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MpomeHa Ha o6nuKoT B5 / Change of Shape B5,
1960

Tyw Ha xapTuja / India ink on paper,

12x39.5cm

Endopmencka nabopatopmja 3
3A LIPTEXXUTE HA POJIOJbYB AHACTACOB W 3A
MAPAZJOKCOT HA E[JHA UCTOPUJA

,Jac ja vimaB Taa cpeka fa nmam MUHaT TpyA
CO CBeTCKaTa JIMKOBHA yMETHOCT!”
(Poporby6 AHactacos, EHpopmencka nabopatopuja, 2007)

HaBpakajkn ce MOBTOpPHO, MocCne AeceT roguHuW, Ha npa-
LAHeTO Ha eHpopmenoT Bo MakefoHMja, a MO NOBOA N3/10X-
6ata Ha Pogomy6 AHactacos, EHdopmencka nabopatopuja
3, NPBOTO Mpallame WTO MK Ce HameTHa belle nNpaLarbeTo
3a KOMreTeHuwjaTa Ha NUCTOPUCKOTO UCKYCTBO M 3Haetbe. Oa-
HOCHO, MpaLlareTo Aanv BPeMeTo BO Koe ce Cilyun eHdop-
MeOT Ce yLUTe e pefieBaHTHO Kako UCTOPUCKO Bpeme 0 Koe
MOXKeme Aia Luprnume BPpegHOCTU 1 3Hauekba 1 KpUTUYKK Aa
r TonkyBame u npeucnutysame? Wnu, ywte nonpeynsHo
KaXaHo: JaNin HaLeTo CeraliHo BpeMe e NpuemivBo 3a Tue
KYNTYpHU BPegHOCTV NpeKy MHTepecC 3a HUBHO TOMKYBakbe,
aHanusvpamwe n apxusupame? Kora npep aecet roguHu
paboteB Ha u3noxbata EHpopmen: 1959-1966, 6eB ybepne-
Ha JeKa Cé ylTe CMe, ako He BO UCTOPUCKOTO Bpeme Koe 1
noHaTamy Mma notpeba fa ce NnpencnuTyBa u TONKYBa, TO-
raw 6apem Ha HeroBuTe Tparu, a Cé CO Len Aa Ce YKaxe Ha
TeHAeHUMMTe N HanopuTe Ha YMeTHOCTa BO MakefoHuja of
TOj Nepunog da ce BnyiLe BO OnLwTaTa UCTopurja Ha yMEeTHOCTa.
JleHecka, nocne aeceT roauHu, Beke He ro fenam toa ybeny-
Barbe. Imam BneyaTok feka MCTOPUCKOTO BPeMe e 3aMeHETO
CO HEKaKBO KBa3n-UCTOPUCKO Bpeme KOe Teue He3aBNCHO 0f
ncTopmjata, Aeka 1 Nokpaj pefyHAaHTHOCTa U AennpuymoT
Ha UCTOPUCKUTE PEMUHUCLIEHLIMI NPUCYTHU BO NOCNeHBE
rofuHK, cenak ce Haorame BO efiHa UyHa BpeMeHCKa UCKpU-
BEHOCT BO Koja CMTe BPeAHOCTY Kon nopaHo 6ea aen nnu ce
cTpemea fja bupart aen og onwTata MCTOpWja, cera ce 3arna-
BEHM BO MCKpUBEHaTa NpeTcTaBa Ha CONCTBEHaTa uctopuja.
/ oTTyKa npalarara: Kako AeHecKa, BO YC/I0BM Ha UCTOPW-
CKa 1cyaLleHocT, fa ce 36opysa 3a BpegHocTn? Kako pa ce

360pyBa 3a KpeaTMBHIOT HaMop Ha efHa reHepauuja ymeT-
HULWM Aa u3nese of chepata Ha JIOKASIHOTO W TpaAuLjaTa,
OAHOCHO O[] PaMKUTE BO KOULLUTO Te GYHKLMOHMpPane, ako
[eHeCKa Ha [1e1o e efiHa coceMa CpoTVBHA TeHAEeHLMja: No-
Kanu3upatbe, Hermpame v penaTmBr3npame Ha cé oHa LITOo
GeLue fen of MofepHara.

OBa He e peTopuruKo, HUTY popMasiHo NpaLuame. OBa e npa-
LIare Koe He Ce OAHecyBa Camo Ha GopManHuTe KapakTe-
PUCTVKN HA eJHO TBOPELLTBO, TYKY Ha efleH NOLIMPOK oncer
Ha penauum 1 0[HOCK Kom M 3adaKkaat v gpyrute chpepm Ha
KMBOTOT CO LUTO HEU3OEXHO Ce MHULMPA W MpaLlaHeTo 3a
HaLUMOT OAHOC KOH YMETHOCTa. AKO KaXkeMe AieKa LpTexuTe
Ha AHacTacoB, HacTaHaTV BO nepunopoT og 1957 fo 1961, He
Tpeba aa ce pa3bepat caMo Kako KpeaTuBHa BexOa Ha Mnaj
YMETHUK, CTYAEHT Ha AKagemmjaTa 3a JIMKOBHW YMETHOCTY
Bo benrpaa (oBre LpTeXxu ce co3aaileHN Ha YacoBHUTE MO Be-
YepeH aKT), TYKY U KaKo,,...eeH HeCeKOjAHeBEH NOABWT Aa ce
006/1MKyBa MHAVBUIYaNeH IMKOBEH 1CKa3 BO BPEMETO Ha He-
rOBOTO KpeaTMBHO CO3peBatbe, @ BOEAHO U 3a0KPYEH Kop-
MyC Ha CUJIOBUTO EKCNpecuBa CTUM3aLUMja Ha aKTyesnHuTe
er3ycTeHuWjanHn TpayMmun’, obnmnkyBaH Ha HaumH,, (....) KOjLUTO
CUNOBMTO M HAaCUJTHO ja Yepeunt Gurypata-akToT, HEKOralLL-
HMOT aHTponoMopdeH bOapjak Ha akageMckaTa ¢urypanHa
1 NpeTcTaByBayka aucumnanHa“; unu: ,Ourypara e uenoc-
HO U3JIOXKEHA HA Hajpa3NIMYHM N306/11MYyBatba U AUCTOP3UN.
HanapHaTta e Hej3anHaTta MaTepujanHocT..”? , ce YUMHU aeKa co
OBV€ KOHCTaTaLuy BO CyLITMHA CMe I'vi MOCTaBuUle OCHOBHM-
Te Te31 Ha MOAEPHUCTUYKMNOT JUCKYPC BO YMMLLITO PaMKU ce
CMeCTyBa TBOPELWTBOTO Ha AHacTacoB. [lOHMWTYBakbe Ha
npeTcTaBaTa, NPeKrH Mery CTapoTo U HOBOTO, Mery JIorMKaTa
Ha penpe3eHTaTVBHOTO U Hepenpe3eHTaTUBHOTO, NHAVBN-
[yanHOCTa HaCNpPOTU AMKTATOT Ha HOPMATVBHUOT MPUHLMM
1, ce pa3bupa, aBTOHOMMjaTa Ha YMETHUYKMOT m3pa3. OBa
Ce OCHOBHUTE NapaMeTPU Ha Npeno3HaBakbe U UAEHTUOU-
KyBarb€ Ha MOAEPHUCTUYKMOT MMMYC BO TBOPELITBOTO Ha
AHacTacoB. N Tne ce cocema GpyHKLMOHANHM 1 ONpaBAaHu.
Ho, oHa LITO MeHe MK ce YMHY [IeKa € 0COOEHO BaXKHO Aa ce



Harnacu 3a OBye LPTEXI Of AEHELLIEH acneKT, a, ce pa3bupa,
11 33 CJIMKAPCTBOTO Ha AHACTacoB of] 0BOj NeploA, He e Tojl-
KY TOJIKOBHOTO MHCWCTMPAtbe Ha HMBHATA MPUMagHOCT Ha
MOJEPHUCTUYKINOT ANCKYPC, KOJIKY Ha MOXHOCTA NOBTOPHO
[ ce OTBOpAT OAPeeHU Npalliatba MOBP3aHK CO eMaHLuna-
TOPCKMOT NPOEKT Ha MofiepHaTa. OBAe Ke ro uMam npeasuia
KOHLIENTOT Ha eCTETCKUOT PEXNM Ha YMETHOCTa NMOHYAeH O
Mak PaHcrep, KOHLENT O Koj, BO CYLUTMHA, Ce 0CropyBa no-
IMOT Ha MoJiepHaTa, NOUM KOj CMOPEeA HEro Ce YMHM , KaKo
HaMepHO [1a € U3MUCJIEH 3a [1a FO 3aMarin jacHOTO pa3bu-
patbe Ha NpeobpasbaTa Ha YMETHOCTA U HEj31HUTE OAHOCK
o apyrute chepu Ha KONEKTUBHOTO NCKYCTBO.”? 3a pa3nnka
Ol KOHLIENTOT Ha MOZlepHaTa Koj MHCUCTMPA Ha YMCTOTaTa Ha
YMETHUYKUOT ja3uK, ECTETCKMOT PEXKIMM Ha YMETHOCTa, OHaKa
KaKo LUTO ro 06pa3noxyBa PaHcuep, ja 0TBopa MOXHOCTa Jia
ce 360pyBa 3a MNONUTMKATA Ha YMETHOCTA MPeKy CNoCcoBHOC-
Ta Ha UHOUBMAYANIHUTE YMETHUYKI AeNa Aa YKaXaT Ha AnCT-
pubyumjaTa Ha CETUIHOTO, fia MM MOMECTaT 1 Npepacnpeae-
NaT KoOpAMHATUTE Ha BUAMBOTO M MUcKBoTo. OBaa cro-
COGHOCT Ha YMETHOCTA J1a y4YeCTBYBa BO Npepacnpenenbara
Ha,,MPOCTOPOT 1 BPEMETO, Ha BUANMBOTO 1 HEBIANMBOTO, Ha
roBopoT 1 BpeBaTa’, cnopep PaHcmep, 0Bo3MoXyBa Taa fJa
CTaHEe MOXEH HOCUTEN Ha eMaHLMMauujaTa.

xX*

LipTexkuTte Ha AHaCTacoB, CO3[aZIeHN HA YacoBMUTE MO Beve-
PEH aKT Ha AKaaemuijaTa 3a IMKOBHK YMETHOCT Bo benrpaa
(couyBaHm ce okony 200 upTexu), pasrnefaHn BO paMKuTe
Ha eCTETCKMOT PEXXMM Ha YMETHOCTa, OTBOPAAT HEKOJIKY WH-
TEepeCH! Npalliakba 3a pa3muclyBatbe. Kako npBo, ro oTBo-
paaT MpallakeTo Ha 3HAEHETO M HeroBaTta AUCTPUbyLMja.
AMeHo, co OBMeE LIPTEXK, AEN0 Ha TBOPEUKa NpeaaaeHoCT 1
3penocT Ha

M/aZl YMETHIIK, MOXe [1a Ce HaCETU MPEKNHOT, O[HOCHO Hapy-
LYBaHETO Ha 3HAEHETO KOe NpeiB1AYBa yuetbe Ha ToUHaTa
aHaTOMCKa nponopumja 1 penpoayKumja Ha TOUHNTE KOHTY-
PV 1 0BNIMHY Ha TENoTOo, a CE& CO LieN Aa e Hanpeaysa, Aa ce
CTEKHE 3HaeHe 1 CNeLUPpUUHN LPTaUuKK KOMMNETEHLUN U3-

pa3eHu NPeKy KNacMUYHKOT MOTUB 1 NeJarollKata Huja Ha
akToT. OBYE LiPTEXM, CO CUIMHATA Ha CBOjOT LIPTAuKM MOTeT,
CO VIHTE3UTETOT Ha eKCMPEeCUBHOCTA Ha JIMKOBHMOT 3anuc,
CO MPOJOPHOTO MUCLIPTYBakbE, HE HA MOBPLLHCKUTE OBSINHY
Ha TeJ0TO, TYKY Ha HEroBUTE NMOTKOXXHW Habopw 1 Ny3HW, CO
efleH 360p, CO CBOjaTa KpeaTMBHa aBaHTypa BO ja3nKOT Ha
eHpOPMeNoT, CBefiouaT 3a MOMECTYBAHETO Ha rPaHMLUTE BO
XviepapxujaTa Ha 3HaeHETO (a LITO € Ha HEKOj HauMH OBO3MO-
KEHO 1 CO camaTa Nporpama Ha BeUePHMOT aKT): YUeHETO 1
CTEKHYBaHETO Ha 3Haere Koe noapasbupa HeegHaKoB of-
HOC Mefy OHOj LUTO YUl 1 OHOj LITO MOAYy4yBa, Mely yuecHU-
LMTe BO NPOLIECOT Ha ANCTPUOYLMja Ha 3HaeHEeTo, OBJE Ce
MOMECTYBa KOH WCKYCTBOTO Ha €AHAKBOCT, OCHOBHMOT CTO-
Xep, OCHOBHaTa NPETNoCcTaBKa Ha eMaHuunayyjata. *

3aT0a, 3a LpTeXunTe Ha AHACTacoB, 1 MOKPaj Toa LUTO Ce Ha-
CTaHaTV Ha YaCOBMTE M0 BEUEPEH aKT, MOXKE HEIBOCMICIIEHO
[1a Ce KaXke IeKa TNe He Ce LIPTEXW Ha CTYZIEHT KOj ja yuu aHa-
TOMWjaTa Ha TeNoTo, TYKY LIPTEXW Ha efleH TBOPEUKM Temre-
PaMEHT KOj ja UCTpaXKyBa, MCLIPTYBa, NPeLpTyBa, rpebe, bpu-
e, ceue, camaTa aHaTOMUja Ha ersucTeHuujaTa. HactaHatu
BO MEpMOOT Ha rofieMiTe OYeKyBakba MOJIOXKEHV BO HOBOTO
COLVIjaIUCTIYKO OMLUTECTBO U HOBMOT YOBEK HA MAHUHATA,
BO OBMe LipTEXI HEMA HYI Tpara o, HaieX 1nm Bepba Bo Ho-
BOTO TeJNI0 Ha 3aeaHuuaTta. Bo cute HUB Tenoto e gedopmu-
paHo, 3rMeyeHo, 1U36pa3feHo, TENOTO € KaKo UCMIYBOK Ha
ersucTeHuMjaTa CKprieHa N HeBUINBA 33 NPEBe30T Ha Y-
MeLHOTO NpomnaraHAHO TeNI0 Ha COLWjANIU3MOT 1 jyHAUKOTO
aBTOPUTAPHO TeJI0 Ha NapTwjaTa. M nokpaj Toa wro durypute
Ce HaCTaHaTW crnopes MoAen, The Cenak HemMaaT HULLTO LTO
I W3ABOjyBa, WTO IV HAVBUAYaNM3upa: Tue ce obesnnye-
HW, CBeA€HV Ha aHOHUMHMU, PyMHIpPaH ronv Tena. Hanywre-
HW, OCaMeHU, 3apobeHn BO COMCTBEHOTO Mpomnarakbe, BO
COMCTBEHUOT er3ucTeHLjaieH rpy, OB1E TeMa Ce YNHU Kako
[a 1 To cBpTeNe rpboT Ha UCTopWja, Na BO HEj3MHO OTCYCTBO
11 Ce NpenyLTIEe Ha UrpaTa Ha COMCTBeHaTa TpaHchopMa-
umja. Ho, TokMy TyKa, BO Taa urpa Ha TpaHchopmauwjaTa,
CTOpUjaTa MOBTOPHO rO HAaofa CBOjOT NarT. 3alTo U camaTa

ncTopmja e efieH Bug TpaHchopmauja, HauMH aa ce MUCIu
M UCKYCK NPOMEHaTa unu, Kako wro senn Oyko, nctopmjata
He ro GuKCMpa MAEeHTUTETOT TYKy ro pa3busa, ro passp3y-
Ba BO HewwTo Apyro. OTTamy, Ha efleH napagoKcaneH HauvH,
OBVie Tena, CO CBOjaTa TEKCTYpa, CO CBOWTE OCHOBHM XMNBOTHU
recToBu, CO TparnTe W 3HaLMTE KOM ja UCLPTYBaaT HMBHATA
eraucTeHuujanHa aHaToMuja, BCYLIHOCT 3payaTt co nobora-
Ta 1 noanaboka NCTopmja of OHaa Ha NOMME3HUTE jyHauKu
TemMV Ha UCTOPUCKIMTE CIIMKM KO BO Toa (a ocobeHo cera, BO
0Ba) BpeMe Ce MOKOpYyBaaT Ha Xmepapxuu v LwabnoHn HameT-
HaTN Of UAEONOLWKMN 1 aBTOPUTAPHM LIEHTPU Ha MOK. 3aToa,
upTexuTe ondateHn co Ha3nBoT EHdopmencka naboparo-
puvja MOXeMme [a ' YyMTame Kako eiHa Mana, Ho MOLLHe cyre-
CTVBHA UCTOPUja KOja Hé NOBMKYBa Aia ce 3aMUCIIMe U [ja ce
3anpalliame 3a Toa Kako ce MpaBy 1 Kako MOXe Aia ce npasu
ncropuja!

JburbaHa HepenkoBcKa

BaneHTuHo JummnTtpoBckin. EHpopmencka nabopatopuja 2. Ckonje: lanepuja Jyc-
TuHa 1 Popormby6 AHactacos, Mysej Ha rpaa Ckonje, 2014.

2 NNa3o MnaeBcku, EHopmencka nabopatopuja. Ckonje: fanepuja JyctHa u Po-
nosby6 AHactacos, My3ej Ha rpag Ckonje, 2007.

3 Jacques Ranciére, The Politics of Aesthetics: The Distribution of the Sensible.
New York: Continuum, 2006, 26.

* Cnopep PaHcuep, emaHumMnauujaTa e CBeCT,3a NpUpoLHa eHakBOCT Koja ro oT-
BOpa MaToT Ha CeKoja aBaHTypa BO 3emjaTa Ha 3HaereTo.” (...) ,EqHaKBoCTa He e
Lien Koja Tpeba Aa ce MoCTUrHe, TYKy NojioBHa TOUKa, NPETNoCcTaBKa Koja Tpeba fja
ce ofpu BO cuTe okonHocTn". (Jacques Ranciére, The Ignorant Schoolmaster: Five
Lessons in Intellectual Emancipation. Satanford: Stanford University Press 1991,

27,138.)

OenyBawe Ha enemHeTuTe 9 / Impact of the Elements 9,
1960/61

Tyl Ha xapTuja / India ink on paper,

62 x44 cm




JenyBate Ha enemeHTuUTe 14,
Impact of the Element 14,
1960/61

TYL Ha XapTuja,

India ink on paper,

62 x44 cm

Informal Art Laboratory 3
ON THE DRAWINGS OF RODOLJUB ANASTASOV
OR ON THE PARADOX OF A HISTORY

“I was fortunate to have a working experience
in the world fine art!”
(Rodoljub Anastasov, Informal Art Laboratory, 2007)

While | was reviewing, ten years later, the question of the
Informal Art in Macedonia, on the occasion of the exhibi-
tion Informal Laboratory 3 of Rodoljub Anastasov, the first
question that came to my mind was the one on the com-
petence of the historical experience and knowledge. That is,
the question whether the time when the Informal Art hap-
pened is still relevant as a historical age opened to us for
using its values and meanings and for our critical reexam-
ination. Or, even more precisely: is the present time suscep-
tible for those cultural values in terms of their interpreting,
analyzing and archiving? Ten years, ago, when | worked on
the exhibition Informal Art: 1959-1966, | was sure that we
were still living in the historical age that needs to be reexam-
ined and interpreted, or that we were, at least, at its traces,
so that we could point out the tendencies and the efforts
of the art in Macedonia to get included in the general art
history. Today, ten years after, | don’t hold that opinion any
more. | have the impression that the historical age has been
replaced with a quasi-historical age flowing independently
from the history, that, despite the redundant and delirious
historical reminiscences of the past years, we still live in a
weird temporal deformation where all the values that used
to be parts or aimed to become parts of the general history
are now stranded in the deformed picture of their own his-
tory. Therefore, the questions arises: how can we today, in
circumstances of historical dislocation, discuss the values?
How can we discuss the creative effort of a generation of
artists that stepped out of the domain of the local and tradi-
tional, that is, out of their creative environment, when today
we encounter a completely opposite tendency: localization,

negation and realtivization of all that used to be part of the
Modern Art?

This is neither rhetoric nor formal question. This is a question
that does not refer only to the formal features of an opus, but
to a wider scope of relations that also tackles other domains
of life, which unavoidably imposes the question of our atti-
tude toward art. If we say that Anastasov’s drawings made
in the period form 1957 to 1961 are not to be taken only as
a creative exercise of a young artist, student at the Acade-
my of Fine Art in Belgrade (these drawing were made for the
academy figure classes), but as“...an unusual achievement to
shape an individual artistic idiom in the time of his creative
maturation, and also a completed corpus of strong expres-
sive stylization of the current existential traumas’, shaped in
a way “..that intensely and forcefully quarters the figure-the
nude, once the anthropomorphic standard of the academ-
ic figural and representative discipline” (1) or “The figure is
openly subjected to all kinds of different disfigurations and
distortions. lts materiality is attacked.” (2), it seems that with
these comment we have, actually, set the basic thesis of the
modernistic discourse where Anastasov’s opus belongs, as
well. Annulment of the representation, split between the
old an the new, between the logic of the representative and
the non-representative, individuality against the dictate of
the normative principle and, certainly, autonomy of the ar-
tistic idiom. These are the basic parameters for recognizing
and identifying the modernistic impulse in Anastasov’s opus.
And they are quite functional and justified. But, from present
point of view, what | find particularly significant to empha-
size about these drawing and, certainly, about Anastasov’s
painting form that period, is not the interpretational insist-
ing on their belonging to the modernistic discourse, but the
possibility to reopen certain questions regarding the eman-
cipation project of the Modern Art. I'll take into consider-
ation the concept of the esthetic regime of the art offered by
Jacques Ranciére, a concept that actually denies the notion
of Modern Art, a notion that according to him, seems “as if



intentionally invented to blur the clear understanding of the
transformation of the art and its relations with the other do-
mains of the collective experience.” (3) Unlike the concept of
the Modern Art that insists on the clarity of the artistic idiom,
the esthetic regime of the art, as Ranciéere explains it, opens
the possibility to discus the politics of the art through the
ability of the individual artworks to point to the distribution
of the sensitive, to shift and rearrange the coordinates of the
visible and thinkable. This ability of the art to participate in
the rearrangement of “the space and time, of the visible and
invisible, of the speech and the noise’, according to Ranciére,
helps it become a possible carrier of the emancipation.

*¥¥%

Anastasov’s drawings, made for the academy figure classes at
the Academy of Fine Arts in Belgrade (some 200 drawings are
preserved), seen through the esthetic regime of the art, open
several interesting questions. First, they open the question of
knowledge and its distribution. Namely, in these drawings, the
result of the creative dedication and maturity of a young artist,
we can sense the break, that is, the disturbance of the knowl-
edge thatincludes the study of the correct anatomic proportion
and the reproduction of the correct contours and curves of the
body, and with the only purpose to advance, to acquire knowl-
edge and the specific drawing competence shown through
the classical motif and the pedagogical line of the nude. These
drawing, with the strength of their drawing stroke, with the in-
tensity of the expressiveness of the visual mark, with the pierc-
ing lines, not of the surface curves of the body, bit of its subder-
mal folds and scars, in a word, with their creative adventure of
the language of the Informal Art, speak of a border shifting of
the knowledge hierarchy (which is, to some extent, provided by
the very academy figure program): the learning and the acquir-
ing of knowledge that means an uneven relation between the
one who learns and the one who teaches, between the partic-
ipants in the process of knowledge distribution, is here shifted
towards the experience of equality, the basic pivot, the basic
supposition of emancipation. *

This is why Anastasov’s drawings, although made for the
academy figure classes, can be undoubtedly considered as
drawings not of a student who learns the body anatomy,
but as drawing of a creative temperament that resaerches,
delineates, copies, scratches, erases, cuts the very anatomy
of existence. Made in the period of the Great Expectations
placed in the socialistic society and in the new man of the fu-
ture, these drawings bear no trace of hope or faith in the new
body of the community. In all of them the body is deformed,
smashed, wrinkled, the body is like a spit of the existence, in-
visible and hidden under the veil of the successful propagat-
ed body of the socialism and the heroic authoritarian body
of the party. Although the figures were made according to a
model, they have nothing that makes them special, individ-
ual... They are made faceless, reduced to anonymous, ruined
naked bodies. Deserted, lonely, trapped in their own decay,
in their own existential pain, these bodies seem to have
turned their backs to the history, and in its absence gave in
to the game of their own transformation. But it is here, in
that game of transformation, that the history again finds is
way. Because, the history itself is a form of transformation, a
way to think and experience the change or, as Foucault says,
history does not fix the identity, it breaks it, it develops it to
something else. Therefore, in a paradoxical way, these bodies
with their texture, with their basic living gestures, with the
traces and marks that draw their existential anatomy, actual-
ly radiate with a richer and deeper history than the one of the
pompous heroic topics of the historical pictures that in those
(and especially in these) times conform to hierarchies and
patterns imposed by the ideological and authoritarian cen-
ters of power. So, the drawings included in the term Informal
Art Laboratory can be read as a small, yet quite suggestive
history that calls upon us to think and ask how is and how
can history be made!

Liljana Nedelkovska

(1) Valentino Dimitrovski, Informal Art Laboratory 2. Skopje: Gallery Jusitna and
Rodoljub Anastasov, Museum of the City of Skopje, 2014.

(2) Lazo Plavevski, Informal Art Laborotory. Skopje: Gallery Jusitna and Rodoljub
Anastasov, Museum of the City of Skopje, 2014.

(3) Jacques Ranciere, The Politics of Aesthetics: The Distribution of the Sensible.
New York: Continuum, 2006, 26.

* According to Ranciere, emancipation is the awareness of “the natural equality
that opens the way to any adventure in the land of knowledge” (...) “Equality is
not a goal that should be reached, but a starting point, a supposition that must
endure in any circumstances.” (Jacques Ranciére, The Ignorant Schoolmaster: Five
Lessons in Intellectual Emancipation. Stanford: Stanford University Press 1991,
27,138))

MpomeHa Ha 06nuKkoT 7 / Change of Shape 7,
1958/6

Tyw Ha xapTuja / India ink on paper,

59x42 cm




[enyBame Ha
enemeHTtuTe 28,
Impact of the
Element 28,
1960/61

TYLW Ha XapTuja,
India ink on paper,
51 x44cm

Moptpet 1,
Portrait 1,

1957

MacJ10 Ha MaTHo,
oil on canvas,

51 x44 cm




Mac/o Ha nnaTHo / oil on canvas,

AkT 1/Nude 1,
55x85cm
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Moptpert 2,
Portrait 2,

1957

MacC/0 Ha MnaTHo,
oil on canvas,

76 x 55 cm

HenyBawe Ha enemeHTUTe 13,
Impact of the Elements 13,
1957

Ty Ha XxapTuja,

India ink on paper,

62 x44 cm




TpaHcpurypypame 15,
Transfiguration 15,
1957

TYLU Ha XapTuja,

India ink on paper,
59x42cm

TpaHchurypypame 13,
Transfiguration 13,
1957

TyL Ha XapTuja,

India ink on paper,
59x42cm




1960

TYLU Ha XapTuja,

India ink on paper,
72x52cm

(UHTMMHOCT),
(Intimacy),

Change of Shape 21
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Mouetok 20,
Beginning 20,
1959

TyLWW Ha XapTuja,
India ink on paper,
72x52cm
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TpaHcourypypame 34,
Transfiguration 34,
1959

TyLW Ha XapTuja,

India ink on paper,

62 x44 cm

TpaHchurypypamwe 11,
Transfiguration 11,
1957

TYLU Ha XapTuja,

India ink on paper,
59x42cm
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PO10/bYb AHACTACOB e pogen 1935 roauHa Bo Ckonje, MakeaoHuja. Mpo-
decop no cnmkapctBo Ha DakynTeToT 3a IMKOBHA yMeTHOCT BO CKonje, BO NeH3uja.
Junnomupan Ha AkaZiemuja 3a IKOBHa yMeTHOCT Bo benrpag. et rogunm 6wn unex
Ha MeryHapogHaTa rpyna ,JyHuj". 3a HeroBoTo TBOpELLTBO 06jaBeHM ce B MOHOTPa-
dun: BEIMYKOBCKK, Bnagummp, Poposby6 Avactacos, Ckonje: TabepHakyn, 1995. u
AHACTACOB Pogorby6, Catalogue reisoné: HY My3ej Ha coBpemeHaTa ymeTHocT, Ckonje,
2011 (ce ywre HenpomoBmpaHa). Hekoraiuen nonutuky pobujau og fonn OTok.

www.rodoljubanastasov.com

CAMOCTOJHM N3N10XBU
1966 — Ckonje, PaboTHUuKM Aom
1967 — Hosu Cap (Cpbuja), lanepuja, ToubuHa Ha mnagute”
1970 — Ckonje, My3ej Ha coBpeMeHaTa yMeTHOCT
1975 — Ckonje, My3ej Ha coBpemeHaTa yMeTHOCT
1979 — Jbybmana (Cnosenuja), MopepHa ranepuja — Canon ,Mana ranepuja“
1980 — benrpaz (Cpbuja), CanoH Ha My3ejoT Ha coBpemeHa yMeTHOCT
— Hosu Cap (Cp6uja), lanepuja, Tpubuna Ha mnagute”
1982 — Ty3na (buX), lanepuja Ha Jyrocnoetckiot noptpert, CanoH,2x13"
1983 — 3petbaxut (Cpbuja), CoBpemeHa ranepuja
1984 — CapaeBo (buX), YmeTHuuKa ranepuja Ha buX
— Mocrap (buX), lanepuja Ha paboTHUUKWMOT yHUBEp3UTET
1987 — 3arpeb (Xpsatcka), [anepuja Gopym
1989 — Mopey (Xpatcka), lanepuja HapoaHo ceeyunnmwiTe
— by3er (XpBatcka), My3ejcka 36upka
— PoButb (XpBatcka), PopHoKpauHcky my3ej
— JlabuH (XpBartcka), HapoaeH my3ej
— MNa3wH (XpBartcka), ETHorpadcku my3ej Ha UcTpa
— Myna (XpBatcka), CanoH Ha DecTvBanoT Ha JyrocnoBeHcKUOT Guam
1990 — Ckonje, YMeTHUYKa ranepuja — jybunejxa
1991 — Mpunen, Lientap 3a kyntypa,Mapko LieneHkos”
1992 — Mapwu3 (OpaHuwmja), Drouot Ricjelieu
1996 — MMapu3 (Opanuwmja), lanepuja,Millon & Robert”
— Mapu3 (Opanuu;ja), Drouot Ricjelieu
1997/98 — Mapu6op (Cnoenuja), lanepuja,MAK”
2000 — Codwja (byrapuja), HaunonanHo Xynoxecteexa lanepuja
— Oxpug ,Kykata Ha PobeBuy”
— BenectoBo, LipkBa, Ycnenue Ha Ceta boropoavua“
— Mapu3 (Opanuwmja), lanepuja,Millon & Robert”
— Wcranbyn (Typuwmja), ,Menkul Kiymetler Borssasi”
2001 — Ckonje, My3eja rpap Ckonje — MakefoHcku MkoHocTac
2002 — HupHbepr (TepmaHuja), Kunsthaus
— Ckonje, YmeTHuuka ranepuja,, Yndre Amam”
2007 — Ckonje, My3ej Ha rpaa Ckonje — EHdopmencka nabopatopuja
2012 — Ckonje, fanepwuja,Jyctuta u Pogorby6 AHactacos”, My3ej Ha rpag Ckonje
2013 - Ckonje, ,EHdpopmencka nabopatopuja 1 Tanepuja,Jyctuna u Pogory6 AHactacos”, My3ej
Ha rpag Ckonje
2014 — Ckonje, ,Endopmencka nabopatopuja 2*, lanepuja,Jyctuna n Pogomy6 Anactacos”, Mysej
Ha rpag Ckonje
2015 — Ckonje, ,EHdpopmencka nabopatopuja 3", Tanepuja, Jyctuna u Pogomy6 AHactacos”, My3ej
Ha rpag Ckonje

HATPAZIU:
1959 — benrpaa (Cpbuja), Harpaga 3a cimkapcTBo Ha benrpapckuoT yHusep3uter
— benrpaa (Cpbwja), lpBa Harpana 3a cinkapcTeo ,Mnago nMKoBHO TBOPeLLTBO”
1968 — Ckonje, Bropa Harpaza 3a cikapcTBo ,Halue UCTOpHCKO MUHATO” - NPBa He e AodeNeHa
1970 — AnekcaHapwuja (Ervnet), MpBa oTKynHa Harpaga Ha ,8. MeguTepaHcko uenane”
1971 — (konje, Bropa Harpaaa 3a cimKkapcTBo ,Halue MCTOPUCKO MMHATO” — NPBa He e ofeneHa
1975 — Ty3na (bux), [paH npu 3a cinkapcrso ,3. U3nox6a Ha jyrocnoBeHcku nopTper”
— Combop (Cpbuja), OTKynHa Harpaga 3a LpTex ,5. TpueHane Ha COBPEMEHMOT LpTex”
— (konje, Harpaga , 13 Hoempu” Ha rpag Ckonje
1976 — Ckonje, Harpapa 3a uptex Ha HYb ,Knument Oxpuacku”
1977 — Ckonje, Harpaga 3a cnukapctso ,Jlazap JluueHocku” 3a u3nox6a Ha [NYM

1978 — Com6op (Cpbuja), OTKynHa Harpapa 3a upTex ,6. TpueHane Ha COBpeMeHOT
JYroCnIoBEHCKM LpTeX”

1979 — batba Jlyka (buX), OTKynHa Harpapa 3a cmkapcTgo ,9. EceHckm canon”
— (konje, Harpapa 3a cnmkapctso ,JIMKYM” Ha n3nox6ata Ha [ITYM 1980
— Ty3na (buX), OTkynHa Harpapa 3a uptex, , 1. MeryHapoaeH 6ueHaneH dectuBan Ha
noprper”
1981 — Ckonje, Harpapa 3a cnukapctso 7. M3nox6a Ha ClYJ”
1982 — Anekcangpuja (Eruner), Bropa Harpaaa 3a CmKkapcTBo Ha ,,14. MeawutepaHcko 6ueHane”
1983 — Kapnosal, (XpBatcka), HarpanaHa ,3. bueHane Ha akBapen Ha Jyrocnasuja”
— Ty3na (buX), Npemuja, 3natHa Aunnoma 3a upTex Ha ,5. M13nox6a Ha jyrocioBeHckuoT
noprper”
— Ty3na (buX), OTKynHa Harpaza 3a LpTex Ha ,5. U3noxba Ha jyrocnoBeHckmo TnopTper”
— (konje, Harpaga 3a cnukapcrgo , 11 OktomspuHa CPM*

1985 — 3arpeb (XpBatcka), 0TkynHa Harpada 3a uptex Ha ,10. 3arpebcka u3nox6a Ha
jyrocnoBeHcKm LpTex”

1986 — Ckonje, lpBa Harpaaa 3a akBapen Ha , 1. bueHane Ha MakenoHckuoT akBapen”
— (konje, Harpapa 3a uptex ,Hukona MaptuHocku” Ha unox6a Ha IIYM
— Cucak (XpBarcka), psa Harpaga ,16. Konoxuja Ha ymeTHULY Ha Jyrocnasuja“
1987 — Kapnosau (XpBatcka), OTkynHa Harpaga Ha ,,5. bueHane Ha jyrocnioBeHcKkinoT akapen”

— Kapnosau (XpBatcka), OTkynHa Harpaga CIK Kapnoau Ha ,,5. bueHane Ha
jyrocnoBeHckmot akapen”

— 3arpeb (XpBatcka), 0TKynHa Harpaza 3a LpTex Ha ,1. 3arpebcka u3nox6a Ha
jyrocnoBeHcKmMoT upTex”

1989 — Ckonje, OTKynHa Harpaja Ha YMeTHUUKa ranepuja Ha u3noxoa Ha IYM

— [oprbn MunaoBal (Cpbuja), Harpaza 3a upTex Ha , 1. bueHane Ha jyrocnoBeHckata
MUHujaTypa“

1997 — Mpunen, ,lonema HaunoHanHa Harpaaa 3a yMmeTHocT", LieHTap 3a coBpemeHa IMKOBHa
YMETHOCT

— (konje, Harpaza 3a cmkapctgo ,J1a3ap JluueHocku” Ha jybunejHa unox6a ,50 rogutm
anym”

2006 — Ckonje, OTkynHa Harpaga — [UTYM, uptex ,CB. Knument Oxpuacku”
2007 — Cxonje, Harpaga make0HCKO TMKOBHO TBOpELUTBO — Man dopmar, KILL

2009 — Ckonje, ipaBHa Harpaga ,23 OKTOMBpH" 33 AONTOroOANLLHI 0CTBapYBatba 3a Penybnuka
MakezoHuja Bo obnacta Ha kynTypara

RODOLJUB ANASTASOV was bornin 1935 in Skopje, Macedonia. Heis a retired
professor of painting from the Faculty of Fine Arts in Skopje. He graduated from the
Academy of Fine Artsin Belgrade. For five years he’s been amember of the International
Group“Junius”. Two monographs were published on his opus: VELICKOVSKI, Vladimir;
Rodoljub Anastasov, Skopje, Tabernakul, 1995.; ANASTASOV, Rodoljub, Catalogue
reison; NI Museum of Contemporery Art, Skopje, 2011 ( not yet promoted). Former
political prisoner on Goli Otok.

www.rodoljubanastasov.com

SOLO EXHIBITIONS:
1966 — Skopje, Workers'Centre
1967 — Novi Sad (Serbia), Gallery “Youth Discourse” 1970 — Skopje, Museum of Contemporary Art
1975 — Skopje, Museum of Contemporary Art
1979 — Ljubljana (Slovenia), Modern Gallery — Salon “Small Gallery”
1980 — Belgrade (Serbia), Salon of the Museum of Contemporary Art
— Novi Sad (Serbia), Gallery “Youth Discourse”
1982 — Tuzla (B and H), Gallery of the Yugoslavian Portrait, Salon“2 x 13"
1983 — Zrenjanin (Serbia), Contemporary Gallery
1984 — Sarajevo (B and H), Art Gallery
— Mostar (B and H), Gallery of the Workers’ University
1987 — Zagreb (Croatia), Forum Gallery
1989 — Porec (Croatia), Gallery of the National University
— Buzet (Croatia), Museum Collection
— Rovinj (Croatia), National Museum
— Labin (Croatia), National Museum
— Pazin (Croatia), Ethnographic Museum of Istra
— Pula (Croatia), Salon of the Festival of the Yugoslavian Film
1990 — Skopje. Art Gallery — Jubilee
1991 — Prilep. Cultural Center “Marko Cepenkov”
1992 — Paris (France), Drouot Richelieu
1996 — Paris (France), Gallery “Millon & Robert”
— Paris (France), Drouot Richelieu
1997/98 — Maribor (Slovenia), Gallery “MAK”
2000 — Sofia (Bulgaria), Art Gallery
— Ohrid. “The Robev House”
— Velestovo, “Assumption of the Holy Mother” Church
— Paris (France), Gallery “Millon & Robert”
— Istanbul (Turkey), “Menkul Kiymetler Borssasi”
2001 — Skopje, Museum of the City of Skopje — Macedonian Iconostasis
2002 — Niirnberg (Germany), Kunsthaus
— Skopje, Art Gallery “Cifte Amam”
2007 — Skopje, Museum of the City of Skopje — Informal Art Laboratory
2012 — Skopje, Gallery “Justina and Rodoljub Anastasov’, Museum of the City of Skopje
2013 — Skopje, “Informal Art Laboratory 1, Gallery Justina and Rodoljub Anastasov, Museum of the
City of Skopje
2014 — Skopje, “Informal Art Laboratory 2, Gallery Justina and Rodoljub Anastasov, Museum of the
City of Skopje
2015 — Skopje, “Informal Art Laboratory 3, Gallery Justina and Rodoljub Anastasov, Museum of the
City of Skopje

AWARDS:

1959 — Belgrade (Serbia), Belgrade University Award for Painting
— Belgrade (Serbia), First Prize for Painting “Young Artists”

1968 — Skopje, Second Prize for Painting “Our Historical Past”

1970 — Alexandria (Egypt), First Purchase Prize at the “8th Mediterranean Biennial”

1971 — Skopje, Second Prize for Painting “Our Historical Past”

1975 — Tuzla (B and H), Grand Prix for Painting at the “3rd Exhibition of Yugoslavian Portrait”
— Sombor (Serbia), Purchase Prize for Drawing at the “5th Triennial of Contemporary Drawing”
— Skopje, “13th of November” Award of the City of Skopje

1976 — Skopje, NUL “Kliment Ohridski” Award for Drawing

1977 — Skopje, “Lazar Licenoski” Award for Painting at the Exhibition of DLUM

1978 — Sombor (Serbia), Purchase Award for Drawing at the “6 th Triennial of the Yugoslavian
Contemporary Drawing”

1979 — Banja Luka (B and H), Purchase Award for Painting at the “9”1 Autumn Salon”

— Skopje, “LIKUM” Award for Painting at the Exhibition of DLUM

— Tuzla, Purchase award for drawing at the First International Biennial Portrait Festival
1981 — Skopje, Award for Painting at the “7th Exhibition of SLUJ”
1982 — Alexandria (Egypt), Second Prize for Painting at the “14th Mediterranean Biennial”
1983 — Karlovac (Croatia), Award at the “3rd Biennial Of Watercolor of Yugoslavia”

— Tuzla (B and H), First Prize, Golden Diploma for Drawing at the “5th Exhibition of Yugoslavian
Portrait”

— Tuzla (B and H) Purchase Award for Drawing at the “5th Exhibition of Yugoslavian Portrait”
— Skopje, “11 th of October of SRM” Award for Painting

1985 — Zagerb (Croatia), Purchase Award for Drawing at the “10th Zagreb Exhibition ofY ugoslavian
Drawing”

1986 — Skopje, First Prize for Watercolor at the “1st Biennial of the Macedonian Watercolor”
— Skopje, “Nikola Martinoski” Award for Drawing at the Exhibition of DLUM
— Sisak (Croatia), First Prize at the “ 16th Colony ofYugoslavian Artists”
1987 — Karlovac (Croatia), Purchase Award at the “5th Biennial of the Yugoslavian Watercolor”

— Karlovac (Croatia), Purchase Award SDK Karlovac at the “5th Biennial of the Yugoslavian
Watercolor”

— Zagreb (Croatia), Purchase Award for Drawing at the “1st Zagreb Exhibition ofYugoslavian
Drawing”

1989 — Skopje, Purchase Award of the Art Gallery at the Exhibition of DLUM

— Gornji Milanovac (Serbia), Award for Drawing at the “1 st Biennial of the Yugoslavian
Miniature All”

1997 — Prilep, “Great National Award for Art’, Center of Contemporary Fine Art
— Skopje, “Lazar Licenoski” Award for Painting at the Jubilee Exhibition of DLUM
2006 — Skopje, Purchase Award — DLUM Drawing, “St. Kliment Ohridski”
2007 — Skopje, Award for Macedonian Art Achievements - Small Scale, Cultural Information Center
2008 — Skopje, Macedonian Small Scale Format Art Award, Cultural Information Center

2009 — Skopje, State award 23rd of October for artistic achievements bestowed by the Ministry of
Culture of the Republic of Macedonia
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MuHuctepcTeo 3a kynTypa
Ha Peny6nuka MakeaoHuja

M3nox6ata 1 KaTanorot ce peann3npaHu co NoapLUKa
Ha MUHKCTEPCTBOTO 3a KyNTypa Ha Penybnvka MakegoHuja

The exhibition and the catalogue are supported
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TpaHcpurypupame 42 / Transfiguration 42, 1959
Tyw Ha xapTuja / India ink on paper, 56 x 86 cm

PagukanHa npomeHa 14 / Radical Change 14, 1961
Tyw Ha xapTuja / India ink on paper, 62 x 44 cm
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