








OujaHa Tomuk PapeBcka:

Henop,HochBa rnpasHHa UJjiau rnIpunMTomMyBambe Ha 3ary6aTa

Peuncr n ga He NMocToM BaXkKHO YMETHMUKO Aeflo BO LefloKyrnHaTa UCTopuja Ha YMeTHOCTa Koe
CBOjOT eCTeTCKM MoOyC ro BTeMeslyBa Ha eTUUKM npallatka, 6e3 Hekoe MPeTXo4HO [AOXMUBYBae Ha
ronemMa 3aryba. TakoB e c/yyajoT u co usnoxbata nop HacnoB HelogHocsuea UpasHUHA NpeKy Koja
[OuvjaHa Tomuk PapgeBcka ro gaBa CBOjOT YMETHMUKM OLAFOBOP Ha MpallarkaTa KoM MMaaT CyluiTecTBeH
eTUUKM NpensHak. Bo HawWTe pa3roBopu Npu NoAroTByBameTo Ha OBaa 3HauajHa M3nox6a, Taa MCKpeHOo
u xpabpo ru cnogenu ceoute Hajanaboku pecnekcuu:

»,Ce yyeciisyeam ucipoweHo, ipasHo. M oHa wilio doeeKe éoguHUu ¢o paboliam Me 3amucsyea u me
tpoéoHyea. lanu Wpeba cé ga ce Upepabolliy, ga ce cenekliupa eo clieyujasHu ¢puoku Ha yyeare? [la ce
tpogomxku? Kako? Komy ga ce obpaiiam? lMpoyuciliyeajku éu yyecllieallia cozgageHu og aHasnusalia Ha
lolipebalta 3a Weopewllliso, KAKO aHZa)XUpaHOCW U/IU KaKO HUWoxHoCW, dovyecilisyeas Uollipeba 0soj
UUKJTyC Ha pasmuciyeara ga o cybnumupam o usnoxbeHo goxxusyeare U 2o Hacnosus HeliogHocnuea
upasHuHa.”

ABTOpKaTa Hé MoBMKYBa OBOj MPOCTOp Aa ro pasbepeMe Kako LiesIMHa Ha MMC/laTa M Kako Of4roBop
Ha noTpebaTa pedhieKcUUTe Oa ce apTUKYIMpaaT BO eOMHCTBEHOCTA Ha BU3Ye/IHOTO [OOXMBYBarbe.
HukynumTe Ha OBOj aBTOPCKM KOHLEeNT MOXKaT Aa ce TpacupaaT Hasan Bo BpeMeTo, o4 2016 rogmHa kora
aBTOpKaTa MOYHYyBa CO HWM3a peLMKIMparba BO TerNn M WneHua (06jeKTH) 1 co Mann akToBM Mo HasMBOT
Beautiful body (Y6aeo ieno) — MUHUjaTypU KOM ro O3Ha4dyBaaT MOYETOKOT Ha OHa LITO ro HapeKyBaMe
SpUnmMToMyBarbe Ha 3arybata“. EmeH aTtunuueH dpaHUyCcKM WHTenekTyanel, Mopuc bnaHuo,
pasMMCIyBajKu 3a roneMoTo geno Ha Mapcen MpycT, ja noeHTUdMKyBa 3arybata Kako efieH of Kiy4yHuTe
MOMMM 3@ KPATKUTE TeKCTOBM Ha [pycT Kou My npeTxodaT Ha HEeroBMOT OpUS Magnum, HarnacyBajKu
[eKa UYyBCTBOTO Ha 3arybeHOTO BpeMe e BCYLHOCT, MCKYCTBOTO Ha 3alyballia, aHanorHa Ha OHaa Ha
CcMpTTa.

CnuyHo Ha Toa, Kaj OunjaHa Tomnk Pagescka, oBMe Manu, ,,TOKCUMUHM LBETOBU" KOW Ce passIMUHO
TpeTupaHu BO HejsuHUTe gena of 2019 roamHa, paraaTt efHa HoOBa HM3a ped/IeKCUU OTEeNIOTBOPEHM BO
cepuja UpPTeXu, rpadmkm M 0b6jeKTM KoM KOoHUenToT Ha ,Ybasu Tena“ ro TpaHcdopMMpaaT M o
CcMecTyBaaT BO MMUCTEPMO3HMOT MpoOCTOop Ha bios - Ha ronMoT »MBOT. MMeHo, aBTopKaTa, cé
MOMHTEH3MBHO Ce MocBeTyBa Ha ,(...) YydecHWUTe Tesla KOM pacTaT BO HallMTe Tena, Kako nocebHwu
cBetoBM. CoBplUeHOCTa Ha 6UTUMETO M HeroeaTa MPMNAro4sMBOCT Me BOOAyLUEeBYyBa M Me nnawu. o
3abenexyBaM, My MNOCBeTyBaM BHMMaHUe, KaKo Aes of npekpacHaTta npupoaa Ha noctoemeTo.






Koja e npukasHaTa 3ag oBMe wecT nocebHu uenuHu: 1. KonakuTe — Kako MPOYUCTYBarbe Ha
NMYHKUTe focujea; 2. [pynauujaTta Ha rpadomKm (LpTeXKM) Kako NIMPCKO UMcTere Ha gywaTa; 3. Fpynaumjata
Ha rpadmKm (LpTeXXn) — crmpanm Kako cMMBOIM Ha XaocoT U xenbaTa Aa ce BocnocTasu ped; 4. O6jekTn
- MOBTOPHO crnupasnu (3aTBOpeHM, OTBOPEHU U pacTypeHu); 5. LlMknycoT rpadpmkm nocTaBeHM BO HM3a U
rpyna (,lMpekpacHo Teno" - peHreH CHMMKU ol KOCKM); M KOHeuHo, 6. BugeoTto ,,becTexxmHcko netare” co
CLeHM of Npupoaa, ApBja, Tpenepere 1 3ByYHa AOMOMHA 04 MUPHO PUTMUYHO AMLLEHe?

EneH MoxeH oiroBop fexu BepojaTHO BO MPOMUCIyBakeTo Ha 3arybara, 3aToa WTo AeHec, (ako
nopn ,neHec" pasbupaMe BpeMeHCKM Mepuof of peyucu OBe roguHu) ceefoumMe geka 3arybarta ce
npeTBOPU Of MepcoHasneH BO MfaHeTapeH nouM. [loBeke of Kora 6uNo BO HaleTO reHepaLMcKo
rnaMeTerbe, COOUEHU CMe CO eKCKJITY3MBEH hOKYC Ha MpPeXKMBYBarETO, UM, KaKO LUTO BEIM UTaNIMjaHCKUOT
punosod Llopuo ArambeH, Ha 3auyByBareTO Ha rofMOT XXMBOT. Bo oBa coouyBare, BO mocTojaHaTa
bopba na ce nsberHe pr3MUKOTO CTpagame U rybereTo Ha XXMBOTOT — OHa LITO Ce XXPTBYBa Of CTpaHa Ha
LLefloTO YOBELTBO My Mpunara Ha efeH MoBUCOK pen. Bo Toj moBUCOK pefd, BCYLWHOCT, ja XpTByBaMe
HawaTa paboTa, HalwMTe NpujaTeNcTBa, HalIMTE CeMejCTBa U CoLMjanHUTE BPCKU, TW XXPTBYBaMe HaluuTe
puTyanu 1 obuyam — co efeH 360p — CeTO OHa LUTO Ha XMBOTOT My AaBa cCMUC/a U ja AedUHUpa HeroesaTa
BpefHocT. [lapafoKcoT e Bo Toa, KaKo LWTO Harnacyesa ArambeH, WwTo Bo bopbaTa 3a roiMoT XMBOT — KOj e
HamagHaT of HeLTo LWTO BO Hac XKWBee (Mnun, Kako WTo 6u pekna OujaHa — of Hekoe Teslo BO HaluMTe Tena)
- HWe My Ce MocBeTyBaMe egMHCTBEHO Ha OMOMOLKOTO NPeXMBYBake Koe MpeTcTaByBa ,Y0BEeUKM XXUBOT
caMo crnopep CBOeTO MMe, Taka WTo [o6pOoBONHOTO oabupare Ha TaKoB XKMBOT HE € CaMO MepCoHasHo
YKPTBYBake TYKy OO/IMK Ha OMLITO MOPasiHO CaMOMNOBpeayBakbe.

HacTtpaHa of MpauyHaTa U Tellka TeOpUCKa apTuiiepuja Ha coBpeMeHuTe huno3odu Kou, Kako
LWITO e C/lyYajoT CO MocsefHUTe TeKCTOBU Ha AraMbeH, Bo bopbaTa 3a ro/iMOT XMBOT He refaaT HewTo
wTo M obeduHyBa NyreTo TYKy HampOTMB, HeEWTO LITO M pa3fBoOjyBa M 3acfienyBa — aKTyesHOTO
TBOpewTBo Ha [OujaHa ToMuk PageBcka, BO OBOj KOHTEKCT, CTOM BO 3HAKOT Ha KanuTanu3vMpame Ha
3arybaTta. Co3faBajku BHaTpe BO NMaH4eMWCKaTa peasiHOCT, OBaa YMETHULA He M TeMaTu3npa niakaTUBHO
pPecTpuKLMUTE Ha HalIMTe YOBeUKM coboam UM NaHUYHATa MOCBETEHOCT Ha MPeXMWByBareTo Mo CeKoja
LleHa, HUTY Mnak, ja oncepeupa camo bopbaTa 3a rofmMoT KMBOT. Taa Benu:

L~Xaocoll Ha mucsalia u eoclocliasysarellio Ha pegolli o eexxbam U KOHWpoUpam ucehpiajru
JIUHUU eHepEUuYyHOo uu ucypilyeajku Uosieka u eHumallesIHO KakKo Upoyec Ha mMeguliayuja u tUpoyuciuysarse.
Cumbonukalia Ha enemeHule kou eu ogbupam, Hekozaw dolliceecHO, HeKoZawl Co KOHKpelliHa UpuduHa me
iepaaili ga ce spalliam KoH Upadoyelioyuiie Ha TocliaHOKOW Ha hopmallia U KOH Zonemoltio Upaware Ha
olcluaHOKoW u UosWopHUOW UoYelloK. "

Bo oBue wect uenmHmn Bo kou [ujaHa ToMmk PapeBcka M rpynmpa cBouTe gefna BCYLUHOCT,
CYNTUIHO Ce pacKa)kyBa efHa M eAdWHCTBEHa MpuKasHa: cfefdejku v opbnvcky obnvuuTe Ha
pa3rpanyBarbeTo Ha XXMBOTOT M HEroBaTa TPaHCMyTalMja BO CMPT M MOBTOPEH XMBOT, 0O1ayBajKku ce ga m
Lafe pauMOoHaHU PaMKM UK BO KOMOMHaUMja Ha AEe/YMHO HEXHU U Oe/lyMHO XXeCTOKM hparMeHTu U
KOMMO3MUMKM Aa ja paTv MUCTepujaTa Ha pararbeTo Ha hopMUTe, Taa BCYLLHOCT Ha HajybaB HauMH ro
[aBa OAroBOPOT Ha AoJ/iraTa HM3a COMCTBEHM Mpallamba: ,,30WTO YMETHOCT AeHec? 30WTOo BOOMNWTOo Aa ce
usnoxysa? LLITo ce nmokaxysa 1 3a koro? Janu e GUTHO YMETHUKOT [a e 33[40BOJIeH Of] CO34aL4eHOTO?






Hanv ga ce paboTr co oTnagouuTe of CONCTBEHUTE YMETHMUKM AoCKjea? 30WTo BOOMLWTO Aa Ce Co34aBa
HewwTo HOBO? [1oBTOpPHO, 3a kKoro?* Cpefe nMUYHaTa Npa3sHWMHa M Npa3HMHATa Ha CBETOT, AeHecC e NMoBeKke
of Kora 6uno - 0géoeopHO Oa ce MocTaBaT OAHOBO TWe Mpalarka. OujaHa ToMuKk PageBcka, co oBaa
Xpabpa 1 coronyeayka KoHuUernuuja ce obuaysa Aa ja couyBa IMpMKaTa Ha cyluTecTBeHaTa KOMyHUKaLMja
KOja He ce ofBMBa MpPeKy MalMHKU U HEé MOKaHyBa OOHOBO [a Ce CpeTHeMe — He KaKo MHAMBUAOYU CO rofn
YKMBOT, TYKY Kako YOBeUKM 6UTHja 3arpMXKeHM 3a ApyruTe YoBeukun butmja.

CnupanHute o6AMUM, PEeHTreH-CHUMKUTE, MpeKpacHUTe TeNna-penmMkiM Ha efleMeHTapHOTO
co3flaBarbe >MBOT Of HEXMBOT ce pes3ynTaTM Ha aBTopckaTa cTpaTerwja Ha [ujaHa, ynaTeHa
MCTOBPEMEHO KOH MPOYMCTYBarETO, HO M KOH HanopoT [a 3alTMTK, fa COoYyBa M KOHEUHOo, Aa ja BpaMu,
[0a ja puTyanusmpa TajHaTa Ha ,,MOYeTHOTO" co3faBake, OHa Co3faBare Koe HernpecTajHo ce ofBMBa BO
npupoaaTa. Kako LWTo MoxXe Aa ce BMAM o[ U3MoXKeHaTa aBTopCcKa KoHLernuuMja, npupoaaTa i e roneMaTa
yumTenka Ha [ujaHa BO oBaa aBTopcka 6opba, mpeTrnocTaByBaMe 3aToa LWITO caMoO MpupogaTta 3Hae
HenpucTpacHo fAa ja nogHece 3arybaTa, M cMpTTa fda ja MpPeTBOPM BO XXMBOT, OOHOBO M OAHOBO. M
KOHEeUHO, yKaTa Ha npupogaTa ja rnefame Ha fOeno BO BuaeoTo ,BecTexxmMHcKo neTame” Kage LWWITO
aBTOpKaTa peymcH coceMa ce NoBJeKyBa, Kajle WTo TpenepereTo Ha NMcjaTa Ha BETPOT ce clieBa Moxkebu
CaMO CO YOBEUKOTO auLuemse. (...)

Tyka, BO NpegenuTe Ha ybeanuearta, uncta u xpabpa BusyenHa Kyntypa Ha [ujaHa, BO Hej3UHUOT
Hamop Aa ce OA4roBOPMU HAa BEYHWTE HO M HajTEeLUKM Mpallakka 3@ YMETHMKOT U 3a YOBEKOT ro rregame
pe3ynTaToT, a Toa € — 3a Halla ronema cpeka - nobegarta Ha yMeTHMUKaTa CBECT KOja CBOjaTa ecTeTukKa ja
BTEeMeslyBa Ha eTuKaTa.

Maja bojaLmnescka
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Dijana Tomik Radevska:

The unbearable emptiness or taming of loss

In the history of art, there scarcely exists an artwork of importance which bases its aes-
thetic modus on ethical issues, without having first an experience of great loss as a precursor.
Such is the case of the exhibition Unbearable Emptiness in which Dijana Tomik Radevska gives
her artistic response to serious ethical issues. In our conversations during the preparation of
this significant exhibition, she sincerely and boldly shared her deep reflections:

| feel wasted, empty. Even things | have worked on for many years preoccupy and haunt me.
Should everything be reworked and sorted in special drawers for keeping? Or continued? How?
Whom should | turn to? Contemplating the feelings created by an analysis of the creative drive—as
an action or as a necessity—| felt a need to sublimate this cycle of thoughts into one experience,
one exhibit, and | named it Unbearable Emptiness.

The author invites us to understand this space as an entirety of thought, and as a
response to the need to articulate her reflections in a sole visual experience. The sprouts of
these artistic concepts can be traced back through time to 2016, when the artist began reus-
ing jars and bottles and small nudes, creating the art objects Beautiful Body — miniatures that
announce the beginning of what we call ‘the taming of loss’. Contemplating on the great
work of Marcel Proust, the nonconforming French intellectual Maurice Blanchot, identifies
loss as one of the main points in Proust’s short texts, which precede his magnum opus, stress-
ing that the feeling of lost time is essentially the experience of loss, analogue to that of
death.

In that line, in Dijana Tomik Radveska’s art, the small ‘toxic flowers’ that have been
differently treated in her works from 2019, give rise to a new thread of thoughts embodied in
a series of drawings, graphic prints and objects in which the concept of Beautiful Bodies is
transformed and transferred into the mysterious space of ‘bios’ — the bare life. That is to say,
the artist devotes herself with increasing intensity to “...) the incredible bodies that grow
within our bodies, in worlds of their own. The perfection of the being and its adaptability both
amazes and frightens me. | notice it, | pay attention to it, as part of the magnificent nature of
existence.”



BHaTpelwHo Teno, peunknmpanun o6jekTn, MamyK, 31aTHU INBUNHLA, 40x40 cm
Inner Body, recycled objects, cotton, golden leafs, 40x40 cm




The exhibition has six structural parts (1) collages - a form of tidying of personal files; (2) a group
of graphic prints and drawings — a form of lyrical cleansing of the soul; (3) another group of graphic
prints and drawings — a form of spirals as symbols of chaos and the desire to establish order (4) objects
which are again spirals (closed, open and disassembled); (5) a cycle of graphic prints forming the thread
or the group Beautiful Body, essentially x-rays of bones, and finally (6) the video
Weightless Flight with scenes of nature, threes, trembling and a sound accompaniment of a calm
rhythmic breathing.

What is the story behind them?

One possible answer probably lies in revisiting the concept of loss, because today (if by today we
mean a period of almost two years) we are witnesses to the transformation of loss from a personal to
a planetary notion. Now, more than any other time in our generation’s memory, we are confronted with
an exclusive focus on survival or—as the ltalian philosopher Giorgio Agamben puts it—on the
preservation of ‘bare lives'. In this confrontation, in this continuous battle to avoid bodily suffering and
the loss of life, everything that is sacrificed by humanity answers to a higher order. For this higher order
we sacrifice our work, our friendships, our families and social bonds, and our rituals and customs. In one
word, we sacrifice everything that gives life purpose and everything that defines its value. The paradox
of this, as stated by Agamben, is that in the fight for the ‘bare life’ (which is being attacked by some-
thing that lives within us—or as Dijana says by a body within our body) we commit ourselves solely to
biological survival, which is human life in name only, and the choice of such a survival becomes not just
a personal sacrifice, but rather a form of general moral self-harming.

Dijana Tomik Radevska’s current work symbolizes an emphasis on loss in this context of the
sombre artillery of the contemporary philosophers, who as in the case of Agamben, in the fight for the
‘bare life’ see not something that unites people but rather something that obfuscates and separates.
Creating amidst the pandemic reality, this artist does not thematize the restrictions of human liberties
or the panic-driven dedication to ‘survival at any cost’ in a placatory way, nor does she observe the
battle for ‘bare life'. Instead, she says:

I control and exercise the unruliness of thought and the establishing of order by drawing lines and
sketching slowly and attentively, as a process of meditation and scrutiny. The symbolism of the elements |
choose—sometimes subconsciously, other times with a specific reason—make me come back to the early
beginnings of the creation of the forms, and to the great issue of survival and rebeginning.

In the six structural parts that Dijana Tomik Radevska groups her works in, she essentially and
subtly tells a single story, closely following the forms of decay of life and its transmutation into death
and rebirth. She attempts to give it a rational framework—or a combination of partly gentle and partly
fierce fragments and compositions—to capture the mystery of the birth of the forms. She actually
gives—in the most pleasant of ways—the answer to a plethora of her own questions: Why art today?
Why exhibit at all? What is being shown and to whom? Is it important for the artist to be pleased with
their creation? Should the residue of one’s personal art archives be reused? Why should something new
be created? And again, for whom? In the midst of her personal emptiness and the emptiness of the
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YucTerbe Ha gywaTa, CUTO rpadOUKM M LPTeXM co Tyl 26x26 cm, 30x26cM
Cleansing of the Soul, silkscreen prints and drawings with ink, 26x26 cm, 30x26cm




world, today more than ever it is a moral imperative to reopen these questions. Dijana Tomik
Radevska, with this bold and revelatory concept, tries to maintain the lyricism of meaningful
communication that is not streamed through electronic devices, and invites us to meet anew—not as
individuals living ‘bare lives’, but rather as human beings caring for other human beings.

The spiral shapes, the x-rays, the wonderful body-replicas of the basic ‘creation of life from
no-life’ are the results of Dijana’s creative approach. An approach that is focused simultaneously on
spiritual cleansing, and on the effort to preserve and eventually frame and ritualise the secret of the
initial creation, the creation that goes on in nature in continuity. As it can be seen from the
exhibition’s concept, nature is Diana’s great teacher in this author’s struggle. We suspect this because
only nature knows how to endure loss impartially, and to turn death into life, time and time again.
Lastly, we see nature’s lesson at work in the video Weightless Flight, where the author almost entirely
retreats, leaving only the sound of leaves trembling in the wind, slowly flowing into the rhythm of a
person’s breath.

Here in the scenery of Diana’s assertive, clear, and bold visual culture—and in her effort to
respond to timeless and most difficult questions, difficult for an artist, for a person—we see the result
of her work, which is to our great fortune, the victory of the mindfulness of an artist who founds her
aesthetics in ethics.

Maja Bojadjievska



Be3TeXXnHCKo neTawe, Buaeo, 4' 20" (snaeo pejmoBm)
Weightless Flight, video, 4'20", (video frames)



OujaHa Tomuk PapesBcka (1961), Ckonmje e MynTuMeaujanHa yMeTHMUYKa M OusajHepka. Pabotn Ha
rpadpmka, LpTex, CIMKapCTBO, apT MHCTanauuja, apT Buaeo 1 ausajHep.locseTeHa e Ha padmkaTa U HKU3
KIACUYHW TeXHWKM, OaBa Apyra rMepcriekTMBa Ha yMeTHOCTa Ha rpadukaTta, eKCcrepuMeHTUpajku co
pa3fMUHU TEXHUKM BO MOHOTUMNM]jaTa U 0b6jeKT-rpaduka.

OunnomMupana Bo 1984 rogmMHa Ha oggenoT rpadmka M rpadmuukM amsajH Ha PaKynTeToT 3a SIMKOBHM
yMeTHocTu Bo Ckonje.

YneH e Ha OJTYM opg 1985 rogmHa. Ctyamcku npectoj Bo [pesneH npu OTBopeHo rpadMyko cTyamo Bo
1997 roguHa. Og 1999 roguHa e OcuumjaneH BMTes Ha AkageMujaTta “Greci Marini”, BepbaHo, Utanuja,
onnen 3a yMeTHOCT. YneH m ocHuBauy Ha rpynaTta Kpyr. (1985-2000). OunnoMa v 3naTeH Medasn Ha
ranepujata MogumbaHu Bo MunaHo (1996). Harpaga J/bybomup benorackm co rpyna KPYID (1996).
Mpetcenaten Ha JinkoeeH coBeT Ha AJTYM (2019-) Mpenasana yMeTHocT Bo CY MXC rog.og 2007 oo 2017
ron. M3paboTyBa AM3ajHU 3@ YHUKATHU pPadHO TKaeHM Tenmcu U kKunmnmu 3a Kompaa-AuszajH og 1993-2019.
JnkoBeH ypeaHuk Ha dbecTusanoTt SlovoKult/CnosoKynT, o lesrenuja u Ckonje (2018,2020) 1 kKypaTop U
opraHusaTop 3a MakKegoOHCKMTe YyMeTHUUM 3a bepnnH (2018,2020).

YyecTByBa Ha noBeKe JIMKOBHM KOMOHUM BO MakenoHuja. (1996-2020). JiukoBHa KonoHuja Bo butona u
bykypeuwrT, ,,HoBM cBegoum Ha XonokaycTtot”. (2013,2015)

HoMuHupaH ausajHep Ha Artisans Enterprise, BawwuHrtoH [L, State Department. (2015)

AHra>kmMaHu Ha pasIMUHK eKOo NPOEKTU, CAMOCTOJHO U CO MasiM KpeaTUBHM KOMMaHUK.

Kypupana noseke rpynHu U caMoCTOjHU M310)KOU 3a ranepujaTa “AkaHTyc” Bo Ckormje (2018-).

Pa6oTu 1 MMa cTaTyc Ha CaMOCTOEH YMETHMK.
Moseke on 30 caMocTojHM U3NOXKOM BO MakemoHMja u Bo cTpaHcTBo: Ckormje (1998, 1992, 1995, 1996,
1998, 2002, 2005, 2010,2012, 2016, 2017, 2021); Oxpug (1988, 1992, 1995); leerenmja (1985); KymaHoBo

(1995), Mpunen (2011, 2016). butona (1999, 2003), benrpag (2009), 3arpeb (1999, 2012), MunaHo (1996);
BepnuH (2006), Hbyjopk (2006); ®pumenTan (2000), MacTpuxT (1997); AxeH (1998); Pum (2021).

YuecTByBana Ha noBeKe rpyrnHu Usnoxom Bo MakenoHuja (Ckonje, butona, lesrenuja, Ltun, KymaHoBo,
Knueso, Oxpua, Tetoso, MNpunen, CnoewTuua) u Bo ctpaHcteo (bykypewT, BueHa, MNoaropuua, bepnumH,
LLamanue, BapHa, Coduja, Mapus, Kpakos, Hoen Can, benrpan, Bameso, CeHT Huknaac, OdpesneH,
OdbeHbax Ha MajHa, CaH PeMo, @anyH, UTH.)

www.dijanatomikart.com

www.akantus.mk

www.komradrug.com

dijana.tomic.radevska@gmail.com

+38970410461



Dijana Tomik Radevska (born 1961 in Skopje) is a multimedia artist and a designer. Works on art
printmaking, drawings, paintings, art installations, art video and design.

She is devoted to Art Printmaking, giving different perspective on Art in Printmaking using classic
techniques and experimenting in combining various techniques in mono prints and object-graphic.

Skopje BFA 1984 on the Faculty for Fine Arts, department Art Printmaking and Graphic Design.
Member of Fine Arts Association of Macedonia since 1985. Residence in Dresden at the Open Graphic
Studio in 1997. Since 1999 she is Official knight at the Accademia di Greci Marino - Italy, Department
of Art. Founder member of the art group Circle (1985-2000). Received Golden medal and Diploma from
galleria Modigliani in Milano (1996). Ljubomir Belogaski Award for the best exhibition in the Skopje City
Museum (1996). President of the Art Committee for the art association DLUM (2019-). Art teacher at
International High School Skopje (2007-2017). Designs unique hand woven carpets and kilims for small
masterpiece studios for Komrad-Design (1993-2019). Artistic director of the festival
SlovoKult/CnosoKynrT, in Gevgelija and Skopje - curator for the Macedonian artists and organizer of the
exhibition 2018, (Brotfabrik Berlin, Loophole Berlin), 2020 (Kic Qik ACUD Theater Staalplaat).
Participated on Art Colonies in Macedonia, (1996-2020). Art Colony Bitola and Bucharest, “Creating
New Witnesses to the Holocaust”. (2013,2015).

Nominee designer at Alliance for Artisans Enterprise, Washington DC, State Department.(2015
Personal engagement on different Eco projects, solo and together with small creative companies.

She curated dozen of group and solo exhibitions for Acanthus Gallery in Skopje. Custodian at Acanthus
Gallery (2018- present).

Work as a freelancer artist.

More than 30 solo exhibitions in Skopje ( 1998, 1992, 1995, 1996, 1998, 2002, 2005, 2010,2012, 2016,
2017, 2021), Ohrid (1988, 1992, 1995), Gevgelija (1985), Kumanovo (1995), Prilep (2011,2016), Bitola
(1999,2003), Belgrade (2009), Zagreb (1999, 2012), Milano (1996), Berlin (2006), New York (2006), Free-
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