, BO CYNKYJITYpEH IPOCTOp Ha U3Me-
HeTaTa CBECT, BO NpeAMeT Ha Mcuxofienujata. Bo MCTHOT BpeMEHCKH
pacIoH, IjaHapHaTa cKyJanTypa Ha I'paOynocku, m3rpajeHa of BEApO
000eHUTE, KPEBKU JPBEHM JaMUHATU U (pubpunartu, ce nmpeodbpasysa BO
JIMKOBHO HEYTpaJieH 00jeKT Off KOMIOHUOMITHOTO CEKOjAHEBHE HA MaCOB-
HaTa KyJaTypa.

IMocnegnara feneHyja of TBOPEMITBOTO Ha I'pabynocku e Bpeme
Ha UCTpaKyBara Ha MOJIETO Ha NMPOIIMpeHaTa Ae(pIHINIja Ha CKYJIITypa-
Ta KaKo JMKOBHA AUCUMIUIMHA. HekoramHuoT MHTEpec 3a OpraHCKUOT
OfHOC MOMef'y PTEKOT U CKYJNTOPCKOTO AEJI0, BO OBOj HEPUOJ € LIETOCHO
MOTHUCHAT Of MOTparaTta 1o HajHENoCpefHaTa BpcKa MoMery MPOeKTOT U
MEJMyMOT, Ta HAMECTO TEXHUKUTE Ha OOJIUKYBAHETO, BO NIPB IUIaH ce
MOCTaBEHN HAPATUBHUTE TEXHUKHU Of HOBHOT MEJUyM Ha MHCTaNlalujaTa.
Msrnepa gexa HEJOBPIIEHOTO [0 Ha YMETHUKOT € TEIIKO JOCTAIHO 3a
HEKaKBa pa3BOjHA TeMaTm3aluja OMejKi BO HETO, BCYIIHOCT, HE MMOCTON
BHACTHHCKM JIMKOBEH NpobisieM. Mucnara Ha ['paOynocku € mpekuHara BO
BpEMEHCKa TOYKa IITO My Ipulara Ha €JHO HOBO joOa — Ha joOaTra Ha
4ycTaTa BU3YETHOCT.

IIpensrpag6ata Ha goceraliHaTa, BO ICTOPUCKH HOIJIEN, He coceMa
KOXEpEeHTHa MaTpulla 3a IpuKasHata Ha ['paOyiocku, Hajara IOMHAKBO
MOBTOPYBAKE HA OILTUTE MECTa Off CyJOMHATa HA MOAECPHUOT YMETHUK.



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 everyday-life 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 post-war humanism towards the problems
of bio-politics and bio-ethics.

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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Ceerot Ha ['pabynocku e cimka Ha cOCTOjONTe KOjallITo NoceyBa MmoBeke
pa3MuyHA 3aHUHU. 3aToa, TeMaTa Ha SKUBUTE TpPafUIdW, CE YIITE He-
3apoOeHr Of BPCTaTa MperpaTtka Ha (POIKIOPOT, MOXKE Ha ce pazdepe
KaKoO Ipaliakbe Ha UACHTUTETOT, HO U KaKO TEMa Ha JInYHaTa EMaHIuIIa-
¥ja Off TOBOPOT Ha 6uToBOTO. CHHTE3aTa, TIaK, Ha INKOBHATE YMETHOCTI
U apXUTEeKTypaTa, Kaj ['paGylocku MOCTOM KaKo OOJMKYBAaYKa METOMO-
JIoTHja 3a MOACPHHUOT UJCOJIOUIKY 1 OMIITECTBEH MPOCTOP HA CAMHKATA,
HO MOXeE JIa ce TIPeNo3Hae M KaKo MPECyAeH NCIESKOp O aMOMCHTOT Ha ar-
PECUBHMOT TOBOCH XyMaHHM3aM KOH IpallamaTa Ha OWO-MOJUTHKATA U
O1o-eTHKaTa.

HaunroT Ha KOjJIITO ce mpepacKaskyBaaT OMNIITATE MECTa 3aBUCH
O] TEKOBHHOT KOHTEKCT Ha JIOKUBYBambe. [IeHeIHaTa IPUKa3Ha 32 YMeT-
HHUKOT TOBOPH 3a KPajoT Ha €IHO MPUCYCTBO BO KYJATypHATa AMHAMUKA Ha
IEHOT, a Hae[THO 1 3a €JICH MTOCTOjaH MHTEPEC 3a MpallamaTa COTPKaH! BO
SKUBOTHHTE M YMETHUUKH TpeMpexkja Ha ['padyrocku.

ITocron HIuMja 3eMja Ha TBOpeUKaTa Keybda KOjallTo € HeflocTarl-
Ha, KaKO 3a HaCHMITHaTa HCTOpPHja, TakKa ¥ 32 3a60paBHOTO MUHATO. Tamy, BO
OUYCKYBamkhe Ha HOBHTE pacKaXyBauW, CTPIUIMBO OICTOjyBa xKeibaTa Ha
I'pabGynocku, KaKo TpaeH MPOEKT 3a XXUBOTOT IITO Ce U3MOJKHYBa, KakKO
KOHKPETHO BHJICHUE 32 CTBAPHOCTA IITO ITOCTOjaHO Ce OfijIara.

bojan ViBanos



Lpyacere, 1986, mepmep, KyKka Ha neuyator, Ckorje
Companionship, 1986, marble, Press House, Skopje
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Cruya 3a KoHUeUtHUIle HOAKY8AIbA
Note on the concept interpretations
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Ciiomenuk Ha Uaunoen — ,, Maxeoonuym “ (1968-1974)
Monument to Ilinden - "Makedonium" (1968 - 1974)
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Ilpeona ciupana / Face

3aona ciiparna / Back

Banknoitua 00 10 oenapu 1993
Baknote 10 denars 1993




IIpsa zanepuja-Ilpepooba
First gallery-Rebirth

Bitiopa zaaepuja-Haunoen
Second gallery-Ilinden

Tpeiua 2aaepuja-HOB
Third gallery-National Liberation Struggle

Yeiispiua zasepuja-Caobooa
Fourth gallery-Freedom
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Peajegp 00 Memopujaanuoin komiinexc — Iapiuusarcku Zpoouwita (1962-1965)
Relief in the Memorial Complex - Partisan Graveyards (1962 - 1965)
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Dpazmeniti 00 Memopujasruoiti komiinexc — IHapitiuzancku zpobuwitia (1962-1965)
Fragment in the Memorial Complex - Partisan Graveyards (1962 - 1965)



Cuna, Caasa u Ilobeoa (1954-1956)
Strength, Glory and Victory (1954 - 1956)
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Hnciunxin, 1969
Unctuunriu 11, 1970
Instinct, 1969
Instinct 11, 1970



Iapaookc na koezaucitienyujaitia, 1969
The Paradox of Coexistence, 1969
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Cryaiiiuypa 2, 1961
Sculpture 2, 1961



Kpewuenoo, 1961
Crescendo, 1961
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Top3ao, 1966
Torso, 1966

Camonuxk, 1966
Wildflower, 1966



Top3zo, 1966
Torso, 1966

Topso, 1966
Torso, 1966
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Ipocitiopru 6ene3u, 1982
Spatial Marks, 1982
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Komynurayuu, 1985
Communications, 1985
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Oobjexin V, 1969
Object V, 1969



Asiuouniopitpeiu, 1968
Self-portrait, 1968
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Kena 6o ¢hoitieaja, 1953,
Woman in an Armchair, 1953

Kena 6o enitiepuep, 1953
Woman in an Interior, 1953

B i M



Ilpezpaiuxa, 1953
Embrace, 1953
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Mawrku axiu, 1965
Male Nude, 1965

Kencku akiu, 1965
Female Nude, 1965

Kencku axiu, 1965
Female Nude, 1965
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Top3so, 1965
Torso, 1965
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Kencku akiti, 1949
Female Nude, 1949

Mawrxu axiu, 1949
Male Nude, 1949
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Kencku akiu, 1953
Female Nude, 1953

Mawrxu axiu, 1953
Male Nude, 1953
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Karanor

I'padynocku Joppan u Mckpa, Mazes [lerap u Jlazecku
Bopko, Ciiomenux na Haunoen — ,, Maxeoonuym* (1968-
1974), GeroH, OpoH3a, KEepaMoOILJIACTHKA, BWUTPAj, IMOJH-
ecrep, Kpymeso; upHo-6ena ¢ororpacduja Ha mioTep
(200x200 cMm)
Enen on Haj3HAuajHATE MEMOPHjATHA KOMILIEKCH BO
UCTOpHjaTa HAa COBpEMeHaTa MaKeTOHCKa YMETHOCT
1 KyJATYpa € TOKMY OBOj cioMeHuK. Mickpa u Jopaan
I'paGyn Ha Hero Ke paboTaT pevyucH IMOJOBHHA
meueHnja. Bo peanmsumpameTo Ha OBOj CHOMEHHK
BKJIy4eHH ce U MaseB KOj paboTu Ha KepamoIliac-
TrkaTa 1 JIazecku Ha BuTpoute. OOeIuHYBamHETO HA
NoBeKe aBTOpPU BO M3paboTKaTa Ha CIOMEHUKOT Ke
MpeTcTaByBa OO Ha Make[loHCKaTa COBpPEMEHa

YMETHOCT 3a CMHTE3a Ha TUEC BPEJHOCTH.

I'pabynocku Joppas, Cuaa, Caasa u Ilo6eoa (1954-1956),
6eron, (B.) 400 cm, ckoncko Kane, Ckomje; mpHo-Gena
doTorpacduja Ha morep (333x200 cm)
OBa e mepmoy Kora yMETHOCTa He MOXKe Ja Owmjie
M30NMpaHa Off HOBOTO ommTecTBo. CKymmTypara Ke
Ouje mocraBeHa Ha ckornckara TBpauHa Kare.
MoHyMeHTaJIeH CIIOMEHNK KOj TH COCIUHYBa MUHA-

TOTO, TpaJII/IHI/IjaT a 1 CTPEMEZKOT KOH NAHUHATA.

I'pabynocku Joppan, Peaje¢h 00 MemopujasHuoiti Kom-
itnexc — apiuuzancku zpobuwintia (1962-1965), 6ponsa (11.)
2000 cm, I'papcku rpodumta ,, Byren “, Ckomje; nmpHo-6ena
¢oTorpacduja Ha morep (150x500 cm)
MeMopujaTHIOT KOMIUIEKC TNPETCTaByBa CHHTE3a
noMmery apxXuTeKTypaTa W JUKOBHATa YMETHOCT.
KoaBTOpoT Ha KOMIUIEKCOT apXUTEKTOT [IyIiKo
IMemoBckn m I'pabym co CBOETO CKYJINTYpaiHO
pemenne — pernjepor Bo OpoH3a co3faBaaTr efcH
MOHYMEHTAJICH CIIOMEHHK KOj MY flaBa BO3BHIIICHO

9yBCTBO HA OBOj fies Ha rpodummTaTa. Co 0BOj pern-
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jed 'pabya ce BOpojyBa BO MPBUTE NCTpaKyBamba Ha

CHUHTE3aTa BO MaKeJIOHI/Ija.

Uncinunxiu, 1969, manen, 84x80x30 cM, COINCTBEHOCT Ha
CEMEjCTBOTO
Bropara nosoBnHa Ha IIeeCETTHTE TOAVHE € BpeMe
Kora uHTepecuTe Ha [pabyn ce CBpTeHM KOH
HCTpaKyBamaTa BO TBOPEHC Ha aMOUCHTAJIHY TIJIac-
TnaHn o6jekTn. Ce Bp3yBa 3a MUHUMAIM3MOT BO
n3paboTKaTa Ha Jieia KOHWIITO MOXaT Jfia ce

NOCTaByBaaT 3a€/THO WA OJIBOCHO.

Uncinunxiu 11, 1970, nanen, 240x120x40 cM, COICTBEHOCT
Ha CEMEjCTBOTO
U oBa geno npunafa Ha UCTHOT IEPUO, T.€. BTOpaTa
nonoBuHa Ha 60-Te roguHu. OGjeKTUTe ce 0cI000-
JIEeHU Ofi KakBU OWJIO JIeTali, UCTO KaKo U OBOj,
JUHUUTE Ce Taka WM3BJIEYEHM IITO HAa HHUB MHOTY

PETKO MOCTOjaT OCTPH aTJINL.

Objexiu V, 1969, manen, 56x59x13 cM, COTICTBEHOCT Ha ce-
MEjCTBOTO
U oBa peno e m3paGoTHO BO MyXOT HA MUHUMAIIU3-
MoT. V3Buena kpuBa nuHHja, 6e3 netann. bojaTta e

MOHOXPOMHA, KaKO ¥ Kaj IPYruTe O0jeKTH.

Ilapaookc Ha Koezaucitienyujattia, 1969, manen, 245x236x73
CM, COTICTBEHOCT Ha My3ejoT Ha coBpeMeHaTa YMETHOCT,

Ckorje

Kpeuwuernoo, 1961, metan, 680x147x470 cM, CONCTBEHOCT Ha
Mysejot Ha coBpeMeHaTa ymeTHocT, Ckomje.
HemupHuot u TemnepamenTeH gyx Ha I'pabyin Ke ro
Tpefu3BUKa ja ce ucnpoba W BO M3paboTKa Ha
CKYJIITYPH BO Ipyru MaTepujaiu. Taka Bo IepuofoT
Ha LIEeCeTTUTE TOANHYU TOj K€ IIPpaBy CKYJIITYPH Off
MeTaj. XOpH30HTaJIHa paMHa MOBPIIHA Ha KOja ce
HaBapyBaHH OCTPH NOMAJIH U MOTOJIEMH JICTIOBU.
Cryaiiitiypa 2, 1961, metain, 130x46x42 cM, CONCTBEHOCT HA
Hanmonannara ranepuja Ha Makenonuja, Ckomje

Ieno ox MetanHara pasza Ha ['padyir.

Bo meecerrure ropunu I'pabyi co3paBa cKyInTypu

I/13pa6OTeHI/I O] TIOTOJIEMU PEYHU KaMEha. Kamenor



U3BajIcH Of Bola He ja Tryom cBojaTa copma co
WHTEPBEHLMKTE KON Ha HETO T'M paBy aBTOpOT. Toa
ce MaJu BTaOHATWHY, W3T1a0CHN JTMHAN — KPWBH,
KPY>KHU Unu Bo (popMa Ha crnupana. OBaa asa Ke
Oujie MoBp3aHa CO HErOBOTO TBOPEMITBO BO 80-Te
rofWHN Kora Ke Tu paboTW WHCTAJANUNATE
Ipocitiopru 6eaesu (1982) u Komynurxavuu (1985).

Topso, 1966, kameH, 20x40x30 cM, CONICTBEHOCT Ha ceMej-

CTBOTO

Camonur, 1966, kamen, 19x25x25 cM, COIICTBEHOCT Ha

CEMEjCTBOTO

Top3so, 1966, kameH, 19x26x10 cM, COTICTBEHOCT HA CEME]-

CTBOTO (CKyJITypaTa
cnopef Coma Abanuesa-JIluMUTPOBa € UMEHYBaHA
KakKo CamoHUK)

Topso, 1966, kameHn, 22x28x10 cM, COTICTBEHOCT Ha ceMej-

CTBOTO

Ipocitiopru 6eae3u, 1982, concreenoct Ha HarmonanmxaTa

ranepuja Ha Makenionnja, Ckorje (ogapoK Off conpyrara)
ITokpaj MOHYMEHTAJTHHUTE CIIOMEHHMIM CO KOHM Ke
OCTaBW TPAECH TedYaT BO MaKEJIOHCKaTa COBpPEMEHa
yMmeTHocT, ['pabyi e, ucro Ttaka, 0cOOEHO IpPENo3-
HaTIMB M OCTaHAT BO ceKaBamaTa cO CBojaTa
rajeprcka CKyJInTypaaHa 1iacTika. Bo ocymueceT-
TUTE TOAWHU TU CO3[[aBa WHCTAJAIIUATE COCTABCHU

Ofl CETMEHTH — (hopMU Off O IEMEHT.

Komynurxauyuu, 1985, pparMeHTH, CONCTBEHOCT Ha CEeMej-

CTBOTO
Komynuxauyuu e cremnHata ¢aza Bo Koja Joppal
I'pabyn padotum BO Tepakora. Toa ce pa3nuyuHu
¢dopMu — KOHycH, W3BHEHH BaimdecTu (HOpMH,
TOIUNHA, TOCTABCHN KaKO TpyIa Wi, aK, TH KOM-
OUHMpA CO CYBH JINC]ja, TIECOK, CUTCH KaMeH, KaMeH
OenyTpak, 3emja. Ha TOj HaumH TOj ce Bp3yBa CO

npupopara.

Upyxcerve, 1986, mepmep, KyKa Ha neuarot, Ckomje
Co TeMnepaMeHTeH JiyX (KaKo IITO BO €/[leH MOMEHT
Ke Kaxke HeroBata conpyra FMckpa I'paGyi) Toj moc-
TOjaHO Ke OWje co INIMHA WM CO MOJIMB BO paka.
HacnpoTtu MmoHyMeHTanHUTE fieia, GeTNOT IEMEHT 1

KepaMuKaTa, MpeKy HIPTEXUTe TO 3alo3HaBaMe U

KakoO €JI€eH U3BOHPENECH NOpTad BO MaTHUCOBCKHU

MaHHUp.

Kena 60 enitiepuep, 1953, nunope3s, 24x31 cM, CONCTBEHOCT
Ha My3ejoT Ha coBpeMeHaTa ymeTHocT, Ckomje
XKena 6o ¢poitieaja, 1953, tym/xaptmja, 30x21 cm, com-
CTBEHOCT Ha My3ejoT Ha coBpeMeHaTa ymeTHocT, CKomje
Ilpezpaitixa, 1953, 6akpopes, 33,5x25 cM, CONCTBEHOCT Ha
My3ejoT Ha coBpemeHaTa ymeTHocT, Ckorje
Mawku, 1965, tym/xaptuja, 15x21 cM, CONCTBEHOCT Ha
CEMEjCTBOTO
Kencku axiu, 1965, tymr/xaptuja, 21x15 cM, CONCTBEHOCT
Ha CEMEejCTBOTO
Kencku axiu, 1965, Tym/xapruja, 21x15 cM, concrBeHOCT
Ha CEMEejCTBOTO
Kencku axit, 1949, cenmja/xapTuja, CONCTBEHOCT Ha CEMej-
CTBOTO (CTY/.)
Mawku axiu, 1949, centmja/xapTHja, COTICTBEHOCT HA CEME]-
CTBOTO (CTY[.)
Asitiotiopitipeiti, 1968, MOIMB/XapTuja, CONCTBEHOCT Ha
CEMEjCTBOTO
Kencku axin, 1953, cenmja/xaptuja, CONCTBEHOCT HA CeMe-
jCTBOTO
Mawku axit, 1953, cenmja/xapTuja, COCTBEHOCT HA CEMe-
jcTBOTO
Topso, 1965, Tym/xapTtuja, 42x29 cM, COIICTBEHOCT Ha ce-
MEjCTBOTO
(cmopen Coma Aobanmena-JIuMuTpoBa AEIOTO €
JaTtupaHo Bo 1955r.)
Banxrotiia 00 10 oenapu
W3zpanne: 1993
Homunanna Bpennoct: 10 nenapu
Muvensun: 150x73 mm
IIpengna crpana: CniomeHuk ,,Makegouuym™ (1974),
KpymieBo, Ha neBaTa nonoBuHa.
3apHa crpana: Ilanopama Ha rpagor Kpymeso Ha
JiecHaTa MOJIOBHHA.
Boja: cBeTiiocuHa Ha XKONTEHNKAaBa OCHOBA.
INewaTtenu Bo ,,11 OxromBpu®, [1punen
ITepuop Ha onrek: 10.05.1993-31.12.1996

Ju3ajH Ha GankHoTaTa: 11 OkromBpu, [Tpunen
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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,
KruSevo; black/white photograph, ink-jet 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, ink-jet 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, ink-jet print (approx. 150x500 cm)
The Memorial Complex is a synthesis of architecture
and fine arts. The co-author of the Complex, the archi-
tect DuSko 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
42

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 11, 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).



- 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 AbadZieva-Dimitrova 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 terra-cotta. 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 AbadZieva-Dimitrova 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: 10.05.1993-31.12.1996
Banknote design: 11 Oktomvri, Prilep
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buorpadmuja

Popien e Bo IIpwen Bo 1925 roguna of majka Karapuna n Tatko Musnax
koj 6w yunren. Op 1931 1o 1942 ropHa OCHOBHO YUWIHIITE U TUMHA3H]a
yuu Bo [Tpunen. HeroBata HajjapeHOCT 3a LipTame Ouia 3adesexkaHa yire
BO OCHOBHOTO yumyidIiTe. Bo rumMHa3mja ru oOMBa MPBUTE CTPYYHH TOYKA
on mpodecopoT Mo mprame, caukapor Benebut Penpguk. Iloxpaj
CIIMKAIETO, Kaj HEro c& IMoBeKe Ke ce YyBCTBYBAa HAKJIOHETOCT U KOH
ckynantypara. [Topagu TemkuTe MaTepHjajIHK YCIOBU BO KOU CE€ HAOlfallo
HEroBOTO CEMEjCTBO, OWJI MPUHYACH Ja IO HANYyIITH [IKOJIYBaHmETO.
lonemara jby0OB KOH CKYJINTypaTa IO BOJM BO KaMEHOpeXKaudkaTa
paborunauna Ha [Terpe TaBunja Bo [Tpunen, kajie Ke ce 31001e CO MpBUTE
3aHAETCKU MOYKH.

Bo 1943 ropguna ce cpekasa co BajapoT Humo Topoposcku. Op Hero ru
no0KBa BUCTUHCKUTE MOYKH 3a cKyanTypara. Ce go cMprTra Ha Togopos-
CKH OCTaHyBaaT OJIMCKHU MPHjaTeNI U COPAaOOTHHUIIA.

Bo 1944 roguna yuectByBa Bo HOB, a mo ocino6opyBameTo, of 1945 mo
1948 ropmHa, ce WIKOJyBa BO HOBO(MOPMUPAHOTO ,,XYHIOXKECTBEHO
yumnumte” Bo CKorje, Kajie Td 1IOCeTyBa IpefiaBambaTa Ha IpogecopoT
Hdumo Topoposcku. Bo 1949 ropmua npu u3BefdaTa Ha COOMEHHUKOT Ha
ocnoboaurenmre Ha Ckomje, ['paGyn Ke My momara Ha BajapoT VBan
MupKOBHK, a HETOBO JIENIO Ke Oujie MiIafiloTo MOMYe Koe Ke ja IepcoHnm-
upa MiIaguHaTa Koja yuecrBysaiie Bo HOB.

ITo 3aBpmiyBameTO Ha ,,XyTOKECTBEHOTO YUMJIHUINTE, ce 3alMIlyBa Ha
AxagnemyjaTa 3a JIMKOBHM yMeTHOCTH BOo benrpan, Bo KiacaTta Ha 1pod.
Jlojze Nommuap. Bo ucro BpeMe ru moceTyBa U npefaBamara Ha CpeTeH
CrojaHOBUK KOj TIpefiaBai 3a ,,0yp/ieIOBCKATE MPUHIUIY Ha TPajicHhe Ha
¢opmaTa“ Bo CKynnrTypara.

I[To 3aBpiyBameTO Ha cTyauUTe ce Bpaka Bo Ckomje.

On 1952 mo 1961 rogmna paGoTum Kako Ipogpecop MO BajapcTBO BO
YMeTHHUKaTa IIKOJIA.

1953 ropuHa cTaHyBa 4jeH Ha rpynata ,,Jdenec”. Opn 1961 o 1975 ropuna
ce 3aHMMaBa Cco cJI000JHA JIMKOBHA JIEJHOCT.

1970 ropuna ja mobuBa Harpagarta ,,11 OKTOMBpH* 3a 3HaUajHU OCTBApY-
Bamba BO o0yacTa Ha yMETHOCTA.

On 1975 po 1980 e qupeKkTop Ha Y YMIUIITETO 32 IPUMEHETa YMETHOCT BO
Ckomje. Ce nen3nonnpa Bo 1981 ropmna. Ha 23 HoeMmBpu ncTaTa roguHa e
n30paH 3a fjonuceH wieH Ha MAHY.

3a geTanHa u3jgarayka JaejHOCT BUIH:

(1987) Citomeruua - Jopoan I’ pabyasocku 1925-1986. Ckomje: MakenoHcka
aKajieMdja Ha HayKUTe U yMETHOCTUTE;

Aobarmesa JumutpoBa, Coma (1988) Jopoar I pabysocku I'pabya. Ckomje:
Makefoncka Karura 1 Mysej Ha coBpeMeHaTa yMETHOCT.

Bo noproroBkuTe 3a m3n03K0aTa KOPUCTEHH Ce MaTepHjain W HH(pOpMa-
uun oy pazroBopute co Vckpa I'padyi.



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 Rendiz. 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 Tavéija 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 Mirkovia 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 Stojanovie 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 "I1 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;

Abadzieva 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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