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Konua ITupkocka

INOETUKATA HA INAIUMIICECTOT

Epoc u Hapyuc

Bo KoHTEKCTOT Ha MOMIAJJOTO MAaKEJOHCKO JIMKOBHO TBO-
petrrso [Injana Tomuk—PapeBcka ja 3a3eMa JOMHHAHTHATA T10-
3MLMja BO paMKUTE Ha rpacuukaTa ymeTHOCT. ['eHe3aTa Ha Hej3u-
HaTa aKTHBHA TBOpEYKa JIHHHja MOXe fa ce crmenu ox 1985 roguna,
Of] HajpaHUTE ancTPaKTHO TPETHPaHU rpacuku paboTEeHH BO CH-
T€ KIACUYHH TEXHHMKH, I1a CC 10 NOJOLHEXHUTE U PEHECHTHH Jlefia
KOMINTO OTCTANyBaaT Off KJIACUUHUOT TPETMaH HAa MEJUYMOT, Off
KOHBEHIMOHA/THATA MPe3eHTaluuja Ha rpaUUKKOT JIUCT, KAKO H
Of HEroBaTa JIMCTaHIMpaHa, HMHTAKTHA Peleriyja.

AHaJOruuTe CO METOAONOrKUjaTa U CO Mpe3eHTanrjaTa Ha
pe3yaTaTUTe Ha Hej3UHATA PeleHTHA NPONYKIHja MOXKE [Ia TH MO-
OapaMe BO NPUMOPAUjaTHHOT H3BOP HA rpayuvKaTa yMETHOCT,
KAaKO M BO CTapaTa INaJHMIICECTHA CTPYKTYpa.

Tparure Ha apXeTUIICKaTa CIIMKA HA rpauikaTa yMETHOCT
¥ TEHEPUPAKETO HA PA3HOPOJHUTE TEXHUKH MOXKEME Jla TH Hajie-
Me, TIpeJ CE, BO pa3fMYHATE AMOMEHTH Ha MPHPOJATa, T.€. BO Kap-
1ecrara Wi BO NMelTepcKaTa YMETHOCT. APXauyHHATE NMPETCTaBH

Ha MOTUBHMTE KOH CE BTHCHATH, BPEXKAH! WIIX BIHILIAHU BO MPH-




pOJIHHTE MaTepHjanu (rIMHATa, KaphaTa, [pBOTO UTH.) He pede-
pHpaaT caMo Ha FeHEPUPAkETO HA OBOj MEAMYM, TYKY apTedak-
THUTE Off PA3IMYHUTE 3HALK HU TOBOPAT U 32 TEHEPHPAHETO HA
rpacheMHTe, OfHOCHO Ha MUCMOTO. MCTOPUCKHOT IMCKYPC HA OBOj
MeJJMyM — Ha IUCMOTO, HE MOTCETYBA IeKa HA yCHATa, Ha eheMep-
HATa, HAa eTepuyYHaTa NopakKa il ONOHMpa BIMIIAHATA Tpara Ha
arncTpakTHaTa, mudgprpana cauka/micmMo. BrucnyBameTo unu
BPEXKYBaKETO MOXKEME J1a 'O TOJNKYBaMe KaKO 3HaK Ha MOCPEHO
IPUCYCTBO Ha MOKTa Ha OMTUETO HAa YoBeKOT. OHOj KOj ja UMa
MOKTa, TOj, BCYILIIHOCT, ja UMa BJlacTa KOja CeKoralll € eMaHHpaHa
HW3 OTCYCTBOTO Ha KOHKpeTHOTO 6uTne. Herosara Mok e BO mo-
CpEAHOCTA, BO OTCYTHOCTA, BO TAMHCTBEHOCTA, BO Ka0aIMCTHYKHU-
OT MPUHLMI HA fiejcTBYBame. OTKPUBAaHETO HA BHCTHHATA, CKPH-
€Ha BO KPUITHYHHUTE, PECKPUIITUBHIA MOPAKH OCTaHYBA OCTAMHO
camo 32 of0paHUOT, TMMUTUPAH KPYr UHHLM]jaHTH. YUHOT Ha Ae-
K(PUPAHETO HA XePMETHUKHUTE MIOPAaKK KOU BO cebe ja KpujaT
TajHATA HA 3HAEHETO, OIHOCHO TajHaTa HA MOKTA, T'O 03HAUYBa
YMHOT Ha I'yOeH-eTO Ha MOKTa, O[HOCHO YHHOT HA pa3BllacTyBa-
HET0. MakoTpIIHOTO JEKOAUPAE HA AKYMYJIUPAHUTE XEpPMEeTH-
YKHU IOPAKK, BHATPE BO ceOe, alpHOpy IO COAPKAT JONTOTPAjHUOT
¥ HUKOTalll CUTYPEH, er3akTeH TpaHcgep Ha 3HACHETO.

Ho, aBanTypaTa Ha aHOHUMHHOT KpeaTHBEH Cy0jeKT, He-

roBaTa 3aruillaHa mopaka 1 MOoKpaj cBojaTa XepMETHYHOCT, YIIITE
Of1 APEBHUTE BPEMHI>A, MY € ymaTeHa Ha HEMO3HATHOT, Ha am-
crpakTHHOT [pyr. 3a pa3dnuka o rpadeMara i Hej3HHHOT MOJOL-
HEXXEeH HCTOPUCKU TpaHc(ep U pa3BUTOK BO €r3akTeH 3HaK—300p,
peueHua, TeKCT/mUecMOo (Koe IIopajgy CBOjaTa HAIIaCTEHOCT U
MOJTACEMH]ja OCTAHYBA HEJIOCTAIIHO CEKOMY ), BpeXKaHaTa, BTHACHA-
TaTa UK BIUIIAHATA CIMKA, U OKPaj HEj3MHUOT MUMETU3aM U
OTBOPEHOCT BO M3Pa3yBakeTO Ha IopaKaTa, celak, 1o ficHec
ocTaHyBa HefiochaTIMBa, 3arajjouHa, TanHerBeHa. Hej3nHara Ha-
nacTeHa MHTEPUOPU3HpatKa WM eKCTepuopH3upayka Tpara
OCTaBeHa BP3 pa3lIdyuHMA MaTepHjalld, BO pa3UuHHTE KYJATYPHH K
XPOHOTOTICKH XOPHU30HTH, HM FOBOPH 32 EIHA TPUMOP/IHjaTHa,
FeHETCKH BKOJIMpaHa, He3aCHTHA moTpe6a Off [yXOBHA KOMYHH-
Kaldja u pa3mMeHa co J[Ipyruor.




HesaBucHo ofi TeXHUKaTa BO KOja ce U3BEAyBa €HO rpa-

¢huko feno, moarajku off MpoIEcOT HAa CO3[1ABAHETO Ha KIIUIIIETO,
11a e JI0 [IeYaTeHheTo Ha TPahuUKHOT JIUCT, OCBEH 3aHAETUYHMCKATA
" aJIXEMHUCKaTa BEILUTHHA, HErO I'o Cliei TAKTUIIHUOT COCI)I/ICTHI.U/I-
paH epoTcKU MpUHIUI. TaKTHIHOCTA KOja ja TeHepupa CeTHIIHATA,
ceH3uTUBHA penanuja mefy Jac u [Ipyruor, 3a Tomuk—PapneBrcka
€ EKBMBAJICHTHA Ha [10JI0BATa pejalyja, OJHOCHO Ha MALLIKAOT
NPOIYKTUBEH U HA KEHCKMOT PENPOAYKTHBEH NpuHLuI. Texoro
Ha rpaqpquaTa mimo4a — MaTpuia ro npeseHTupa rnmacuBHUOT,
NOApEICH MajUMHCKH TeHEPATUBEH U PEIPOIYKTHBEH MPUHLIUII,
[ofieka aBTOPKATa ja pernpe3eHTHpa JOMUHAHTHATA TBOPEUKa MOK
Ha Tarkoro. Cpejcreara KOU M KOPUCTH 3a BpeXKyBame, rpedeme,
HarpusyBame U oA3eMaHC Ha fICJ Off TEJIOTO Ha IiovyaTa — uj-
HaTa ManH]J,a. aBTOpKaTa HU3 aKTUBHUOT MPUHLIMUII HA TaTKOTO,
CO CcBOjaTa KpeaTHBHA MaHUIyIaldja, Hy>KHO 'O WHULUPA peBep-
3UOUITHOTO EMOTHBHO, T.€. EPOTCKOTO cTpyewe. Bo mpouecoT Ha
KPEaTUBHUOT YHH, BO Taa HHTEPAKTHBHa €pOTU3HpaYvKa urpa, raa
cebecHu ce BTHCHYBA BO OIJiefalHaTa MaTpHlla Ha rjiovara, ro
BIMIITYBA CBOjOT KOJI U BO HHOTO JIENIO ja PenpoaylHpa, ja Kio-
HUpA CIMKATa Ha CBOJOT HAPLHU3aM.

Anmuyunayujama na deojnaiia uzpa

I[To eceTrOAMIIHOTO MEPMAHEHTHO HCTPaXKyBathe, Bapu-
pajKu 1 KoNaXKupajKu co pa3muyHATE KIAaCHYHH TeXHHKH, 3aCH-
TyBajKU c€ Off allCTPAKTHUTE U Off ACOLUjaTUBHUTE MOTHBH,
Tomuk—PapeBcka joara o efiHa, 3a Hea pajUKaHa MO3UIUja BO
TBOPEIITBOTO, OJHOCHO [I0 MOWHAKBO MOUMathe U NPE3EHTHPAkE
Ha rpaguukoTro geno. OrcranyBajku, MCUEKOPYBajKu Off MOfiep-
HUCTHUYKHOT ITPUHLUI HA TPETUPAHETO HA rpahuuKaTa yMeTHOCT,
HEJ3UHUOT MOCTMOJIEPHUCTHYKU AUCKYPC MOXKEME JIa TO NPeno3Ha-
eme, rpej c¢, BO IparMaTuyHaTa METOJOJIOTHja Ha HEj3UHUTE
Aena, BO cTpaTurpadujara, BO jyKcTano3uuujaTta Ha rpaduukure
JIUCTOBU BO PAMKHUTE Ha €IHO [0, BO IMjaJlOrM3MOT Ha HUBHHUTE
CIIOEBHM, BO MHTEPME/MjaTHOCTA, BO MHTEPTEKCTYyanHocTa, ¢par-
MEHTapHOCTA, IUTATHOCTA, KOTaXUPakEeTO UTH.

Bo 0oBOj KOHTEKCT, K& ce 00HMeMe fja I MPOTOJIKYBaMe
HEJ3WHUTE MOCIEIHH OCTBAapyBambha, (hOKYCHPajKK ce Bp3 MPOEK-




TATE KO M MEUYMCKH M TEMATCKK
ce paslIMKyBaaT, a KOu ce paboTeHH
BO nepuofgoT Mery 1997 u 2002 r.

Ho, npep na ce hokycupame
Ha nocnegHuTe gena, 6erio Ke Mu-
HEME MPeKy Hej3MHaTa KlacuyHa
OPOAYKLHMja Koja Tpae off MepHoioT
1985-1996 r. Bo Hea Moxke ja ce 3a-
0eqexu MOCTaNHUOT UCYEKOp Off
KJIIACHYHMOT TPETMaH Ha CeKoja
NPETXOJHO peanu3upaHa cepuja rpa-
(pukn. Criopep npucTanoT KOH rpa-
(pMuKHOT THCT THE, U KOHLEMIIUCKH
1 METOJOIIOLIKH, MEI'yCEOHO ce pas-
L aukysaar. Hu3 knacuyHOTO TpeTH-
pame Ha KIMLIETO U JOMUHALIMjaTa HA allCTPAKTHUTE U ACOLU-
JaTHBHUTE MOTHBU, ABTOPKATA CIIOHTAHO H MOCTAMHO K€ IO aHTH-
[UIAPA JBOJHUOT WIIU MOBEKECIOCH jYKCTalOHUpaH 3amuc. [1Boj-
HHUOT, MAJUMIICECTEH’ 3anuc (UMja MEeTOONOIIKA IOCTAlKa Ha
IPajieheTO U Ha NPEU3BUKYBABETO HA rpapuyKaTa ClluKa e,
BIPOYEM, HMAHEHTHA HAa CaMUOT MEJUyM), Kaj aBTopKaTa Ke ce
ManugecTHpa HH3 TPAHCIAPEHTHOTO NPEKIIONYBAHE, UITH ATLTH-
Upame Ha eJfHa TEOMETPUCKA HOBPLUHHA, HA €IHA THHEapHa
CTPYKTYpa, i1 Ha eHa 0oja Bp3 apyra. Jykcranosuuujara Ha
IUTAHOBHUTE K€ ja eMaHUpa CIIOEBUTOCTA U AnabounHAaTa Ha Tpa-
(UYIKHOT THCT, OIHOCHO MpeXKaTa Off PA3IHIHATE, 3a€MHO HC-
OpEenJIeTeHH 3HAK KOou Ke ja feuHHpaaT NOCTOjaHO AKTHBHATA
¢nexcubunHa cTpyKTypa Ha Hej3uHOTO mucMo. CIMKaTa Ha Ima-
JTUMIICECTHHOT 3aIMC BO NOAOLHEKHUTE, OMHOCHO BO PELECHTHHTE
Jiena, yuire noseke Ke ce ucnpodunupa u Ke craHe Nperno3Har-
JIMB 3HAaK Ha rpaguukuoT auckypc Ha Tomuk—Papnescka.

Krurop, kom6. Tex., Cxomnje, 1996 r.

' Merachopara Ha ITATHMIICECTOT MK HA ABOJHHOT 3alMC BO HAYKATA 34 JIAT-
eparypata ja npomoBupa XKepap XKener Bo HeroBara ofeMHa cTyguja
"IManumncectn: nuTepaTypa Ha Brop creneH)” (Palimpsestes - La littérature au
second degre, Editions du Seuil, 1982).




1996 r.

ojara Kyka, KomG. Tex., Cxomje,

— M

Hpeaucinysarwe na epmunujaiia

MHTEpTEKCTYaTHHOT U MHTEPMEJIN]alTHUOT AUCKYPC HA
JKEHCKOTO MHICMO CO KOj € MPOTKAeH KOHLENTOT Acoyujaiiiusru
aauucy’ (1997 r.) npetrcraByBa geno paboTeHo 3a cnequuyHo
MecTo (site specific).

HacnoBoT He cyrepupa KOHKPETHO Je(PUHIUPAHA 3aMHCH.

Toj UM € NpeTnyITeH Ha HAIATE ACOLHUjallul, Ha HAallaTa UMaru-
Hauuja. [IpeTxonHaTa (yHKIMja HA MECTOTO HA NPE3EHTHPAHETO
HAa 3aIHCUTE, KAKO U BU3YEIHUTE allJIMKAL[Mi BO HUB pedpepupaar
Ha TparaTa Ha HEKOrallHUOT XCIOHU3aM, Ha HEroBaTa CKpHIIIHA,
UHTUMHA, CYNTUITHO ePOTH3MpaHa MoeTcKa cofipskuHa, CaMuoT
u300p 3a Mpe3eHTaluja Ha 3aHCHTE BO JIEN Off OFPOMHHOT IIPOC-
TOP HAa aMaMOT, OJJHOCHO BO 0am-aTa-Kejuja, Kako ¥ KOHLenuuja-
T4 HA HUBHOTO EKCIIOHHPaH¢, CUMOOIHYKH pedepupa Ha KCH-
ckroT npuHumn. Co MHHTUMHOTO, MHTEPHOPU3HPAYKO OCTABYBAHE
— rpajiemhe Ha IPUMaMIIMBO MIYMUHUPAHATA TEKCTyalHa apXu-

* OBOj KOHLIENT Ha aBTOpKaTa Oelle MPe3eHTUPaH Ha rpynHaTa M3noxk6a
Yuchme-aman 3, Ha Koja yuecTByBaa 22 aBropu. M3nox6ara Gerlle 0TBOpeHa Ha
27.5.1997 r. Bo pyuHupaHuoT npocrop Ha Yudgre-amam. KypaTtopu Ha u31m0%-
bara Gea camuTe aBTOpH-y4yecHnuu. Opranusatop Ha u3noxobara deme SCCA.

TemeHn nokpus, MoHOTHIHja, Munano, 1996 r.




TEKTypa Ha apXHTEKTypara, aBTOpKaTa ro MaMu HaGIbyyBadoT
Jia BIIe3e BO NPOCTOPHUTE HA 3aTBOPEHUOT, 3a0yIEHUOT NPHUHIIAT
Ha XEHCKaTa cTpaTerdja Ha 3aBefyBamkeTo. 3apobeH BO M30ITH-
paHaTa XeJOHUCTHYKA MEAUTATUBHA CAMULIA HCIIOITHETA, MPeJ Ce,
CO IMPHUBJICYHUTE CYNTHIIHO CPOTH3UPAHU (DOTOKOJIAXKH, HAOIbY-
AyBa4OT KOHCTATHpPA [ieKa ¢ 3aBefieH U (haTeH BO CTANULIATA Ha
JKeHCKaTa cobmasuTeNHa urpa Ha nacruiior. Hus kanememeTo
Ha CONCTBEHUTE BP3 TYIFUTE TEKCTOBU M CIIMKH, OQHOCHO HU3 IIH-
THPAmETO HA JOMUHAHTHUOT MAlIKU JUCKYPC H aBTOLUTHPAHE-
TO, aBTOPKATA ja MJIeTe MpeXXaTa Ha 3aBO[JINBATA BU3YEITHA U
TEKCTYyallHa Hapalija Ha 3KeHCKOTO nucMo. OKOTO Ha HAGIBYIy-
Ba4OT IO PErHCTPUPA MOHOJIOTOT, HO M KOIHEKOT MO AUjasior
KOj € ymaTeH [10 Hero, unu fo ancrpaktauot dpyr. Hen on op-
EJTHUTE 3aMUCH CTPYKTYHPAHH CE KAKO UCIOBEIH IITO HU3
32E€MOJIE|CTBOTO CO PYrUTE 3alucyu Aujasiorusupaar co [pyrure,
CO HEeMOo3HATHTE, CO
OTCYTHUTE WJIA PUCYTHU
perunuerTr. Huz uaTep-
TEKCTYaIHOTO TKacHe Ha
3aMuCHTE, Taa IMPETCHU-
pa fia ja u30puile Tpararta
Ha MOHOJIOIOT U Jja I'o
acupMupa Aujanoruzupa-
HBETO CO Pa3IUIHUTE JHC-
KYPCHU CO KOM onepupaie
Pa3NUYHUTE IPETXOLHU
aeTopu(reru). 3abmaro-
JapyBajKu UM ce Ha LUTH-
paHUTE aBTOPH, KOU CO
UCKJTYUOK Ha €eH, Ce CUTE
Maxu’, Tomuk—PangeBcka
HU3 XPOHOTOIICKATA Iep-
MyTauuja it ce mpenyuTa
Ha CcBOjaTa UMarvHauyja,
pa3sMuUcIyBajKu 3a NOTEH-

Acouujarusan 3amncu, Yudre - amam 3, Cronje, 1997 r.

' Bajnn, Janu, ITasnosuk, dnse, Markosckn, M. H. Tomuk, [Ja Bunun,
Xuukok n [epupa.
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LHjalIHOTG, PETNOCTABEHOTO MEUTHPAE U XEJOHUCTUUKO OfI-
HECYBamhE Ha CEKOj Of] UTHPAHUTE ABTOPH BO KOHKPETHHOT aM-
OUEeHT Ha TypcKaTa 6amwma. Pa3nuyHo BapupaHUOT MaHYCKPUIT Ha
3aMMCUTEe, KHPUITHYCH U JTATHHHYCH, HCITHIIAH MOBEKEja3uiHO, BO
UTAMK WK HOPMAJI, KaKO M pa3IHYHATE THCMa 1 TEKCTOBU KOJa-
SKMpaHK Off PA3JIMYHM CIIMCAHW]a U BECHUITH, MOHTHPAHH BO pa3-
JIMYHY MO3UIMH, 3a€MHO ce MPOHUKHYBaaT. BHATPEIIHOTO MHCKYp-
CHBHO IJIYPATACTHYKO HHTEephepupame, MENIakhe Ha ja3UIUTe 1
Ha TICMaTa Off €THA CTpaHa ja MPOMOBUpA HjejaTa 3a MoBeKe3Ha-
yHATA CTPYKTYpa HA 3alHCHTe, a Off Apyra — Metadopara 3a MHUT-
ckuot BaBunon. [1peneBameTo U JeIyMHOTO [IPEKIONYBAE Ha
€fICH TEKCT BP3 IpYr, He HU IO OTKPHUBA CaMO ja3UYHOTO MOTEKIIO
HA aBTOpUTE, TYKY, OPEJL c&, O cyrepupa UIyCTPUPAHUOT, T.C.
MOAEPHO WIYMHHHPAHUOT nanummcect. CIMKOBHOTO U TEKCTY-
aJIHOTO KONaXKHPambe MOKe 1a HU ped)epipa H Ha eIeH BUJ
€pPMHUHM]jA HU3 YUH CTPAHULM — POTYJIYCU T NPero3HaBame Ipe-
[IETUTE HA Pa3/IMUHUTE LUTATH BO KOM FO HCUUTYBAMe, Mpef ce,
NaTpHjapXalHUOT JUCKYPC, OJHOCHO HETOBUTE EMIIMPUCKHU CO3HA-
HHja ¥ YIaTCTBA BO TAjHUTE Ha XKEHCKOTO 3aBefyBarbe. [Juckyp-
cor Ha TaTkoro ja gudepeHuupain, fepUHHPaANT 1 03aKOHHIT

- Acounjarusan 3anucn, Yndre amam 3, Cromje, 1997 1.

—
b



NOTHHUHETATA NPETCTABA 3a )KEHATA, KaAKO Outue Ha H,pyI'OCTa BO
OMIUTECTBEHUOT MOPEAOK.

Hus dparmMenTapHOoTO Napadpazupamke Ha HHTHPAHOTO M-
cMo Ha [lepupa Ke ce oGujieMe HAKYCO Ja ja MpeHeceMe cTparte-
rujaTa Ha JKeHCKOTO 3aBeflyBamhe. TakTHKaTa Ha 3aBEYBabETO,
CIIOpef] Hero, ce OfiBUBA Off fanevynHa. [ucraHiaTa ¢ OCHOBHHOT
€JIEMEHT Ha Hej3uHaTa MOK. Bo efieH, off BKYITHO JIeBETHAECETTE

POTYYyCH, HCTOBPEMEHO T'M YUTAME IIEMATa U COBETOT O MaXKu-
TE KaKo J1a 3aBefyBaar, a jja He OUiaT 3aBefieHH, KaKo f1a ja 3auy-
BaaT CONCTBEHATA JUCTAHIA, fa OMfaT Ha JUcTaHLla Of AUCTAHIIATa,
3a fia ce 3allTUTAaT, 3a J]a He HACTpafaaT Off )KeHCKaTa 3aBOMIIIH-
BocT. OBa ymaTcTBO MOXKE Jla Ce TOIMKYBa Kako COBET fajieH Off
Maxk Ha Mask, KaKo MCIIOBEJ Ha MasK Mpef KeHa, HTH Kako Hap-
aBoy4eHHe 3a keHaTa uTH. OBOj coOGmasnuTeneH, epoTU3NpadKy,
thnepTyBauKkM KOHIENT, MOTIIOMOTHAT Off MALIKHOT UCKYPC,
NpeTCTaByBa ABOjHO MPUMAaMITHBA, HAAMYIPYBaUKa, UTPO H3BEfe-
Ha Urpa Ha aBTopkara. PoToKoIaX1TE, BO KOU JOMHHUPA (hpar-
MEHTApPHO Pa3roJeHOTO XKEHCKO TEJIO IO MPOU3BEyBaaT BU3YeE-
HOTO 3aJJ0BOJICTBO, ja Mamar, ja TpoOBOIMPAAT 1 ja CTUMYJupaaT
Mauikara panrasuja.

ITozopaesu 00 mojoiu zpao’

[Tonudpornunara cTpykTypa Ha rpathMIKuOT KOHLIENT
Tosgpasu 09 mojout zpag (1997 r.) e KOMIIOHHpPaHA Off MET 3a-
€MOJICjCTBYBAYKH CIIOCBH, Off C[ICH KOa>KUPAH IUIOTEP H YETHPHU
pasnuuHo o6oenu ¢onun. Bo MarpuiaTa Ha II0TEpoOT, BO HEj3U-
HaTa XTOHCKa cepa BTUCHATH Ce€, UCKOTIaXKUPaHU cTapH (poTo-
rpacun o ypbaHaTa ukoHorpacuja Ha rpagor. Bp3 doHor,
OJHOCHO BP3 NPBHOT CIIO], CIIEAAT YETHPH JYKCTANOHUPaHH
TPaHCIIapEHTHHA Q)Oﬂldlxi Ha KOHUIITO MNOEJHHEYHO CE OTIECYaTCHH
ancTpakTHH, pasiIuyHo 000eHM noBpiirHu. [1of cmoesuTe Ha

* llenoTo e npe3eHTHPAHO BO PAMKHTE Ha MPOEKTOT , [I'padmuukn excrepn-
MeHT" Koj Gewe manoxen Bo 1997 r. Bo OTBopeHOTO rpachUyuKo CTYIHO, BO
Mysejor na rpag Ckomje. Kypatop Ha npoexktoT Geme Cy3zana Munescka. Bo
paMKuTe Ha MPOeKTOT Gellle McrevaTeHa 1 rpachuyuka Mana Ha leceTTe aBTopH,
YUECHHUI BO MPOEKTOT.
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(pommmre, of POHOT ce HASUPAAT OipaHHTE KYJITYPHH apTe-
dhakTH ¥ HACTAHH, KOHM ja crefjaT ucropujara Ha CKorje, Ha poa-
HHOT Tpaj Ha aBTopKara. CaMHOT HACIOB B CTPYKTypaTa Ha
lenoTo pedpepupaaT Ha eficH HEBOOOMYAEH CTEPEOCKONCKH THIT
NOLITEHCKA TYPUCTAYKA KapTHUKa, yIaTeHa 10 alCTPaKTHUOT
Opyr. ®parMeHTapHO KONAXKHPAHUTE CETMEHTH, CIIEAHH E[IeH BO
APYT, ja CHMyJIpaaT MaHOPaMCKaTa CHEMKA Ofl KOHKPETHHOT TO-
I10C KOj BO HACTIOBOT HE € KOHKPETHO UMEHYBaH. JyKcTano3umu-
jaTa Ha cponmuUTe Cyrepupa CBOEBHHA TPAHCIIAPEHTHA, 3aBOJI/IH-
Ba apXCOJIOIIKA COH/IAa Off YHE [IHO HA NOBPINMHATA BH3YEJTHO
BUOpUpAAT U ce MEIIaaT CJAOEBUTE Off Pa3IMYHO KOJIaXKHPaHHTE
cMKH. MeliameTo Ha CIOEBUTE BO OKOTO HA HAObY[yBavOT Ce
VIBOjyBa 1 HU3 YABO]YBAHETO ja MPEU3BAKYBa (DIyKTYHpayuKaTa,
HeodaTanBa, HEOIpefieHa CIINKa Ha LeJI0CTa Koja € CIMYHa, Ka-
Ko mro Ke peue Xakum Bej, Ha ,,MpadHaTa IllymMa Ha HEOpeae-
HOCTa KOja €, BCYIIHOCT, LapCTBOTO Ha yMETHUKOT. Bo 3aBuc-
HOCT OJi TO3MIIKjaTa HA PeLemnHjaTa, OKOTO Ha HabIbYAyBa4oT
¢ponTanHO 1 BO NMPOhUIT TaaKa MO NPEeNO3HATIMBUTE KOTH HA
MamnaTta Ha rpajoT. 3a ja
MO3Ke J1a TH fiucpepeHnupa u
XPOHOJIOMIKY Ja I'M UJEHTH-
(puKyBa KyATYpHUTE XOPH-
30HTH, TOj HE TO KOPUCTH
€aMo MCKYCTBOTO KapakTe-
PHUCTUYHO 32 apXeojouKara
nepueniyja 1 peLenuuja,
TYKY ¥ PEJI3HACHETO U
CBOjaTa NMATHHATHBHA MOK.
Hwus konopucTuykHuTE MpPO-
MEHHM Ha CIIOEBUTE, ABTOP-
KaTa CUMOOJIMYKH HH TO
OJleCHyBa U HH TO Cyrepupa
CNEMIEETO HA HCTOpHjaTa
HA Er3UCTHPAKETO HA E[lHA
ypbaHa u, camaTta no cebecu
TATMMIICECTHA CTPYKTYpa.

7 http://www.attack.hr/libera/br8/palimpsest.htm

Io3snpaeu ox mojor rpag, OI'C, Cxonje, 1997 r.
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OBoj rpacguukn konnenT Ha ToMuK—PaneBcka MOXKe Jja ce BOC-
TpHeMa 1 Kako MOTCETHUK 32 HEKOTAITHMOT U3TIEN Ha TPajioT,
KaKO apXMBCKH JJOKYMEHT IPOTHB 3a00paBOT, MM KAaKO OHHPHY-
Ka CIIMKa Ha NIOMHEWETO. Bo moeTckaTa cTpyKTypa Ha OBOj KOH-
LENT T'H MPeno3HaBaMe KyJITypHATE apTedakTh Ha TPajjoT, Ofi-
HOCHO HEroBHOT genius loci. Busyennure edpekTH, OJHOCHO CUMY-
JlanyjaTa Ha DaJMMIICECTOT, aBTOPKATa HE ja MOCTHTHYBA CAMO CO
Hf€ejaTa 3a JUjaxpOHUCKUOT W CHHXPOHHUCKH MPUHIIUT U CO METO-
JONOr7jaTa Ha CeNapupaHoTo MevYaTerhe, OJIHOCHO CO OCTaByBa-
1€ Ha e/lHa MCIIUKaHa onuja Bp3 Apyra, TYKy 4 CO ujaejaTa 3a
.,MICTOPHUCKATa HEMUHOBHOCT HAa YHHOT KOj TO OGHOBYBA CEKOj-
AHEBHETO Ha noeTukaTa Ha 3a6opaBoT”. (T. Pocuk).” OBoj KOH-
LENT HeMa MIPEeTEeH3UH f]a HU ja MPe3eHTHpa caMo UrpaTa Koja BO
OKOTO Ha HAaOJby/lyBAuOT ja MPEeIM3BAKYBA CTEPEOCKONKjaTa, WiK
fa HY ja acdupmupa ybaBara KojopaTypa Ha ,,IeKopaTHBHATa pa3-
rJefHULA", TYKY IIPeKy Hero aBTopkaTa npeTeHnmupa, Hu3
AMjaxpOHUCKATA U CHHXPOHNCKA JIMHHUja, 1a HA T'O MOTBPIM UCTO-
BPEMEHO MHUIOT Ha JJUCKOHTHHYHTETOT, MHTOT HA MPONArambeTo,
Ha MPEJICBAKETO U Ha MELIakeTO Ha ejIHa UBHIIN3ALHja CO
Apyra, Wiy MUTOT Ha CHHKPETHYKATA CIIMKA Ha IeJIOCTa U Ha

Bansnauu, komo. Tex. Ckonje, 1998 r.

¢ http://host.sezampro.yu/rec/98 10/rec98104.htm
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HErupameTo Ha 3a00paBOT Ha eiHa NCTOpHja 3a ucTopujaTa. Cu-
MyJIMpaHATA HAJMMIICeCTHA KOHLENIMja Ha OBa JAeJI0 He ja Mof-
pa3bupa camo pucpy3HaTa, fabuHCKa, JelleHTpHpayuKa cTpaTerija
Ha BU3YEJIHOTO PeLUINpame, TYKY T NOogpa3tupa U UCTOBETHO-
TO MATUMIICECTHO YATAE U HHTEPIpPETUpPabLE.

CeMeeH HKOHOCTAcC

I'padnUKMOT HPOEKT, HACIIOBEH Kako MHIliepakitiueH an-

OyMm’, BCYIIHOCT MHKOPIOPYPA LIECT MHTEPAKTUBHO U HHTEPMEJIH-
jaliHO TpeTHpaHu TpacuUKY THCTOBH, H3BEJEHN BO KOMOMHMPaHa
TEXHHKa (JIMHOpE3, CUTONEYaT U BUCOK Mevar).

HMuTeHnujaTa Ha MHTEpIpeTaldjaTa Ha OBOj MPOCKT MPETCH-

IMpa Ha MEMETHYKA Urpa, Ha BepOaTHO CHMYIHpamke Ha BH3Yel-
HaTa eMaHanuja Ha anbymoT. MUMeTHKAaTa BO CBOjaTa CYIITHHA
ja moppa3bupa u ja ManupecTupa urparta, 3alITO camMaTa urpa e,
BCYIIIHOCT, CYIITHHATA HA MUMETHKATA.

HacnpoTu cOMHEKOT BO OCTBApYBaWkETO HA LIeJITa, Cenak

Ke ce obujeMe HU3 pUTMHYKaTa peleTHiija Ha 300poBUTE Ja ja
BH3YyalIH3MpaMe TEKCTyalHaTa CTPYKTYpa H [a ja allMuupaMe Bp3
urpara Ha aBTopkarta. V1 nokpaj HecUrypHOCTa BO YCIIELIHOCTA
Ha Mel'yceOHMOT MHME3HC Ha [iBaTa Me[jiyMa KOU ce KOPUCTAT CO
Pa3IMYHU CPEJCTBA 3a eKCInKalja (BepOaHa u BU3yesHa), Ke
ce obupieMe co BU3yasu3anyja BO BepOalHHOT MEUYM, OIHAJBOP
[a ru BapupamMe U ia r'u JaBupame ciukute (o7 anbymoT) u co
HHBHATA KOJIOPHCTHYKA UHTOHALIM]A [1a alJIMApaMe yILITe eJieH
BUPTYEICH CII0j, NOMHAKOB Of] NOCTOjHHOT, peanHuoT. Co urepa-
1jaTa ¥ CO MAaHEBPHPAKETO HA MCTUTE WK HA CIIHYHATE 300pOBH
H PEUCHHLH, CO MUMETHPAKETO 1 IPaJlpamkeTo Ha HUBHATA (O-
HOJIOTHja M TOHCKa peneTunyja, co BHATpPeLHaTa KojaopaTypa Ha
BU3YEJIHHOT 3BYK, CO TEKCTYaJTHOTO TKAEHE U CO CUHXPOHHUjaTa
Ha BepOallHaTa U Ha BU3yellHaTa urpa, ke ce obupieMe fia ja cumy-
Jipame KOMIJIEMEHTapHaTa urpa Ha mepuymurte. Hus 3aemopej-
CTBOTO Mefy mparmMaTM4yHaTa, TAKTHIHATA 1 BepOalHaTa, uH-

" ITpoekTOT € M3BeieH W M3noxkeH Bo Tanepujara Ha OTBOPEHOTO rpa-
¢mako crynno va Myaejor Ha rpaj Ckonje Bo 1998 r. Kypatop Ha npoekToT
oeme Cyszana Munescka.
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TaKTHA Urpa BO MIpaTa, MpeTeHupamMe 1a BOCIIOCTABAME €JHO
Apyro pamuuiiTe Ha uHTepakuuja. Co Hea Ke ro mpeu3BAKaMe
CTHMYJMPAHkeTO HAa MOMHAKBUOT PUTAM, KaKO W NPOIIHPYBaKkETe
¥ PEMKINPAambETO HAa MIOMHAKBOTO TEMIIO HA Urpara.

ITpen ceé ke ce chokycrpamMe Ha HEKOHBEHIIMOHATTHUOT TPE-

TMaH Ha IIPOCTOpHATa KOH(UTYpalija i pe3eHTallja Ha rpa-
(UUKHOT MefiyM, HAa HETOBaTa CJIOEBUTOCT W TOMM3HAYHOCT. Bo
paMKuUTE Ha cTpaTHrpadujaTa Ha €HO EJI0 MOXKeMe Jia ja mpe-
NO3HAEME CTPYKTYpATa Ha NAJMMIICECTHUOT 3aIiC, BAPHjal[HATE
Ha MOBPIIMHCKHATE M HA Aa0MHCKUTE HTPH HA HAPATUBHUTE IIpe-
MJIETH BO KO, HA3 3a6MHHUTE PENIALMOHH HJIH PELUIIPOYHH OJIHOCH
HA Pa3IMYHUTE XOPU3OHTH, aBTOPKATA TH 00EUHYBA MOrOJIEMHOT
Opoj acnekTu Ha npukaszuara. [lepdopupameTo, jyKcTano3umm-
jaTa ¥ MOOMITHOCTA HA CIIOEBHTE HA TPapHIKITE THCTOBH T'O OBO-
3MOXKYBa T€HEPHPAETO HA OTKPHEHATA UM Ha CKpUeHAaTa, Ha
(parMerTapHaTa UM Ha IeaTa HAPATUBHA CTPYKTYpPa BO pam-
KHMTE Ha efleH rpauyukyl JIUCT, OTHOCHO HA €[IeH CEerMEHT Off OBOj
npoekT. Co KoMOMHALIMjaTa HA TEXHUKUTE U HA MEUYMHTE, CO
XOpHM30HTAHATA M03MI1Hja Ha NIpe3eHTalnjaTa 1 cO TaKTHIHATA
pelenuyja Ha lefaTa, aBTopKaTa Ha CyreCTHBEH, CO(UCTHIIUPAH
HAYMH ja OBO3MOXKYBA HHTEPAKIHjaTa Mely PEIUIHAEHTOT U JIEIOTO.

- ®avmmja Hecroposu, 1909 rop.
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KonaxuparmeTo Ha rpadMuKATe TEXHHKU CO CTapuTe poTorpa-

Uy, HEJ3UHUTE CEMEJHU NPOTArOHUCTH, U3BIICUEHH Of Pa3/ITHIHH-
Te XPOHOTOINCKHU M KYJITYPHU XOPH30HTH, HU3 JTHPCKaTa Hapaluja
U3JIeryBaaT Ofi MaTHHATA Ha 3a00paBoT.

ITo(T)ceryBameTo, HaBpaKamkEeTO BO apXECOIOTHjaTa HA ce-
MEjHATE HACTaHH, CO CBOjaTa Mala Ha YyIaTCcTBa 3a KYpPCOT Ha JIBU-
JKEHEeTO, aBTOPKAaTa o MPOBOLHPA, IO 3aBeyBa PEIHUIHCHTOT 1a
ce BKJIYYH BO MaHyeJIHATa UTPa ¥ CO UrpaTa Ha BPEMEIIIOBOT Ja
TPrHe Ha NaTyBakbe HU3 CIIOCBHTE HA MHTHMHATA UCTOPUja Ha TY-
fute ceetoBu. [IpaBunara Ha urparta BO OBOj IPOEKT, KaKO ILITO
HasenyBa Cy3zaHa Munescka, ,,He ce HEKOM PUTOPO3HU Of KOj 3a-
BUcHK Hauiara nobepa. HanpoTus Bo Hej3uHaTa ,urpa“ cTpaTeniku
MpaBuiIa He MOCTOojaT, a (POPMAaTUBHUTE CE CBEJyBAaT Ha ymaT-
CTBOTO ,,BIIeYH" [IPH LLITO ,,ArPaTa MOKe [la ce pazdepe Kako MouM
Ha HejacHu rpanuuy (JI. Butreniatjn, ®unosodceku uerpaxy-
Bama: 71).

Kako akTuBeH HapaTop, CO MOMOII Ha MOHTa’kaTa Ha apXH-
CNMKaTa ¥ apXUNpHKa3HaTa Ha JyHaLUTE Ha HEJ3HHOTO CEME]CTBO,
KaKO M CO CUMyJlalpjaTa Ha rpapuiykaTa KOJIOPUCTUYKA WH-
TOHalWja Ha cTapuTte hoTorpadum U co IMTUPAKHETO HA YMETHHY-
kure acaa (on [Mukaco, Martuc, MyHk), ToMmuk—Panescka Bo

. HMurepakrusen anoym, OI'C, Ckomje 1998 rop.
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CIIOEBUTOCTA, BO TPAHC(KOH)TEKCTYyanHOCTA U KOXEPEHTHOCTA Ha
BU3yeJTHATa CTPYKTYpa, ja KOOPAMHMPA, ja KOHTPOJIMpPA | ja OT-
KpHBA MOBEKe3HAYHATA UTPa, BTKacHa BO rycraTa MpeXa Ha CHH-
XPOHH3UPAHUTE CIIYYyBakha BO KOHKPETHO O3HAUEHOTO BpEMeE.

Hu3 urpara Ha MOGHIIHOCTA W Ha CTAaTHYHOCTA, BO nepdo-
PHPaHUTE MPA3HK WITH UCMIOIHETH AEMAPKALMOHN 30H), BO 3aBU-
CHOCT Ofi IBI2KEH-ETO, OFHOCHO O MOBJIEKYBAakETO HA O3HAYCHU-
TE JIJIOBH, CE MOjaByBaaT U UCYE3HyBaaT ITMKOBUTE U HACTAHHTE,

Henara uian (pparMeHTapHaTa cemejHa nosect. [lomucponuunara
CTPYKTypa Ha MPOEKTOT JIE3KK BO jYKCTATIOHUPAHUTE CIOEBU Ha
rpacpuukuTe nuctoBr. I'pajieH Bp3 NPUHIMIIOT HAa Kay3adHO-TI0C-
JIE[JOBATEIIHNA OIHOCH, TIOCTAaBEH € BO INPEKTHA 3aBHCHOCT Off pe-
UUIHCHTOT, OfI HETOBOTO AKTHBHO TAKTHIIHO YHYECTBO BO MOHYlE-
HaTa urpa. Ha omur, HO 1 Ha noceGeH MiaH, CI0OEBUTOCTA HA
CTPYKTYypaTa ro nmofpastupa u CHHIAPOT PA3NUYHI yYECHHLIH-
urpavd Bo Urpara. ABTopkaTa rnoara oji Hej3UHUTE IJIaBHH IPO-
TAroOHKCTH W Off KypaTOpOT, 3a [ja MOXKe NpeKy HabbyayBauuTe-
Urpayy ia CTUrHe A0 TONKYBauOT/KOMEHTATOPOT Ha urpara. Ha
rnobanHo paMHHULITE, HE3aBHCHO Off APYTHTE YUECHULM, MOXKE Jia
ce pudpepenuupaar asa tTabopa, ABa TUMa UIPavd KOU CE penpe-
3EHTH HA [IOCTOjaHO AKTUBHHUOT M HA IIOCTOJaHO PE3EPBHUOT,
NpoMEeHNIUB cocTaB. EqHuTe ce AUpeKTHH NPOTArOHUCTH, YUECHNU-
LM BO MIpaTa, BO O3HAYEHATa 30HA Ha UIPAIIULITETO, a APYrUTe
CE CO-YYEeCHHMIIU, PacliopefieHd Ha nepudepujarta, HafBop Of Urpa-
Ta, Off UrPATMINTETO. [ TaBHUTE MPOTArOHUCTHU CO CBOjaTa aKTUB-
Ha MAaCUBHOCT I'M MPOBOLMpAaT UrpauuTe-HabibylyBayun fa
cra(p)Tupaar, ga coyuecTByBaaT CO CBOjaTa ,,lIaCHBHA aKTHUB-
HOCT" M HM3 CTAaTHPAHETO MOBTOPHO J1a ja pecTapTHpaaT Hrpara
Ha 3aBEAYBAIbETO, 3aLITO MPaBUIaTa HA OBaa Urpa ja noppas3ou-
paar urpara Kako Jiell off AEJIOTO, a IeJIOTO KaKOo [eJI Off Urpara.
Co cHHXpOHU3UpaHaTa UHTEPAKTUBHO IPOTKAEHA UTPa, HIpayuTe
ro akTyanu3upaaT, ro pasfBixKyBaaT BHATPEUIHUOT pUTaM Ha
urpara. Tue ja MeHyBaaT KOH(UrypaigjaTa Ha KOHUENTOT Ha
urpara u urpara ja moguduupaar Bo Urpa Ha nepopMaHcoT, BO
nepgopmaHc Ha Urpara, 3alTo H CAMUOT NepopMaHc e JIen Of
urpara, fiogeka rpaukiuTe, Kako 1To nojsinekysa Mujiescka, ce
MPETBOPAAT BO HACTAH.
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Mrpara Ha HaObyyBaunuTe-UrPaud HAJIBOP Off [IOJIETO, Off
UTPAMIITETO HA BKPCTEHATE BU3YEIIHH 3HALH € N3BECHA BO CBO-
jaTa HEM3BECHOCT, OHAKa KaKO LITO € HEU3BECHO OTKPUBAHETO
Ha BUCTHHATA BO CBOjaTa u3BecHocT. Hus mHTepakumjaTa Ha
urpara, uirpaTa Ha aBTOPKaTa ce CBelyBa, IIPefi ce, Ha peJu3ajHHu-
pame Ha JIMLATa Off HEj3UHUOT ceMeeH Kpyr. Hus numutupan-
OTO OTKPUBAK-E HA IIPUBATHOCTA, HA BUMTHBATA UM HA HEBUIJIH-
BaTa NPUCYTHOCT HA BUCTHHATA 3a IMLATA HA HEJ3MHHUTE aKTepH,
HaM3MEHMYHO Ce IT0jaByBaaT W MCUE3HYBAar, BOJCHH Of 3aKO-
HOT Ha UCTOTO MeHEONOMKO cTebi10. KoersucrupameTo Ha THKO-
BUTE CO Pa3/IHYHUTE YMETHHUKH [BIDKEHA ((POBU3IMOT H KyOH3-
MOT, CHHXPOHH3HPAHH CO JaTaTa Ha paramkeTo, WK Ha MIIafocTa
Ha HCJ3MHUTE HPEUM), He HE BOLH [0 IPABOIHHUCKH MAT, TYKY
HH3 Pa3IMYHUTE TPAGKTOPUHU HE BpaKa BO OTBOPEHUOT KPYT Ha
ceKaBamkEeTO Ha HEj3HHUOT POJOCIOB, KAKO H BO KOHKPCTHHUTE
KYJITYPHO-UCTOPUCKK HacTaHu. Co Urpata Ha MaHyeJIHOTO
MOBJICKYBahE U U3BIEKYBaHE HA [ICIIOBUTE CE OBO3MOXKYBA HI-
paTa Ha L[elocTa U ce aHTHIUIMpa 6ECKOHEYHOTO NOBTOPYBAhE
Ha Wrparta, WM ce Urpa UTpaTa Ha IEePEMOHH]aTHOTO MOBTOPY-
BamE Ha MPHUCYCTBOTO U OTCYCTBOTO HA e[{HA MHTUMHA HCTOPH]a,
Ha e[JHa UCTOpHja HA MHTUMATA.

Co urpara Ha peMeMOPHUPAkETO U PELMKITUPAHETO, CO MOH-
TaXkaTa U CO KaJEMEHETO BO PAMKHUTE Ha €[IeH CETMEHT Ha Mpoe-
KTOT, CE TEHEPHUPAAT M CE UCUUTYBAAT [IBE UJIH OBEKe pa3iiuuHu
WJIH 3a€MHO NoBp3aHu npukasuu. [Mepgopupanoro, nacuBHO cpe-
JMLITE Ha TOpHATA BUJIMBA NOBPIUMHA Ha MOEJUHEUHUTE rpachud-
KH CEFMEHTH, I'0 MOTTHKHYBaaT HaO/byyBauOT MEXaHUYKH f1a T
NOBJIEYE U [Ja I'M aKTUBHPA MOOMIIHATE [IETANH Off AOJHHUTE HEB-
WIIMBY crioeBU. VI3BIEeKyBakheTo Ha IeTAIIUTE ja OBO3MOKYBA Mep-
MaHeHTHaTa (pIyKTyalKja i IPOMEHa Ha PAMHUINITATA HA YATAHE
Ha npuKasHarTa. [1a ce Blese, 1a ce yuYecTByBa BO IPOLECOT HA pe-
| anu3auuja Ha urpata Ha Tomuk—-PaeBcka 3Ha4u fa ce cTaHe coy-
YECHHK, KOABTOp Ha UTpaTa, OfHOCHO OfHAIpEeN fia ce ,,CKIyYn
cMMOOJHUKH NAKT... H []a Ce Npe3eMe efleH PUTyaseH CHCTEM Ha
06Bpcku.” Co pa3fABHXKYBAKETO Ha AETATUTE CE 03HAYYBA IMO-

* bonpujap, 2Kan, O 3aBobemy, Okroux, [Mogropuna; I'puropuje Boxosuh,
[punrruna, 1994, crp. 145
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YETOKOT, BIEryBakheTO BO HIPaTa i OTBOPAHETO HA IPYrOTO
paMHHULITE HAa IIPUKa3HaTa Koja co ce0e ' akTHBHpaA JApyruTe
CKPHMEHHU paMHMLITA. 300raTeHOTO [€jCTBO HA HapalujaTa co u
BO MPOIECOT HA OTKPUBAKETO HA F'YCTHHATA HAa CTTOEBUTE (HA
urpara), ro MeHyBa IPEeTXOJHOTO JIMLE HA CH2KETO, TH OTBOPA
HOBMTE HEMO3HATH XOPU30HTH U ja 3aTBOpa UrparTa Bpakajk ja
ceKoraill IIOBTOPHO BO MPETXOJHATA cOCcTOj0a Ha MUpYBakhe, Ha
[oyYeTHaTa MO3ULKja HA 3alpTaHUTE IPaBUiIa, 3allTO ,,uicTaTa
¢opma (Ha urpara ceKoraill) e UUKIUYHa 1 noBpaTtHa™. Toa nocro-
jaHo ,,IOBTOPYBakE Ha Urpara“, Taa ocTojaHa ,,urpa Ha NOBTO-
pyBameTo '’ e BCYIIHOCT OOHOBA HA MUTOT 3a UrpaTa u MpeoOHO-
Ba HA CEKaBambEeTO 32 MUTOT HA MPBOOWTHATA CpeKa.

LlenTa Ha aBTOpKaTa ¢ aKTHBHO jla T'O BOBIEYe HAOIbY/Y-

Ba4vOT BO KOHTPOJIMPAHATA UTPA HA HEj3MHUTE UCHUTTHHUPAHK
HTpayH, 3a fIa MOXKe CO CBOETO YUECTBO Jia TO TIOUYBCTBYBA 3a/]0-
BOJICTBOTO Off KpeaTHBHATA UTPa W OfI pafocTa BO UrpaTa Ha
OTKPHBAIETO HA MAJTUMIICECTHATA CTPYKTYPA HA HEj3MHUTE 3a-
mucu. Mrpajku ja pokpaj urpa-
Ta Ha CyNTHUIHATA EKCTEPHO-
pu3aluja Ha Hej3MHATA MH-
TUMa U UHTHMATA Ha HEj3H-
Hute npeanu, Tomuk—Panes-
CKa HH3 CO(PUCTUIHPAHHOT
KOHTPONIMPAH TUPU3aM 1 myp-
M3aM, KakKoO M HU3 CJICH BUJ
EKOHOMHUEH XOJIH3aM, CO OBO]
[TPOEKT-OMaX, BCYITHOCT rO
U3rpajii HKOHOCTACOT Ha
CBOETO CeMEejHO cTeb1o.

Hurepakrusen andym, OI'C, Cxonje, 1998 r.

* Womn, crp. 160

' Hepuna, XKak, beaa maronornja, bparcrso-Jegunerso, Hoeu Cajn, 1990,
cTp. 152
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Hucpopmayuuinie na xoooiu

. Moeitio 2eHellicko HACAEQCIIBO €QHALL 3ACeKOZall
Geue ymBpQeHO KOza Ulsecer ClepMmailio3oug ce cpeiina co
useecHa HeeHcka jajra xaetiika. Toa Hacaegctliso ja cogpicu
hopmyaaitia Ha cuitie GUOAOUKU TPOUECH KOU ME Peaiu3upaa
1L KOU 20 0803MOMNcCLija moelllo ¢yHKyuoHUparse. Kotiujattia Ha
06aa opmyaa e 3aUUUAHA B0 CEKOJA 0Q Qecelliiiie MUAUOHL
KAeiKU 09 Kout cym geHec codgageH. Cexoja 09 [Tiue Kaelliku
3HAe KAKO Qa Mme Tpoussege: aa e, ipeg cé, egHa KACHIKa 09

p
MEHe...

K. boopujap

BujieonpoeKToT, HACIOBeH Aslitoncuxoanaiu3a' Ha U3BECEH
HAYKH TPETCTaByBa MPOJOKEHNE Ha MPUKasHaTa o MHitepak-
itieHuoM anbym. Toj yiITe NOSKCIUIMIMTHO ja CIe/i KOHIENIH]jaTa
Ha manumicectHaTa ctpykrypa. Co 0BOj BHfi€O3alllC, aBTOPKATa,
Tpef Ce, ja BOCIOCTAaBYBA HHTEpaKuyjaTa Mely [iBa cocemMa pasiti-
YHU MEJIMyMa, Mel'y aKTHBHHOT €JICKTPOHCKH M CTaTHYHHUOT, rpadm-
yku MenuyM. MiHTepakiijaTa Ha ABaTa MEIMyMa ja HajlOMOJIHYBa
CO BHATPELIHOTO TKAEHE, CO MHTEP(EPHPAEHETO H CO KHHETH3H-
PamkEeTo HA HEj3UHUTE MACHBHM JTMKOBHU Off TPAhUUKHOT MEIHYM.

CaMHOT HACITOB HA MMPOEKTOT pedepupa, Ipej ce, Ha aBTo-
pedpepeHLjaTHOCT, Ha 3aTBOPEHATa, BHATPEIIHA MOHOJOIIKA
MHTEPAKTUBHO NPOTKAeHA WTPa HAa HACJIEIEHUTE OMOTEHETCKH
pasiuku u caraHocTH. Co OMOII Ha aBTONCHXOAHAIU3aTa ce
o6uIyBa 1a goupe Ao MPoOIeMOT Ha TEHETCKOTO HACIENCTBO,
OJHOCHO /0 OTKpUBameTo Ha Hej3uHaTa [THK.

Bujle03anucoT NOYHYBA CO MPE3eHTallja Ha rpadyuukaTa
kuHeTusnpana opmyina JHK, 3a fa Moxe BusyenHaTa npukas-
Ha, HU3 KYCHOT pe3, CO MOHTaXara, fia MPOJOJIKH H fia ce (hoKy-

"' BugeonpoekTor Asmioncuxoanaausa napadoten e o 2000 r., a npenar e
npukaxan Bo Ascrpamja, Bo Fremantle Art Centre. Bo 2001 r. ucro Taka Gemte
npukaxas 1 Bo Benrpapn Ha usnox6ara Flux 01 — Monepunsanmja capa, Rex y
npearpaby. OBoj IPOEKT e NPOIIMPEH 1 MOANUINPAH BO BUEOMHCTATATH]aTA
LKpyxkuu cekaBama“. Msnox6ara Geme orsopena Ha 13 cenremspu 2002 r. Bo
I'anepnjara Ha OTBOpeHOTO rpacmdKo cTyAno Bo Mysejor Ha rpap Ckomje.
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CHpa Ha CHMYJITAHOTO [PETCTaByBamkhe HA hanMjaTHaTa JTHHA]A
Ha caMaTta aBTOpPKa M Ha (PU3MUYKMOT M3TJe] Ha TMKOBUTE Of HEj-
3MHHUOT ceMeeH anOym. Brucnature otorpacun Ha rpacuukuTe
JIICTOBH, HU3 KHHETUYKHUTE PUTMUYKH IIPOMEHH, CO rojieMa Op-
3MHA IMPKYIAPaaT U 3aMHO Ce NPEKIIONyBaar, ce npejeBaaT
NEePMaHEHTHO (hIyKTyHpajku Bo (hOHOT Ha BHAeo3anucor. OKo-
TO Ha KaMepaTa [IOCTOjaHO M HAU3MEHMYHO ja UTpa urpaTa Ha
NMPOMEHHUTE HAa PAMHUIITATA HA INIAHOBUTE, (POKYCUPAJKH CE CHH-
XPOHUYHO Ha IPBUOT IIJ1aH, OJHOCHO HAa JIMLETO HAa aBTOPKATa,
3a fla MOXe HEj3HHOTO JIULE Off MPBUOT IJIaH, HA3 MPETONYBAHE
Ha CJIMKATa J1a TO CHOPENH CO INIATa Off RTOPUOT CJI0j, OHOCHO
CO JIHIIaTa Off HEej3HHOTO CEeMejcTBO. ABTOpKAaTa CO OBaa Mrpa Ha
nunaTa, pepepupa Ha U3MELIAHUTE, HA BKPCTEHHTE MICUXOCOMAT-
CKH KOJIOBH, BIMIIAHK YLITE BO Hej3MHATA MpegHaTanHa gasa.
Co ananmu3ara Ha ceMejHuTe poTOrpachuy U CO ABTONCHXOaHA-
Jin3aTa Ha CONCTBEHATA NMCUXO(H3NUKa KOHCTHTYINja aBTOPKATa
ce oOuflyBa fia ro Aemu@pupa CBOjOT TEHETCKH 3aliC H BO HETO
Jla ja OTKpHE cBOjaTa NOCEGHOCT, CBOjOT mieHTHTET. ['eHeTCKaTa
(hopmyna, BTCHAaTA BO HEj3MHATE HPEIUH, IPETEHINpPA JIa ja
mugepeHupa n HA3 JUCTUHKIH]aTa A2 I'H 00equHu cuTe uH(pOp-
Mall\y 3a Hej3MHATa ICHXocoMaTcKa CTpykTypa. Co MOHTaxXa, co
KOMOHMHMPAHe, OTHOCHO CO ,,BKPCTYBaHE Ha FeHUTE", CO NPOTKA-
jyBame Ha HUBHHTE CITMYHOCTH U Pa3/IMKH, ABTOPKATA CE yIaTy-
Ba BO MOTpara 1o ueHTH(UKaLNja, HO U 0 aBTOHOMHja U gude-
peHuujanyja Ha CBOjOT CyOjekKT.

3apo6eHn BO OIJIEAanoTo Ha MpaciuKkaTa/mpa3anucor, His
NPHHIMIIOT HA BU3YEJTHUTE aHAJOTHM, MOXKEME J1a KOHCTAaTApa-
ME [leKa CHTE OCTaHYBaMe 3aJI0XKHMIHM, 3aKJIyYEeHH BO KIIETKHUTE
Ha reHeTCKuTe KOMOMHauuy Ha HawuTe npeauu. Co ynBojyBame-
TO, TPAHC(POPMUPAHETO, CO KATEMEHETO HAa HE3ABHCHUTE CET-
MeHTH Ha ceMejHuTe cpororpacpum, Tomuk-PajeBcka Bo pasnu-
KHTE Ha UCTOTO, HM3 ABTOAHAIN3ATa, BO CONCTBEHHOT JIUK T'H
TIpeno3HaBa JIMaTa Ha CBOUTE MPELH, HO ja ueHTU(hUKyBa 1
cBojaTa moceGHOCT, MHAKBOCT. HU3 KMHETHYKATa HIpa Ha OTCYC-
TBOTO U Ha BU3YEHOTO IIPUCYCTBO Ha [Ipyrure, co NpeKJIomyBa-
HETO U NPOHUKHYBAK-ETO HA [EIIOBUTE BO LIEJIOCTA, HH3 CEJIeK-
uujaTa Ha BA3yenHHTe Kogoeu, Tomuk-Panescka ja rpajgu
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cBOjaTa CIMKOBHA a30yKa, OIHOCHO Ta0/muara Ha BKPCTEHOTO
yuTamke Ha reHeTckuTe nogarouu. Kopucrejku ce co METOOINO-
rmjaTa Ha pelIaBambe Ha BKPCTEHUTE KOJOBH, Taa CE BIYLITA BO
MaTeMaTHuKa onepaimja, Bo aemmdpupame Ha (hu3nuKaTa Kapra
Ha renoMoT. CO HCUATYBAKETO HA KOH(HUTypanujaTa Ha TeHeT-
ckute uadopmanyn 3a [Ipyrure Bo ceGe, U 3a cBOMTE BO [IpyruTe,
mucpepennumpajikn ja [Ipyrocra Ha JIpyrure Bo ofHOC Ha cebecn,
aBTOpKATa — BO MOTpara 1o COICTBOTO, CO CEOETNMHUTHPAETO,
noara 0 cebGeocnoboayBame, 40 H3BOjyBakhe Ha cBojaTa noced-
HOCT, Ha CBOjaTa aBTEHTHYHOCT U Ha CBOjoT upenTuTeT. Co pasim-
KyBameTo Ha [I[pyruTe Off HCTHTE, Taa ja pa3navysa (pu3nukara
CIIMYOCT, HO UCTOBPEMEHO ja MPENO3HaBa 3aeMHaTa MPUNaTHOCT
Ha Taa CJAMYHOCT, 3AIITO 32 aBTOPKAaTa BO CAMHOT YHH Ha CIOpe-
lyBame, HA PETONyBakhe 1 JH(EPEHIINpathe, ,,BO CAMHOT JOMHP,
[OMUPAYKOTO ¥ JOIMPCHOTO CE pa3jie/ieHH > i CIOEeHH BO Pa3Jiu-
KHTE Ha HCTHOT FEHETCKY Kpyr. Bo TOj 3aTBOpEH Kpyr, HaOIbyy-
BAYOT ja MCYMTYBA pelanujaTa, OIM3HHATA HA JIMIETO HA aBTOP-
KaTa co JHIaTa Ha JPYruTe THKOBH KOH, KaKO LITO OM PEKOI
JleBuHAc, IOCTOJAT ,,BO [JBE BPEMHIba“, TAKO 1UTO OJM3WHATA Ce
..BPEMEHYBA, HO CO JHjaXPOHHCKA BPEMEHOCT OJIHAJIBOP, Off OHaa
CTpaHa WM HajJ BPEMETO KOe MOXKE [la Ce NMOBpaTh HU3 CeKaBa-
HETO BO KOE Ce IP:KH U ce ofpxysa ceecra...” (E JleBunac,1999:
130).

Co nocpecTBO Ha MPBHOT BUACONPOEKT BO KOj € MHKOP-
HopypaHa MaTpHIaTa Ha HCTHOT MJIM HA CIUYHHUOT, IPETXOHO
peanusupad rpacuyukn npoekT, Tomuk-PageBcka co KOHIENTOT
Ha IIOMHAKBATa HAPATUBHA CTPYKTYpPa, U BO OBOj MEAUYM, yIIITE
eJIHAIIl ja MOTBPAyBa cCHeluUYHATA [I0OETUKA HA ABTEHTHIHOCTA
HA HEj3MHOTO JIMPU3UPAHO IMCMO.

2 Emanyen Jlepunac, [Ipyrdije og GHBCTBA HIIH C OHY CTpaHy OHBCTBOBAba,
Jacen, Hukmh, 1999, ctp. 132
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KaBama,

-

Kpywcnu cerasarwa

Bupconucranaumjara KpyscHu cekasarba mpeTcTaByBa Ha-
TaMOILHA JICPUBALIM]A U IIPOJOJKEHHAE Ha TIPBUOT BUICOMPOEKT -
Astmioticuxoanaatsa Koj, NaK, ce IepruBUPAT Off aBTOpehepeHIIn-

JanunoT rpacpuiuky npoekT MHitiepaxitiuser aibym.

CamMHOT HACIOB HA WHCTANAAjaTa CAMOONIMYKE pedepupa

Ha apXeTHIICKAaTa CIIMKA HA LENIOcTa Ha MICUXH3MOT, Ha LIEeJI0CcTa

Ha jacTBOTO. TOj nHocpeHo cyrepupa u HeKakBa peTpoceKImja,
PEMEMOpPHPAE U PEAKTYAIIN3NPabe HE CaMO Ha BPEMETO MUHATO,
OJJHOCHO Ha JiejcTBEHATA JJUHAMIYKA [JHjaXpPOHUCKA H CHHXPOHH-
CKa CIIMKA HA HACTAHUTE, TYKY H HA YMHOXYBamETO M PaciiojyBa-
HETO Ha OMTHETO HA WIEHTHTETOT, KAKO U Ha TTpeobHOBAaTA U HA
HATaMOIIHOTO JJ1a0eHe N NPOLIMpYBathe Ha MOKHOCTHTE Ha MH-
TEepTEKCTyallHaTa U MHTEPME/IMjaliHa CTpaTerkja Ha aBTopKaTa.
Kopucremero Ha cekorail NONHAKBOTO KOTAKAPAH-E HA Pa3iin-
HuTe Meguymu (rpacukara, pororpacujata, BAIEOTO U CKYIIII-
TypaTa) BO PAMKHUTE Ha e[IeH MPOEKT, 32 aBTOPKaTa He caMo IITO
IpeTcTaByBa Bo30ya ojf NOMHAKBHOT HHTEPMETUYMCKH MTPHACTAT
1 IOCTHIHYBak€ Ha HOBM e(peKTH BO CTUYHATA MPOOJieMaTHKa,
TYKY TOA € ¥ KOIHEeX 10 pa3nuyHaTa, Hefle(pMHUTUBHATA, TOCTO-
JaHO OTBOpEHa, HE3aBPIIEHA UIPa KOja HENPEKHHATO ja 3aBejlyBa
¥ ja BOJM BO HATAMOIITHATE MCTPAXKyBakha U NPEUCIHTYBakba Ha
HEj3MHUOT HIEHTHTET, HAa HEej3MHOTO ceGeTBo. CaMHMOT YMH Ha
TEHEPUPAETO HA [IEJOTO, OJIHOCHO HA BPaKameTO KOH U BO
IPETXONHNUTE [e]Ia, HA3 PUHIHIIOT HA Pe-IEPHBHPAKETO, aBTOP-
KaTa eKCIUVIMIMATHO TO AeHHIpa NaTUMIICECTHUOT MPHOL.

OgBaa uHCTanauMja

BO cebe HHKOpnopupa
| TpU pa3UYHU CTATHYHO-
MUHAMWAYKH €JIEMEHTH,
NBE BUICOCHUMKH H
€JJHa MacKa-HeraTus,
OTHEYaTOK HA HEj3MHMU-
OT aBTOMOPTPET U3NIeaH
BO Twnc. [laymmicecraara
PUTMHYKA CTPYKTYpa Ha

OrcC, Ckomje, 2002 r.
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| momMmHaHTHaTa BUIEOCHUMKA KOja ce MPOEKTHpa Ha NOBPIIMHATA

HA SHJIOT, aBTOPKAaTa ja KOaskupa co (pparMeHTH Off Hej3uHHUTe
| rpacuuku TUCTOBK M (hoTorpaduu Off ceMejHUTE anbymu, Kako
| U CO BHJICOCHMMKATA HA HE[3MHOTO JMIE KOE JOMUHUPA HAJL 1U-
|  namuuHHOT hOoH. BOZHEMUPEHUOT MOIJIENl HA ABTOPKATA KOj Ce
€MaHMpa Off BUIEOCMHMKATa C& CHHXPOHHM3HMPA CO NPOTOYHUOT
(pnykTympauku poH, 3a f1a MOXKe BO Pa3/IMUHU HHTEPBAJIH,
HEj3WHOTO JINIEe, HAU3MEHHYHO J1a Cce NPEKJIONH U A Ce ClIee CO
JIMKOBUTE Of] CEMEJHUTE alOyMHu.

Hacnporu Mackara, Bp3
HEraTHBOT Ha JIUIETO Ha aBTOP-
KaTa, Off Apyra BUJCOCHUMKA,
KaKoO Bp3 OrJIeflaliHa CIIUKa, BUP-
TYEJIHO Cce NPOEKTHpa U npe-
LM3HO ce aIUIniypa, BO KpPyNeH

' [JIaH, KHHETHYKATa CIIHKA Ha
AIIO3UTUBOT" HA HEj3HHOTO ,KH-
Bo“ nuue. Co BakBaTa BUPTYen-
Ha anjuKaluja, H13 urpaTa Ha
OTCYCTBOTO M MPUCYCTBOTO (Ha |
MNO3UTHBOT, OTCYTEH BO IHIICE-
HHUOT OTHEYaTOK), aBTOPKaTa ro *
aKTyanu3upa NajJuMIICECTHUOT aBTopeepeHLjaneH 3anmc, ja aHu-
MHpa U ja BUTAIH3APA CTATHYHATA MACKa B IO OTKPUBA JIULETO
Ha COICTBEHMOT UACHTHTET. [I03UTHBOT Of] OTNEYATOKOT HA JIH-
LETO € MHTEPHOPH3NPAUKH, HEeBUTUB, HeMaHudecTeH. Toj pede-
pHipa Ha UCHTHTETOT HAa aBTOPKaTa KOj € CKpPUEH 3ajl HEraTHBOT,
3a]] MPBUOT CIOj HA MaHU(PECTHATA EKCTEPHOPU3HpAUKa MacKa
KOjallTo CE jaByBa KaKO 3aMe€Ha, KaKO HELITO LITO € H30MOPpHO
Ha Hej3mHOTO Juie. [Ipeky Mackara, aBTOpKaTa ro BOBEflyBa Ofi-
HOCOT Ha 3aMEHYBA4KOTO CO 3aMEHYBAHOTO, HO HCTOBPEMEHO HU
ja cyrepupa m apxeTHIcKaTa JUMeH3Hja Ha MATCKaTa MpeTcTaBa
3a JIBOjHUKOT KOja € nocrapa of noprpetor. Co nocpeacTBo Ha
mackaTa Jac-oT Ha cyGjeKTOT ce KpHe U ce 3aTBOpa BO OrpaHH-
YEHWOT MPOCTOP Ha KallanoT, BO OTNEYAaTOKOT, BO OApa30T Ha
COTICTBEHOTO Nuie. Bo nmorpara no ce6cTBoTO, MEl'y Mackara u
BHJICOCHUMKATA, ja aKTUBUPA JBOjHATA UTpa, UTPaTa Ha IBOJHUOT

Kpy:xnu cekasama, OT'C, Ckomje, 2002 r.
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(mamumIcecTeH) 3amuc HAa WIEHTHTETOT. Taa Urpa Ha HAJOMECTO-
KOT U Ha (PIYKTYMPAYKOTO CYNICTUTYHPAYKO, HA TIOCTOjaHO HE-
no}aTIMBOTO U He-fe(PUHUTHBHOTO, Ha BEAJTHBOTO ¥ HEBHIJIH-

BOTO, HA OTCYTHOTO U NPHCYTHOTO HE € PE3YNITaT caMo Ha HrpaTa

Mery pa3jIMuHHTE MEIHYMH KO MPETEHANPAAT Ha BU3YEITHO Clie-

Bame, OTKPHBAHE U NPUKPUBAKE, TYKY IIPEJ C& € Urpa Ha CIPOTH-

CTaByBak€ Ha [[e(pUHUTHBHATA CITUKA 3a cee, 3a CBOjOT HCHTH-
ter. Con3ara Koja BUPTYEIIHO Ce JIW3ra HU3 JIMIIETO Ha MacKaTa,

Kako 1To HaBeayBa Muiescka ,,300pyBa 3a TpaHccopMaimjaTa,
MHHJTMBOCTA ¥ CyOBEP3MBHOCTA HA HEJO(MATINBUOT HIECHTUTET.

WuTpocnekuujaTa, aBTONCHX0AHAIN3aTa WITH COHJIAKATA BO Pa3-
JIMYHUTE CTPATYMH Ha €JHA JIMYHOCT HE Ceé U HE MOXKE Jja OGupar

MOBOJIHM METOJIH CO KO K€ ce KOMIUIETHPA MPUKa3HaTa 3a pernpe-

3eHTalijaTa Ha UIEHTUTETOT.

Petites perceptions®

MyHEMaTUCTHYKIOT BUIEONPOEKT TI0J] HACIOB Petites per-
ceptions, unu Maau fiepyetiyyuu, NPe3aHTAPAH € BO XOPH30HTAI-
Ha nosuiHja. IToctaBeH e Ha nueecTal npej Koj HaGbyyBauoT,
3a Jla MOXKe Jla TO PELMNUpa, HECBECHO Tpeba f1a ce MOKJIOHH.
HacnoBoT Ha MpOeKTOT € mpe3eMeH Off OHTOIOrHjaTa, OFHOCHO
of MmoHagonorujata Ha ordpun Bunxenm Jlajouu.

CrmpuTyanucTHIKHOT flyanus3aM Ha oBoj (unocod ce Te-
MEJTM Ha OMO3UIUjaTa JyX:MaTepuja, OJIHOCHO HA ICHXHYKOTO:Ma-
TEPUjaIHOTO, Ha CBECHOTO:HECBeCHOTO. MarepujaTa 3a oBoj
thunocod e nemaTepujanHa, Taa e cBect, Bojija, CUIa Ha MCHXHYKO-
TO 1 (pusnuKoTO AcjcTByBame. CBecTa 3a HEro € MHOTYKpaTHA
NoBeKeesIojHa, lofieKa Bo cepaTa Ha HECBECHOTO CE aKTHBHpAAT

HEKOW NEpUEniun KOU ce HECBECHH U KOU C€ OTKPUBAAT W KOH-
CTATHPAAT OTIOJTHUTENHO, post factum. ITokpaj ronemure nepuen-
tim, JTajGuuig emeTa ieka MMa 1 Maly HEepLUEriy KoM Ce MOMyCBe-
CHIL 1 H3BecHi (PM3MONOIIKY N0jaBy, TAKA IITO THE MPeTCTaByBaaT

JACCH JIOKA3 IeKa IyXOBHOTO HEe MOXKE fa ce e(puHApa Kako
CBECHO HACTIPOTH TEJIECHOTO HECBECHO. 3aToa TOj CMETA JieKa

"' OBoj npoexT Gellle NMpeseHTHpaH Ha manoxoata CeecHociia 1t HOBUIE
texnoaozuu, B0 opranuzandja Ha SCCA Bo MysejoT Ha COBpeMeHa yMETHOCT
Bo Ckomje, Bo 2002 r.




I0CTOM KOHTUHYHPAH MTPEMHUH Ofi OUTHja CO CBECHOCT Of] HAajBUCOK
CTCIICH, IO OUTHja CO CBECHOCT Of] HAJHU30K CTEIEH.

ToKMYy CO OBOj aBTOLIUTATEH K aBTOpedepeHInjanIen Ipo-
exT Tomuk—PageBcka ke ce 00HIe HIU3 COTICTBEHHOT MOTH(PHIIN-
paH, TPEeKOIMPaH ABTONOPTPET UCTOBPEMEHO Jla FO aKTyaln3Hpa
¥ HU3 BU3YEJIHOTO, MPAKTHIHO EKCIIEPHMEHTHPAKLE ia ja IOTKPE-
nu JTajOHMLIOBATA TE3a 3a MAJTHTE MEPHETIMA KO ce HaofaaT BO
cepara Ha HecBecHOTO. [IPHHIMTIOT HA aBTOPehepeHIHjaTHOC-
Ta, ABTOLUTATHOCTA M HHTEPMEJIHjaTHOCTa CO KOM aBTOPKaTa Olle-
pHpa HU3 PEHECYBAETO HA PA3IMYHITE BApHjaHTH HA TIATUMIICE-
CTHATa METOJOJIONHja U BO OBOj MPOEKT MOXE fla TO TOJIKyBaMe
KaKO Tpara, Kako OCTaTOK, HIM KaKO BHIIOK Off HEj3HHUOT
npeTxojieH guckypce. Tparara Ha ja3sMKOT ro mpeTcTaByBa hpar-
MEHTapHOTO KOPUCTEH:E Ha CONCTBEHAaTa HCTOPHja, Ha NCTOpHjaTa
Ha IIPEMECTYBABETO KOja IO COMIPKH KOFOT Ha HEJ3UHOTO MOTEKJIO.
Toa e ja3uk Ha HEJ3MHUOT ja3NK BO ja3UKOT, TpaHC(Urypanmja
HA HEj3MHHUTE ja3HUHU TPar.

®parMeHTapHOTO, TIPETXOHO UCUPTAHOTO JIULIE Ha aB-
TOpKaTa MPEe3eHTHPAHO HAa €KPAaHOT BO KPYIECH IUIAH € BCYIIHOCT
CHMYJTHPAs-E Ha efleH BHJ ,,lIPOCTOPHA MacKa, IOPTPET" Ha Hej-
suHoTO Jac. Toa nuie-Macka MHAUOMPA HA HELITO HAJBOPEIIHO
BO OJIHOC HA TEJIOTO, HA HELITO LITO € OfIENIEHO Off HETO U BO
HHTEpHOpU3aljaTa-eKcTepuopusrpano. IIpereHuno3no uenpra-
HUOT MOPTPET HU3 MOTEHIUPABETO HA OUHUTE KaNaly 1 yCHATE
ce TpaHCcmoHupa Bo nocedHa 3HakoBHOCT. Hej3unoTo nuue mpe-
TEHJHpPA J]a ce 3alIOMHH BO JIMLIETO HA MacKaTa, 3alITO TOA JIMIIE,
kako 6u pekon B. Tomopor, ciMOOIHUKH CTAHYBa 3aLITUTHO
cpefcTBo off eHTponujaTta. [lopTpeToT, Kako CpeHIITE Ha yXOB-
HHUTE W HA IYIIEBHUTE CUJIM, IO YyBa HIEHTUTETOT HA JIMTHOCTA,
HO UCTOBPEMEHO C€ jaByBa U KAKO 3aMEHa 3a KOHKPETHUOT HJICH-
TATET HA Cy0OjEKTOT.

Heropara npe3eHTanuja HU3 cUMyJialujaTa Ha touch screen
npeTeHgEpa a ro 3asefe HabbyayBaduOT ia Ce BOYIUTH BO TAKTH-
JIHATA Urpa, OJJHOCHO BO CHMYyJIMpaHaTa MHTepakuuja. Beprukan-
HaTa JIMHHja KOja TO JIeN! IIMIETO Ha JBE MOJIOBHHH MMa IIOBEKE
3Havema. VicToBpeMeHo MoXe fia pecheprpa Ha IBOjHOCTa Ha JIMY-
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~ Petites perceptions, MCY, Ckomje, 2002 r.

HOCTA, Ha cpepara Ha CBECHOTO ¥ HECBECHOTO BO JIMYHOCTA, Ha
HAJ[BOPELIHOTO MAHN(ECTHO H HA BHATPEIIHOTO HEMAaHU(ECTHO.
JlenemeTo npeky MCHPTYBAhETO MOKE Aa MHAMLIMPA U HA BHA-
TPELIHaTa He-MHTerpalyja Koja ja cnpeuyBa koxesujara Ha Jac-or.
BHaTpemHaTa HeMHTErpalja Moxeou npeTcraByBa pediekcrja
Ha C/IMKAaTa Ha HajiBOpellHaTa fesuHrerpanyja. HenoppusknaTa
C/IMKa HA JULETO eJMHCTBEHO ja JHHAMU3UPA TPENKAHETO, [IBU-
JKEHeTO Ha OYHUTE Kanaly IITO KOHTHHYUPAHO, BO OiPE/IeHH
BPEMEHCKH UHTEPBAJIM ceé OTBOpaat U ce 3aTBopaat. Co oTBOpa-
HETO HA KaNaluTe, co (PMKCUPAHUOT BTPEHYEH TOTJIE], Ce MaHU-
thecTrpa cTpaBOT Ha MUIETO, y3KACOT Off BUJIMBATA, A 32 HAOIbY-
AyBa4yOT HEBU/JIMBA TVIETKA, AO/Ieka 3aTBOPAK-ETO HA KanaluTe
MO3KeOH 'l cyrepupa CKpHEHHUTE, CIIOKOJHH, HEBUITTMBH chepu
Ha HECBECHOTO. APXETHUIIOT Ha OfIpa30T Ha MOTIIEef0T MOXKe fia
pedepupa 1 Ha OfIpa3oT Ha MOrMENOT Ha MuTckaTa Mejysa BoO
KOja He MOxe Jia ce noriefgHe. Bo Mmemopujara Ha HaObyayBauOT
OCTaHyBa 3allaMeTeH caMO OPa30T Ha yKacoT, KOj € M Halll
y2Kac, HO W OrJIeflaJlHa CIIMKA HAa COBPEMEHHMOT EHTPOIMUYKH CBET.










Oimeoparse Ha Teyaimuile — OeHec

6. M sugos koza AiHeyoili ckpuiu/egen 009 ceQymiiie
feuatiiu, U 4y8 eQHO 09 Helliupuiiie JICUBOMIHI/Qa 36opyea
Kako co 2aac Ha zpmotiesuuya: ,, ojou u eugu!*

2. U sugos, eitie, 6ea Kow U Ha/MeZo jasau co aak; u My
beute gager/seHely, u o] U3ne3e KAKO UOOEQHUK/3A Qa
tobegu.

3ax. 6, 3.

3. A koza z0 uzeagu SUOPUOL [e4all,/20 4y6 SHIOPOIO
Jcusottino ga/abopysa: ,, dojou u 2aegaj!™
Orkp. 4.7.

4. U usnese 9pyz ko, upeet; u Ha/jasa4oiil my beute gage-
HO Qa 20 0Q3eMe/MUPOLL 09 3emjaliia... 1 my Oelue gageH
Zonem me.

5. A Koza ce ottigopu WPEHiUOL Uewaii, 20 4y8 Wpeoiio
JHCUBOIIHO 9a 30opysa: LJlojou u eugu! ™ 1 6ugos ettie/span
KOH, @ HA HEZO jasay co mepuad 60 paxaiia ceéojd.

Otkp. 4,7

6. U wye zaac cpege wettiupuitie HUBOWHUW/ KO] 300pysaiue:
WHuHuK  GueHuya/aa QuUHApU], W Wpu WUHUKA Ja4meH
3a/QUHAPU];, HO PACTHUITEAHOTIO MACAO U/BUHOTHO Ke U
Hema!"

7. A koza ce packpuiu 4elli8pIIUOTH/TeHalll 20 4y6 2AacOLl
Ha 4etl8pluomlo/HusomwiHo Kako 36opysawe Jlojou u
2aegaj!”

Orkp. 4,7

8. U sugos. H eiiie cus ko, a Ha HeZo jasad, uue ume Helue
cempin; H agoiti epeetue o Hezo ...
Jesex.14.21
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ITokpaj penpopyuupameTo Ha [upepoBaTa rpacduxa Jasayqu

Ha aflokaauiicalila, WATHPaLETo Ha e off Omikposenueltio Ha
cB. anocron Josan Borocnos", npercrasysa efieH Off TpUTE CEr-
MEHTH Ha MPBUOT CKYJIITOPCKH npoekT Ha TomuKk—-Panescka Ha-
cnoBeH Kako Yewiupu jasayvu Ha atiokaauticaria”.

Kako wro uynrame Bo Peynurori Ha cumboauitie, TOUMOT
aroKajuIca HajIpBo MPeTcTaByBa OTKpUBame, 00jaBa Ha TauH-
CTBEHAaTa BUCTHHA, I0TOA MPOPOILITBO KOE FOBOPH [ieKa THE BUC-
THHU Ke ce CIIyyaT BO U[IHHHA U, HA KPAjoT, Taa € BHAYBAaHE BO
KOe CHTe JleTaad uMaat cuMmbonnyuka BpegHocT. Toa nogpazou-
pa AeKa M BU3HMTE UMaaT BPEJHOCT CHOPE], CHMOOIU3MOT KOj ro
coppzkar. bubnuckara npopouKka MuciIa HA TOBOPU 32 OTKPHBA-
HETO Ha KOHEYHATa BUCTUHA, 33 KOHEUHHOT KPaj HA CBETOT, T.€.
3a MUI'OT Ha HEIOCPEJHOTO OTKPUBAKE HA BUCTHHATA 3a Hanpa-
BEHHUTE IPEBOBH M 32 Ka3HATa KOja ja 3aciyxyBaaT 1yleTo 1o
npecranure. McropuckaTa cBecT HA yKaXKyBa Ha TOa [leKa J1y-
aJMCTHUYKUOT NPHHLMI HA ANOKATUITHYKHOT JUCKYPC CEKOrali
ce reHepupa off KOHGIUKTOT Mefy fobpoTo u 310T0. Cumbo-
JHUKH TO] pehepupa Ha XOJIOKAYCTOT, HAa IPONAacTa Koja CUH-
XPOHUYHO ja noppa3zoupa u Meradopara 3a HECOIJIEJJIMBUTE [IPO-
MOPIHK Ha [IyXOBHATa U Ha MOpajiHaTa fAcreHepaluja Ha Y0BEKOT.

W nokpaj HACTOBOT U HETOBHOT OUOIUCKY U JTMKOBEH LIUTAT,

OBO] MPOEKT EKCIUNTALUTHO HE TO MHAMIMPA O[BUBAETO HA UO-
BEYKaTa [IpamMa, Ui Ha aroKaJIuNTHYHATA BU3Hja HA Xa0COT H 1po-
nacra Ha CBeTOT k0] ¢ npucyreH Bo OTKpoBeHHeTO U BO [Tupe-
posara rpacuka. Toj HU ja cyrepupa AMpeKTHATa OTCYTHOCT Ha
NPOTArOHUCTUTE HA allOKaluIcaTa 1 Ha HUBHUTE >KPpTBU. OTCY-
CTBOTO Ha cTapuTe [JupepoBH jaBaun U HA HUBHUOT OpOj c& KOM-
eH3Mpa HU3 CUMOOIMYKOTO MPUCYCTBO HA MCTOBETHUOT OPOj
KOIbHM U HA PEKBU3UTHUTE IITO pedpepupaar Ha MOCIETHIUTE: Ha
rioajra, Ha GoJjiecTa, Ha BOjHaTa 1 Ha cMpTTa. OTCYyCTBOTO Ha

" OBoj nuTar, KOj AaBTOPKATa MaHYeIHO IO Hamuiuana, fajieH € BO YIITe
MOKyca Bep3uja.

* OBoj NpoeKT ¢ peanu3upad Ha u3noxOarta [[uraTh, Koja ce oipXKa BO
Mysejor Ha coBpemena ymMeTHocT Bo Ckomje Bo 2001 r. Kypatop Ha usnoxbara
oemre JTunjana HenenkoBeka.




KPTBHTE HA aMOKAIMIICATA aBTOPKATA IO KOMIEH3HPA CO [IPH-
CYCTBOTO Ha HAOJbYIyBAUHTE KOU CUMOOINYKH MOXKAT JIa TH pe-
(hepupaar noTeHUHjaTHATE KPTBH.

Kopucrejku ce co TparuTe Ha MUHaTOTO, OJHOCHO OTCTa-
NMyBajKu Off JOCIEJHOTO OUOIKMCKO M IMKOBHO UUTHPAHE, CO Me-
KHOT, PEUKCH LUPTAYKH IIPUHIIUIT HA JINHEAPHATA Urpa Ha XXULUTE,

Tomuk—-PageBcka ru 00NMKYBa TPOAUMEH3HOHATIHUTE THHAMHU-
UKW KOHTYPH HA Hej3uHaTa rpymHa komnosuuja. Hus gpparmen-
TapHara pepepeHua Ha KOHKPETHHOT MOTHB Ha [lupepoBuoT
[PBOpE3, Taa BCYLIHOCT ce 00ulyBa KOHLENMjaTa Ha rpaduy-
KHMOT MEJuyM fia
ja mpeBsepe, ja ja
TPaHCIIOHUPA BO
APYT MEUYM.
Hrpara na ry-
CTHTE U HA peT-
KUTE, HA OaBHUTE
1 Ha 3a0p3aHuTe
TeUeHHja Ha Ju-
HUUTE ja 00mu-
KyBa iuHAMMIY-
Karta cTyKTypa
Ha KOMIIO3UIH-
jara. Cekoj
pasiMyeH arod
Ha PEUUIHMPAE ja MEHYBA I'YCTHHATA HA BKPCTEHHTE JIMHUM, TaKa
LITO CO MOCTANHATA KPYXKHA, IPOMEHIIUBA [103ULUja HA BOCIIPU-
€MamkeTo, aBTOpKaTa He caMO IITO yCreBa HajlBOpellHaTa
[AMHAMKKA fia ja CHHXPOHM3UPA CO BHATPEINHATA [IHHAMUKA HA
KOMIIO3ULIMjaTa, TYKY yCleBa Ha HaObyayBauoT ia My ja cyre-
pupa peLenuujaTa Ha BUPTYEIHOTO ABIXKewe. [Tpennerysame-
TO, pa3peyBambeTo U MOBTOPHOTO KOHJEH3HPakhe Ha IHHUHUTE ja
pasjBiKyBa ceta (piyKTyrupayka, BuOprpadka eHeprija Ha KOM-
MO3UIHMjaTa, TAKA IITO BO OKOTO HA HAGILYYBauOT MOCTOjaHO ce
reHeprpa HOBa CeH3aIHja, pa3nuyHa Off MPETXO[HO BUMIeHATa
MHTETpallHa CIHKa.

Yerupu jaBaun Ha anokaumncara, (cenkn) MCY, Ckonje, 2001 r.
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Bo 3aBuCHOCT Ofi BpEMETO, OJHOCHO Off U3BOPOT HA CBET-
JHHATa (IPUPOAHATA MM BELITaYKaTa) KAKO ¥ BO 3aBUCHOCT O]
aroJIoT Ha PELUIUPAETO, CE MEHYBA M aypaTa Ha KOMIO3ULMjaTa.
ITon BnMjaHue Ha cBeTIMHATA, ABTOPKATa ce OOMIyBa CO Tperne-
PEHETO HA IMHUUTE fa TY HAJIONONHHI MPA3HUTE, OTCYTHA OGITHHH
H CIIOEBH, N1a TPOJMMEH3HOHATHATA CTPYKTYpa Ha TPAaHCIAPEH-
THaTa KOMINO3MLKja fia ja OOBUTKA CO TYCTa, TOTHA BO3AYIIIHA
memOpaHa. [Toji BNMjanne Ha BelTaykaTa CBETINHA, HA paMHATa
NOBPUIMHA HA SUJOT, CO pechiiekcHjaTa Ha TMHUNATE, C& EMUTYBA
BHUPTYENHATA UIpa Ha ceHkuTe. HU3 TpoguMeH3noHamHaTa JTHHE-
apHa CTPyKTypa, Kako efieH BHJ (puKcHpaH Kaparos, (Ha pamMHaTa
NOBPILIMHA HA SHIOT) CEe MPOEKTHPa U CE MPEBEYBA BO JBOJIHME-
H3noHanHa cnrka. Co pedhaekcrjaTa Ha THHUATE H CO eMaHAallU-
jaTa Ha CEHKHUTe, aBTOpKaTa ce OOMIyBa CBOjOT (pparMeHTapHO
U30paH UUTAT J]a My TO BPaTH Ha N3BOPHHOT MEJIIM U HA EficH
MHTAKTEH, MOCPEJIEH HAYUH, CKYINTOPCKHOT MEIMYM fia TO Tpa-
HepopMupa Bo rpapuiKi METHYM.

Ho, cenak HacnoBoT Ha HpoekToT pehepupa Ha KYCOK, Ha
OTCYCTBO Ha O3HAYEHUTE CYDjeKTH, KAKO U HAa OTCYCTBO Ha akluja.
be3s ofobpenne Ha aBTOpKaTa Ke CH JO3BOJMME HACIOBOT HA HEj-
3UHUOT MPOEKT Jla IO NpeuMeHyBaMe BO Atiokaautica b6e3 jasadu
U CO TOA fla 'O CHHXPOHU3HMpPaMe HACIOBOT CO PEATHO OTCYTHHTE
MPOTArOHUCTH BO KOMIO3HLKjaTa. OTCYCTBOTO Ha jaBauHTe HE €
clydajHO, TOa co cebe ja NOBJIEKYBa MPOHUjaTa Ha CTPABOTHjATA,
cTpaBoTHjaTa Ha HpoHujaTa. OTCYCTBOTO HAa TOj HAYHH € MOCTpa-

IIIHO Off HUBHOTO BUJJIMBO NPHUCYCTBO, 3aLUTO OTCYCTBOTO HA HY-
MepHYKaTa CHMOO/IMKA HA aKTUBHUTE jaBaul JIeHEeC He MOXeE Ja
ce KOMIICH3MPA U [1a C& CUHXPOHH3UpPA CO CUMOOINUKOTO IIPUCY-
CTBO Ha CpeJicTBaTa Ha jaBaunTe. [{eHEUIHUTE peanHo NPUCYTHH
1 BUPTYEJIHO aHOHUMHH TPOTArOHUCTH HA AOKAJIUIICATa OCTAHY-
BaaT COKPHUEHHU 3a]] XUTIOKPUTHIHUOT peBeE3 Ha IleMOKpaTldjaTa.
Bo Toj 1eMoKpaTCcKu KOHTEKCT BO KOj Ce OMJIONYBaaT HEBU/|THBUI-
Te U (KaKo IITO camaTa aBTOpKa Ke MOTeHIEpa) NoGPOjHH jaBauu
KOM OCTaHyBaaT HEJOCTAIHM 3a MacaTa I'PEIIHULM, Ce MoBeKe
pacrte uMeH3ujaTa Ha onacHocTa. [locneguuuTe o OTBOPAHETO
Ha NIeYaTUTE Ha COBPEMEHHUTE HYKJICAPHU jaBayuy HA alloKasauIicaTa
MO2KaT Jia 6uua’r MHOTY NOCKCTCH3UBHHU, IOHECOTTIEIMBH U TO-
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TaJIHA BO OJIHOC HAa GHOIMCKUTE, CENEKTHBHH, 3alITO BO OTKpO-
BeHHeTO Ha JoBaH (BO KOE OICTOjyBa HAJIEXkKTa) HATAMY UHTaME:

11. A cuitie anzeau ctiioeja oxonay/ipectioaoit. Ciiapyuiiie u
yelupuiie HUBOMHLW/U HAQHAA HUYKYM UpeQ Apeciionroni/u
My ce tiokaoruja na boza...

13. A egen 09 Cmapuyuitie tipo3bope/u me tpawa: ,,Owue
obaeuerune/so beau obaexu, Kou ce u 09 kage gouiae?
OTkp. 7,9

14. A jac my ogzosopus: ,,Tu 3naew/zoctiogune.” A woj mu
peue: ,,Tue ce/ wimio gowae 09 2oaemu MaxKu; twue u/ucipaa
obaexuitie ceou u 2u uzbeauja/co kpeitia Ha AzHeyodl ... -

15. 3aiioa ce fpeg itpeciwonoit Ha/boza, Komy My cayxcatti
na Hezosuou/xpam u gere u Hoke; u Onoj Koj cegu/na
[peciiionoti, Ke ce 6ceall 80 HUG;

OTkp. 21, 3.

16. u Hema seke 9a 02AaQHATH, HULILY [AK Qa4 OHEQHAT...
Hca. 49.10

17. 6ugejiiu Azneyoti Koj e cpege/tipeciiionoti, ke 2u tace u
600U Ha HCUBL/U3B0PU B09HU, U Boz Ke um ja/uabpuuie cexoja
€oa3a 09 oquitie HUSHU. **

Ican. 23.1; Hca. 25.8; Otkp. 21, 4

KopucremeTo Ha GHOIMCKMOT MOTHB BO JIMKOBHUOT [TUCKYPC

Ha [lupepoBarta rpacguka, HU3 IPUHIMIIOT HA HHTEPTEKCTYATHO-
cTa 1 HHTEPMENIUjaTHOCTa, CO (DPArMEHTAPHOTO PE-UUTHPAHE Ha
JIMKOBHOTO ¥ OHOJIMCKOTO MUACMO U CO MOBTOPHOTO aKLECHTHPAHE
ABTOpKATa ja BOCIIOCTABYBA TPAHCTEMIIOPAIHATA BPCKA CO BEKE
cnydenute HacTand. Co MpeBeyBabeTO, PEEMATYBAKETO HA LH-
TATOT M CO TIOCTABYBAKHETO BO HOBMOT XPOHOTOICKH KOHTEKCT,
ja MmopmduIEpa cTapaTa Tyra ClinKa 1 co peaHuManuja Ha crapa-
Ta ceHs3aluja ja peprekTupa HOBATA, IOBTOPHO OAMIpaHa pe-
ajTHA aTOKATUNTHYHA NIPA HA KOHKPETHOTO MECTO U BPEME.




M36ernyBajku ru OpyTaHATE, OCTPH IPTH HA OOJIHKYBarhe

Ha cBojaTa koMmnosunuja, Tomuk—PanieBcka, off €Ha cTpaHa
IIPEKY MEKOTO TKAEHE€ HAa HUIIIKUTE-XKUIA BO TOTTEKCTOT ce 00u-
AyBa Q[a ' CKpUE MOJTUTHYKUTE, BOGHH KOHOTALMH Ha TIPOEKTOT,
fa ru yomaxku, ga ru 3a00paBy OMIPAHUTE HEKPO(OOHYHH CITHKH
KOu ce opBuBaa Ha BankaHoT, a o Apyra cTpaHa co HapaTHBHATa
CTPYKTYypa Ha Hej3MHATa KOMIIO3WIW]ja, EKCIUTHIATHO HU pedpe-
pHUpa IeKa roneMara anoKaluica Ha MaluTe Hapofau BeKe ce CIy-
YiIa M JIeKa HUe BEKEe OfjlaMHa XXUBEEMeE CO Hea, a He co MeTado-
para 3a Hea.




AcouujaTusan 3ammch, Yudre—amam 3, Ckomje, 1997
Komaxu Ha xapTuja, 19 poronyen (30 x 250 cm)

Associative Inscriptions, Cifte—amam 3, Skopje, 1997
Collage on paper, 19 rotuli (30 x 250 c¢m)



[Tosnpasu op mojot rpan, OI'C, Ckomnje, 1997
YeTupu nnacTuvHu ponauu (BHCOK MevaT), evYat Ha IioTep
(70 x 100 x 15 cm)

Greetings from My City, OGS, Skopje, 1997
Four plastic foils (flat print), plotter print (70 x 100 x 15 cm)



[TosppaBu ox MojoT rpaj, OI'C, Ckomnje, 1997
Yernpu mracTuany (omun (BUCOK 1evar), mevaT Ha MioTep
(70 x 100 x 15 ¢cm)

Greetings from My City, OGS, Skopje, 1997
Four plastic foils (flat print), plotter print (70 x 100 x 15 cm)



Wurepakrusen andym, OI'C, Ckomje, 1998
[llecT MHTEpaKTUBHM KONAXKU (JIMHOPE3, CUTO 1 BHCOK Meyvar)
(70 x 100 cm)

An Interactive Album, OGS, Skopje, 1998
Six interactive colagges (linocut, silk screen, flat print), (70 x 100 cm)



Cy3ana Munegscka

[TPABUIIA HA NTPATA

IMpaBunaTa 3a UrpuTe HA KOM HE INOKaHyBa aBTOpKaTa
Hujana Tomuk PapeBcka co cBOjoT NpoekT HuitiepaxiiueeHn
aa6ym He Cé HEKOM PUIOPO3HU MpaBHIIA Off KOM 3aBUCH HalllaTa
noGena. HampoTuB BO Hej3uHATA ,,Urpa‘” CTPATErMCKUATE MpaBUiia
He 1ocTojaT, a (OpMaTUBHUTE CE CBElyBaaT HA HANATCTBUETO
,BIEYH" TIPA MITO TEPMHHOT ,Urpa’ MoOxXe fa ce cdaTh Kako
LIoKM co Hejacuu rpanuiy’” (JTynsur Butrenurrajy, ,,Puno3oBcku
HCTpaXkyBama®, 71).

Kako mto BuTreHmTajH ro mocrapysa Mpauiamkero Jajm
eJleH MOUM CO HejacHU paboBU BOOHLUTO MOXKE Jla Oufie HapeyeH
IMOMM H Taa JujcMa ja IOBp3yBa CO JHUJIEMaTa OKOJY TOa [aalln
eqHa HersocTpeHa hororpaduja BOOMILITO € CTTHKA Ha €fIeH YOBEK,
rpaduuapkarta [ujana Tomuk—PapgeBcka ru mpeucnuTyBa MOX-
HOCTHTE YMETHUYKOTO AEJO J1a OMe NepUUNMPAHO KAKO OTBOPEH
CHCTEM BO KOj TIpaBHiaTa Cé NPOU3BOIHU U IIOCTOJaHO CE MEHY-
Baar.

TokMy ynorpedarta Ha crapd poTorpaduu ro 0BO3MOXKyBa
HHTEPAKTUBHHOT €(hEKT BO OBOj MPOEKT: (hparMeHTH Off peanHoC-
Ta HA HEj3MHOTO CEMEjCTBO, WCTPrHATH Off KOHTEKCTOT Ha
tororpagcknTe andymu, ce MOCTABEHH BO aNTEPHATHBHH CTIOEBH
CO LITO Ha [VIEAa40T My Ce OBO3MOXKYBA CaM fla ja CUMYJIUpa Ka-
JEUJOCKOICKATA CJTHKA HA MHHATOTO, HUKOTAIIl He TOCTUIHYBAjK1
XOJICTMYKA 3a0KpykeHocT. [IpukasHaTa 6e3 MPElnusHO Xpo-
HOJIOLIKO CIIEHAPHO, HO CO MHOTY JIETalM, pa30TKPHBA €[[Ha 3TyC-
Hata atmocdepa, co efHo ,aypatnuHo* (B.Benjamun, ,,Kparka
ucroprja Ha oTorpadujaTa“) HaBeCTYBamhe Ha UCTOPHCKOTO H
KYJATYPHO MUIje BO KOE Ce BOCIIOCTAaByBajie HABUKHUTE M OJHOCHTE
BO pamKuTe Ha ceMejcrBata TomMuk u HecropoBu BO TEKOT Ha
BEKOB IITO W3MUHYBA.

[Ipoekror HHitepakitiueer aabym BCyUIHOCT C& COCTOH Off
IIECT UHTEPAKTUBHH KOJIAXH, H3BSACHH BO KOMOMHHPAHA TEXHH-
Ka (JIMHOpe3, CHTO U BUCOK MEeYaT) NOCTABEHHM HA PAa0OTHHU MOBP-




IIMHU Ha KOHW riegauurte Om Tpebano ga ce obupgat camuTe Ma
OTKpHjaT MOBEKE MOXKHH KOMOUHALNY, BII€Ye]KH TH JOITHUTE CIIO-
€BH Ha O3Ha4YeHUTe MecTa. JleTanuTe MITO HAN3MEHAYHO CE MEHY-
BaaT BO OTBOPUTE Ha NOpPHATa KOMIO3WIHMja HA OBO3MOXKYBaaT
PETPOAKTUBEH IIOIJIE]] BO F€HEAIOLIKOTO cTe0IO.

Hu3z egna gyxoBuTa Mrpa co MORHHTE feTand (MallKd H
JKEHCKHM [IANKW, Ha IPUMEp), Pa3NAYHM [HTATH Ofi YMETHUYKH
fiena Off COOABETHHOT NEPHOT, K CO MEIIAKETO HA PA3IHYHH IIPH-
CTanu KOH KOJIOPHTOT (KOHTPACTHH, 3aCATEHH TOHOBH 324 MOCKO-
pHTE IATYMH, a Pa3JIMYHU TOHOBYU Ha CEIHja 3a NOCTApHTE AaTyMH,
IIPUCYTHH M KaKO BpeMeHcKa pedepenua), PajeBcka ru Bocno-
CTaByBa CONCTBEHUTE NPABMIIA M CXEMH YHe Pa3GHpare HE MOXKE
fla ce CBeJie Ha 3HAEHETO Ha Of]pEfeHU UCTOPHCKH (PakTH.

Bo Taa ,KoMImKyBaHa MpexKa Ha CIMYHOCTH KOU Mery-
ceOHO ce MCnpeneTyBaaT i BKPCTYBaaT  ce OCTBapyBa ,,ceMejHa-
Ta cTMYHOCT” (BHTreHITajH) Mefy KOJaskuTe Yie aHUMHPabe He
HOCH HHMTY moOeja, HUTY Harpaja. EpuHcTBenaTa Harpaja kKoja
CEKOj PEIUMUEHT MOXKe /1a ja OYeKyBa Ou G0 3aJ0BOJICTBOTO BO
UHMBUIYATTHOTO Pa30TKPUBAE HAa PA3MHIHATE MNPOCTOPHU W
BPEMEHCKH CIIOCBH Ha OBO] HPOEKT.

Co cnefiemeTo HA €IHOCTABHUTE MPABUIA PEIHITMEHTUTE
CTaHYBaaT yYEeCHUIM HA efieH nepdopmanc, a rpapuKuTe ru npe-
TBOpaaT BO ,,HaCTaH" IOTO I'O HAJOMOIHYBAa IMOYETHUOT KpeaTu-
BCH YMH Ha aBTOpKaTa OHMEjKH ,HAIIeTO pa3bHparbe JIEXKH BO
CHOCOOHOCTA 3a CNEfieH-e HA MpaBHiIaTa, a He BO CAaMHTE NpPaBH-
na“. (Jlopeuc Hemupos, ,,Pa36upame na mpasuiara‘).




Hurepaktusen andbym, OT'C, Ckonje 1998 rop.
Ha aynot (nosuuuja 1 u 2), Ckonje, 1998 r.

Interactive album, OGS, Skopje 1998
On the boat (Position 1 and 2)



Suzana Milevska

RULES OF THE GAME

The rules of the game to which the artist Dijana Tomik Radevska
invites us with her project /nteractive album are not the rigorous rules
our victory depends on. On the contrary, there are no strategic rules in
her ‘game’, while the formative ones are reduced to the instruction ‘pull’,
where the term ‘game’ could be considered as a “concept with blurred
edges” (Ludwig Wittgenstein, “Philosophical Investigations™, 71).

While Wittgenstein investigates the question of a notion with
unclear edges being called a notion at all and relates that dilemma to the
dilemma of a blur photography being called a picture of a man, the
graphic artist Dijana Tomik Radevska examines the possibilities of per-
ceiving the work of art as an open system where the rules are optional
and constantly changing.

It is the use of old photographs that renders the interactive effect
in this project-fragments of the reality of her family, extracted from the
context of the photograph albums, arranged in alternative layers that
offer the spectator the possibility of simulating a kaleidoscopic picture
of the past, yet, never achieving a holistic completeness. The story is
without a precise chronological screenplay, but with many details, this
discovering a dense atmosphere, with an ‘auratic’ (W.Benjamin, “Short
history of photography™) feeling for the historic and cultural milieu
where the customs and the relations of the families Tomik and Nestorov
were established in the departing century.

The project Interactive album, actually, consists of six interac-
tive collages, performed in mixed media (linocut, silk-screen, flat print),
arranged on working desks where the spectators are supposed to try to
reveal as much combinations as possible, pulling the lower layers by
the marked points. The details that alternately change in the openings
of the upper composition provide the retroactive view into the genealo-
gical tree.

Through a witty game with fashion details (male and female
hats, for example), through various quotations from works of art from
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particular periods and by combining different approaches towards the
coloration (contrast, dense hues for the closer periods and different
hues of sepia for the older periods, presented as a time reference),
Radevska established her own rules and schemes whose understanding
could not be reduced only to the knowledge of certain historic facts.

In that “complicated network of similarities overlapping and
criss-crossing”, the artist has accomplished the “family resemblance”
(Wittgenstein) of the collages whose animation brings nether a victory
nor an award. The only award the recipient could expect would be the
pleasure in the individual discovering of the different spatial and time
layers of this project.

By following the simple rules the recipients become participants
in a performance, and the prints turn into an “event” that complements
the initial creative act of the artist, for “our understanding lies in the
ability to follow rules, and not in the rules themselves” (Laurence
Nemirov, “Understanding of Rules™).

(Translation: Maja Hadzimitrova—Ivanova)




Kpyxnu cekasama, OI'C, Cxomje 2002 rog.
[urncen oTnevaTok Ha JHIETO, BUACO TPOeKI@ja (IeTan off MHCTAIAL[|jaTa)
M3paborka Ha runcenuor ornevyatok: Konua ITupkoscka
Caumaten u MmouTaxa: Patka MnneBcka

Circural remembrances, OGS, Skopje 2002
Plaster mask of the face, video proection (detail of the installation)
Mask made by: Konca Pirkovska
Camera and editing: Ratka Ilievska



KpyxHu cekaBawa, OI'C, Ckomnje 2002 rop.
Bujieo uncrananuja (2 Bugeonpoeknyn, 2VCR, TUICEH OTNEYaTOK HA JIMIE)
Cuumaren: Pobept Jaukynockn
MomnTaxa: Jlazap CekynoBckH

Circural remembrances, OGS, Skopje 2002
Video Installation (2 videoproection, 2VCR, plaster cast of the face)
Camera: Robert Jankuloski
Editing: Lazar Sekulovski



Cy3ana Munescka

TTPAIIAKBETO 3A UOEHTUTETOT
KOH M3n10K0aTa KpyxcHu cekasarba,
OTBOpeno rpadMuko cryiuo

Konmsnjara Mefy MOKTa Ha penpeseHTannjaTa ¥ MOKTa Ha
aBTCHTUYHOCTA € MU3BOPOT Ha BHATPEILHATA TEH3Hja BO CEKOja
¢pororpaduja. Konky noronemara NogaTianBOCT 3a pelpe3eHTH-
pare OBO3MOXKYBa IOroeMa CHMYJIalija Ha aBTEHTHYHOCT, TOJKY
ABTEHTHYHOCTA CTaHyBa MONPOOAEMATHYHA M TOMOJIOKHA Ha
npeucnuTysame. OHa IITO U3TJIENa TOIKY aBTEHTHYHO H PEATHO
BCYLUHOCT ja 3aTCKpHMBA CTalHIIaTa HAa Pelpe3cHTaLujaTa.

Kora [Injana Tomuk-PageBcka BO CBOjOT HajHOB BHJIEO
npoekT Kpyicnu cekasarsa (2002) kopuctu pororpacum off ceme;j-
HUTE aI0yMH Tapaje/HO CO BUIECOCHUMKY HA COTICTBEHOTO JIHIIE
Taa ce COOYyBa TOKMY CO KOMIJIEKCHOCTA Ha NpobieMuTe Ha pe-
Npe3eHTanyjaTa, HICHTATETOT H IPAIAKETO 38 HErOBATa KOH-
CTPYKIIHja/PEKOHCTPYKIH]ja.

CamaTta MHCTananmja ce COCTOM Off BE NAPAJICIHH BUIEO-
IPOEKLKMH BO MPOCTOPOT Ha OTBOPEHOTO rpauuKo CTYAHO HpH
Mysejor na rpag Ckomje. [IpROTO BUEO € IPOEKTHPAHO AUPEKT-
HO Bp3 SWIOT Off rajepyjaTa U IpeTCTaByBa PUTMHYKA MOHTAXKA
Ha (pororpachun u rpacdukn H3pabOTEHN Off camMaTa aBTopka. Jlu-
KOT Ha aBTOPKAaTa ce NojaByBa Of[BPEMe-HaBPEME U CO JHHAMUYEH
IOrJIe/l TH criefin 6p3MTE NPOMEHH Ha OCTAHATHOT Je/1 Off CHUMKATa,
KaKO CBOEBH/IHO IPOCTOPHO M BPEMEHCKO [UCTAHLMPAHE O COI-
CTBEHATa JMYHOCT. [Ipyrara nmpoexuuja OpeTcTaByBa CTAaTHYHA
BH/ICOCHUMKA Ha KPYTEH MIaH Ofi HEj3MHUOT JHK, IPOCKTHpaHa
BP3 HIICEH OTNEYaTOK-E[IeH BHJ BHACO ABTONOPTPET.

CuoporucraBeHocTa Ha CTATHYHOCTA Ha (hoTorpaduure, Kou
cnopep Ponan Bapt Hemaar uHWHA, TH 3aMpP3HYBaaT BPEMETO M
MeMopHjaTa BO FpamMaTHKarTa Ha ipe3eHT nepgekT (that-has-been),
U HA IMHAMHYHOCTA HAa BUJEOCHUMKHTE Ha JIMLETO Ha aBTOPKATa,
KOH ypH M KOra Ce CTaTHYHH PEUrCH HEBHIMBO, HO MOCTOjaHO
TpenepaT BO NPOCTOPOT M BPEMETO MOpPafy camaTa MpPUpPOfa Ha
BH[ICOMEJUYMOT, TO OTBOpa NPalIakeTO 3a MAEHTHTETOT. [danu
JIMYHHOT MJEHTUTET € KOXEPEHTHA ¥ KOH3MCTEHTHA KaTeropuja




KOja MMOYHYBA W 3aBpIIYyBa BO OHA ,,jac”, OBJI€ IPE3EHTHUPaHA CO [IH-
PEKTHHOT OTNEYATOK Of] THLETO HA aBTOPKATA, WK TOA € KOMILIEK-
CEH PU30M HA MCTOPUCKH, OHNIITECTBEHU, CEMEJHH U CIIHYHH TTPO-
menn? BepbaTa BO eceHUHjaHMjaTUCTHYKATA IETEPMUHUPAHOCT
HA MJIEHTUTETOT HY>KHO € MOCTaBEeHA NOJ Ipallarmbe.

OuurnepHo e eKa co mpoekTor KpywcHu cekasarba Jlujana
Tomuk—PanieBcka ja MOTEHIHUPA MOBEKECIOJHOCTA Ha MIACHTUTE-
ToT. 1 KOMNATaOWITHUTE U KOHTPAAMKTOPHUTE CIOEBH CE HCIpe-
MJIETYBAAT M CO3[|JaBaaT Mpe’Ka Ha PETUCTPH M MHJIEKCH KOU OBO-
3MOXKYBaaT camMo (PparMEHTHPAHO MCUUTYBaW€ Ha Pa3InYHHTE
NaTHINTA Ha KOHCTpyHpame Ha cybjekTor. McroBpemeno, 0co6eHo
CO MPOEKIHjaTa Ha BIIEOCHUMKATA Ha HEj3HHOTO JIMLE BP3 THIICE-
HUOT OTNEeYaTOK/MACKa, aBTOPKATa ro 10CTaByBa M NPALLakeTo
nanu cebHOCTA € MAEHTHYHA Ha HEj3UHATa IIPETCTaBa.

TToneka OTMeYaTOKOT € cTaThuyeH 00jeKT, con3aTa LTo npo-
TEKyBa HA CHUMKATa Ha JIMLETO Ha aBTOpKaTa 300pyBa 3a TpaHc-
copmarmjaTa, MEHIMBOCTA U CyOBEp3UBHOCTA HA HETO(ATIUBHOT
upenTureT. Cos3aTa ce nojaByBa Kako eJUHCTBEH (DU3HYKH TOKA3
3a AaBTEHTHYHOCTA, HO JoBepOaTa BO aBTEHTHYHOCTA € HapyIlleHa
nopajii Toa IITO Taa € cexozail 6exe OCPEAyBaHa Off TEXHOIIOTH-
jara.

WIHTpOoCceKnHjaTa, aBTONCHXOAHATH3ATa MM COHJIa)KaTa
BO PasiWYHATE CTPATYMH Ha €[JHA JTUIHOCT HE CE W HE MOXKaT Jia
OupaT JOBOJHH METOAM CO KOM Ke ce KOMIIJIETHPA NMpHKa3HaTa 3a
penpeseHTanyjaTa Ha WASHTUTETOT TOKMY NOPajiv MapajioKCoOT IeKa
BUCTHHATA 33 MJEHTUTETOT JIEKU HAIBOP Off CAMUOT MIEHTHTET.

Kora nornenot Ha [lujana Tomuk—PageBscka € HaCOUEH KOH
pasNUYHUTE JUKOBM IITO CE MOjaByBaaT BO BH[EONPOEKIMjaTa
BKJIYUYBAjKH T W HEJ3MHUTE CONCTBEHM IIPETCTaBH Taa TH MOJ-
BIIEKYBA FPaHUIMTE HA ABTONCUXOAHAIM3ATa: 32 IITO NOAIaboKo
Jla ce HaBJIe3e BO CONCTBEHATA TMUHOCT HEOIXO/IHA € TEMEJTHA aHa-
NM3a Ha KYJITYPHUTE, HICTOPUCKUTE, CEMEJHUTE, Na JyPH H TIOJH-
THUYKHTE OKOJHOCTH KOW IO JIETEPMHHUPAAT KOHCTHTYHPAHETO
Ha npeHTHTeTOT. Taka [BeTe NPOEKIHA Ce HAIOIOIHyBaaT U cCaMo
HH3 HHTEpaKnujaTa Mery COUMjaHUOT B KYNTYPHHOT aclekT Ha
BHJIEOTO MAPafOKCATIHO HAPEUeHO 4 ABIIOHCUX0AHAAUIU N aBTO-
pediieKCHBHOCTA Ha BUJCONPOEKIHjaTa BP3 MackaTa Ha aBTOPKa-
Ta ce 3aTBOpa KPYroT Ha KOHCTPYMPAaH-eTO Ha HEHTHTETOT.
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Suzana Milevska

THE QUESTION OF IDENTITY
On the exhibition Circular Remembrances,Open Graphic Art Studio

The collision between the power of representation and the
power of authenticity is the source of the inner tension in every photo-
graph. The more the flexibility of representation enables a better simu-
lation of authenticity, the more the authenticity becomes increasingly
problematic and questionable. What appears so authentic and real in
fact hides the lure of representation.

When Dijana Tomik Radevska, in her latest video project Circular
Remembrances (2002), uses photographs from her family albums in
parallel with video images of her own face, she confronts exactly these
problems of the complexity of representation and the construction/re-
construction of identity.

The installation itself consists of two parallel video projections
in the Open Graphic Art Studio at the Museum of the City of Skopje.
The first video is projected directly onto the wall of the gallery and it
shows rhythmically edited photographs and graphic prints created by
the artist herself. The face of the artist appears from time to time and,
with her dynamic glance directed towards the other images, follows the
changes in the rest of the projected picture as a spatial and temporal dis-
tancing from her own persona. The other projection shows a static
video close-up of her face projected over a plaster cast - a kind of video
self-portrait.

The opposition between the static photographs, which according
to Roland Barthes have no future and which freeze time and memory in
the grammar of the Present Perfect (that-has-been), and the dynamics
of the video pictures that show the artist’s face - which, even when stat-
ic, almost invisibly yet permanently move in space and time due to the
nature of the medium itself - poses the question of identity. Is the per-
sonal identity a coherent and consistent category that begins and ends
in the ,,self*, here presented through the direct print of the artist’s face,




or is it a complex rhizome of historical, social, family and similar
changes? The belief in the essentialist determination of identity is
inevitably questioned.

It is obvious that in the project Circular Remembrances Dijana
Tomik Radevska emphasises the multi-layered aspect of the identity.
Both the compatible and the contradictory layers interweave and create
a web of registers and indices that make possible only a fragmentary
reading of the different paths in the construction of the subject.
Simultaneously, especially with the projection of the video-shot of her
face onto her plaster cast/ mask, the artist poses the question of whether
the self is identical to its representation.

While the cast is a static object, the tear that rolls down the
artist’s face projected onto the cast speaks of the transformation, tem-
porariness and subversiveness of the unreachable identity. The tear
appears as the only material proof of authenticity, but this belief in
authenticity is shattered by the fact that it is always (already) mediated
by technology.

The introspection, the auto-psychoanalysis or the survey of the
different strata of a person are not and cannot be satisfactory methods
for completing the story of the representation of identity precisely beca-
use, paradoxically, the truth of identity lies outside the identity itself.

When the gaze of Dijana Tomik Radevska is directed towards
the different characters who appear in the video projection - including
her own image - she emphasis the limits of auto-psychoanalysis: in order
to enter more deeply into the personality, it is necessary to analyze the
cultural, historical, family and even political circumstances that deter-
mine the constitution of identity. Thus the two projections complement
each other, and only through the interaction between the social and cul-
tural aspects of the video, paradoxically entitled 4 Auto-Psychoana-
lysis, and the self-reflectivity of the video projection over the plaster
mask of the artist does the circle of the construction of identity become
complete.

(Translation: Maja Hadzimitrova—Ivanova)
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Petites perceptions, MCY, Ckomje 2002 rog.
Jpsena kytuja 40 x 40 x 100 cm, Bupeo npoekuuja, cTakio
Kamepa: PobepT Jankynockn
MonTaxa: Patka Mnuescka
Petites perceptions, MSU, Skopje 2002
Wooden box 40 x 40 x 100 cm, video projection, glass
Camera: Robert Jankuloski
Editing: Ratka Ilievska



Petites perceptions, MCY, Ckonje 2002 rop.
Bupieo npoexiuja (geran)
Kawmepa: Pobept Jankynockn
MomnTazxka: Parka Mnnepcka

Petites perceptions, MSU, Skopje 2002
Video projection (detail)
Camera: Robert Jankuloski
Editing: Ratka Ilievska



Yertupu jaBaum Ha anokanuncata, MCY, Ckomje 2001 rop.
Wucranaumja, 06jeKTH Of X K1lla, CEHKH

Four riders of apocaplypse, MSU, Skopje 2001
Installation, wire objects, shadows



YeTupw jaaun Ha anokamuncata, MCY, Ckonje 2001 rop.
Mucrananyja, oGjeKTH Of] KHIa, CEHKH

Four riders of apocaplypse, MSU, Skopje 2001
Installation, wire obects, shadows




Konca Pirkoska
THE POETICS OF THE PALIMPSEST

Eros and Narcissus

Among the younger generation of Macedonian artists, Dijana
Tomik Radevska holds a leading position in the field of graphic art.
The genesis of her active creative development can be followed from
1985, from her earliest abstract prints rendered in all the traditional
techniques to the later and recent works that diverge from the classical
treatment of the medium, the conventional presentation of the graphic
sheet and its distant and intact reception.

Analogies for the methodology and presentation of the results
of her recent production can be found in the primordial source of graph-
ic art and in the old palimpsest structure. The traces of the archetypal
image and the origin of the heterogeneous techniques applied in graph-
ic art can be found in, above all, various natural environments, i.e., in
rock and cave art. The archaic representations of the motifs that are
impressed, carved or inscribed in the natural materials (clay, rock, wood,
etc.) are not only a reference to the origins of this medium: the artifacts
created with various signs also speak about the creation of graphemes,
that is, of a particular script. The historical discourse of this medium,
the script, reminds us that the oral, ephemeral and ethereal message is
juxtaposed to the inscribed trace of the abstract and encoded image/script.
The impressions or carvings can be interpreted as signs of the indirect
presence of the being. Those who possesses the power also possesses
the authority that always emanates through the absence of the concrete
being. Their power lies in indirectness, in absence, in secrecy and in the
Cabalistic principle of action. The revelation of the truth hidden in the
cryptic, rescript-like messages remains accessible only to the select and
limited circle of initiates. The act of the decoding of the hermetic mes-
sages which hide the secret of knowledge (the secret of power) denotes
the act of the loss of power, that is, the act of dispossession. The pain-
staking decoding of the accumulated hermetic messages implies a pri-
ori the long-term and never safe or exact transfer of knowledge.




However, the adventure of the anonymous creative subject, i.e.,
his inscribed message, has been addressed since ancient times, in spite
of it hermetic nature, to the unknown one, to the abstract Other. Unlike
the grapheme and its later historical transfer and development into the
exact sign, the word (the text/script which, due to its multi-layered
character and polisemy is not accessible to all), the carved or impressed
image, in spite of its mimetic nature and openness in the expression of
the message, still remains, to the present day, unreachable, enigmatic
and mysterious. Its multi-layered interior or exterior trace left on vari-
ous materials in different cultural or chronotopic horizons speaks to us
of a primordial, genetically encoded and insatiable need for spiritual
communication and exchange with the Other.

Regardless of the technique in which a graphic work of art is
rendered, beginning with the process of the creation of the plate and
ending with the printing of the graphic sheet, the skill of the craftsman
and alchemist is always accompanied by a tactile and sophisticated
erotic principle. For Dijana Tomik Radevska, the tactility that generates
a relation between the Self and the Other that is sensory and sensuous
in nature is an equivalent of the relation between the sexes, that is, it is
an equivalent of the relation between the male productive principle and
the female reproductive principle. The body of the graphic plate, the
matrix, is the passive, subordinate, maternal, generative and reproduc-
tive principle, while the artist stands for the dominant creative power of
the Father. The techniques that she applies in carving, scratching, etch-
ing with acid and removing part of the body of the graphic plate - the
future matrix, necessarily initiate, through the active principle of the
father and her creative manipulation, the reversible emotional. i.e., erot-
ic current. In the act of creation, in this interactive erotic play, Dijana
Tomik Radevska impresses herself in the mirror matrix of the plate and
inscribes her code, thus reproducing and cloning the image of her nar-
cissism in the succeeding work of art.

Anticipation of the Double Play

After ten years of on-going research, combining and blending
different traditional techniques, feeling saturated with both abstract
and associative motifs, Dijana Tomik Radevska has reached a radical
position in her art, a position that is new to her: namely, she has come




to a point at which she displays a different understanding and presen-
tation of the graphic work of art. She distances herself from the Mo-
dernist principles in the treatment of graphic art and, as it were, steps
aside. Hence her Post-Modern discourse can be recognized in, above
all, the pragmatic methodology applied in her works, the stratigraphy,
the juxtaposition of the graphic sheets within one and the same work,
the dialogism of its layers, the inter-medial nature of her artistic out-
put, its intertextuality, its fragmentariness; in the quotations and in
their collage-like character.

Within such a context, an attempt will be made to interpret her
recent works by focusing on the projects that she produced between
1997 and 2002 and that are different in regard to the medium and
their subject matter.

However, before we focus on her recent works, we will briefly
discuss her traditional production that covers the period between 1985
and 1996. Here, we can discern the gradual departure from the tradi-
tion rendition in each successive series of prints. According to the
approach to the graphic sheet, they differ both in terms of concept and
methodology. Through the traditional rendition of the plate and the
domination of abstract and associative motifs, Dijana Tomik
Radevska spontaneously and gradually anticipates the double or
multi-layered juxtaposed inscription. This multiple palimpsest'
inscription (whose methodological procedure in the creation and occa-
sioning of the graphic image is, in fact, immanent to the medium
itself) is manifested in her work through the transparent overlapping
or application of a single geometric surface, of one linear structure or
one colour over another. The juxtaposition of the planes emanates the
multi-layered nature and depth of the graphic sheet, i.e., the net of the
various, interwoven signs that define the permanently active and flex-
ible structure of her script. The image of the palimpsest inscription in
her later and recent works is even more clearly defined and has thus
become an emblem of Tomik Radevska’s graphic discourse.

' The metaphor of the palimpsest or double inscription has been promoted in liter-
ature and scholarly circles by Gerard Genet in his detailed study Palimpsestes -la lit-
térature au second degre, Editions du Seuil, 1982).




Leafing Through the Hermeneia

Associative Inscriptions* (1997) is a work of art that was pro-
duced for a specific site, a work whose concept is characterized by an
intertextual and inter-medial discourse of écriture féminine.

The title does not point to any concretely defined texts/inscrip-
tions. These are left to our associations and our imagination. The pre-
vious function of the site of the presentation of the inscriptions, as well
as their visual application, are a reference to the traces of the former
hedonism and of its hidden, intimate and subtly eroticised poetic con-
tent. The very fact that part of the enormous space of the Turkish bath,
one of its chambers, was chosen as the site for the presentation of the
inscriptions, as well as the concept of their exhibition, is a symbolic
reference to the female principle. With the intimate and interiorising
arrangement and building of the captivatingly illuminated textual
architecture of the structure, she lures the observer into the closed and
veiled principle of the female strategy of seduction. Trapped in the
isolated hedonistic and meditative solitary chambers filled with, above
all, the intriguing and subtly eroticised photo collages, the viewer
realizes that he has been seduced and caught in the trap of the tempt-
ing female play of the pastiche. By grafting her own texts and images
onto those of the others, i.e., by quoting both the dominating male
discourse and herself, Tomik Radevska weaves the net of the seduc-
tive visual and textual narration of the écriture féminine. The eye of
the beholder registers not only the monologue, but also the craving for
dialogue that is addressed to him or to the abstract Other. Some of the
individual texts are structured as confessions that, through interaction
with other texts, enter into a dialogue with the Others, with the un-
known, absent or present recipients. Through the intertextual weaving
of the inscriptions, Tomik Radevska strives to erase the traces of the
monologue and to promote the dialogue with the various discourses
that have been employed by previous authors/authorities. Extending
her gratitude to the authors she has quoted and who are all, with the

* This concept was presented at the group exhibition with twenty-two partici-
pants, Cifte Amam 3. The exhibition was opened in the ruined premises of Cifte
Amam (formerly a Turkish bath) on 27 May 1997. The curators of the exhibition,
which was organized by SCCA, were the participants.
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exception of one, men’, Tomik Radevska swims with the flow of her
imagination through a chronotopic permutation, contemplating the po-
tential and assumed meditation and hedonistic attitude of each of the
quoted authors in the concrete ambiance of the Turkish bath. The varied
manuscripts of the texts in the Latin and Cyrillic alphabets, written in
several languages in italic and bold, intertwine with the various letters
and texts rendered as a collage from a number of periodicals and
newspapers arranged in various positions. The interior discursive and
pluralist interference, the mixing of languages and scripts promotes,
on the one hand, the idea of the multi-lingual structure of texts and,
on the other, the metaphor of the mythic Babylon. The partial overlap-
ping of one overflowing text with the other reveals not only the lin-
guistic origin of the respective authors but is, primarily, indicative of
the presence of the illustrated or illuminated palimpsest. The pictorial
and textual collage can also be a reference to a kind of hermeneia on
whose leaves, the rotuli, we can discern the interlacing of various
quotations from which we can read, above all, the patriarchal discourse,
that is, its empirical considerations and instructions regarding the
secrets of female seduction. The discourse of the Father has differenti-
ated, defined and legalized the image of the subjected woman as the
Other in the social system.

At this point we would like to give a brief account of the strat-
egy of female seduction with a fragmentary paraphrase of the text quo-
ted from Derrida. The tactic of seduction, according to him, is employed
from a distance. The distance is the basic element of its power. In one
of the twelve rotuli we simultaneously read the scheme and advice to
men on how to seduce without being seduced themselves, how to keep
their distance, how to protect themselves in order not to become vic-
tims of women’s seductive powers. This instruction can be interpreted
as advice given by a man to a man, as a confession of a man before a
woman, as a moral addressed to a woman, etc. This scandalous, eroti-
cised and flirting concept, supported by the male discourse, is a dou-
bly appealing, outwitting and clever game played by the author. The
photo collages in which the nude female body dominates generate
visual pleasure; they invite, provoke and stimulate male fantasy.

* Wilde, Dali, Pavlovié, Dize, Matkovski, M.N. Tomi¢, Da Vinci, Hitchcock and
Derrida.




Greetings from My City'*

The polyphonic structure of the graphic concept of Greetings

from My City (1997) consists of five interactive layers, one collaged
plotter and four differently coloured foils. Old photographs of the
urban iconography of the city are impressed and arranged as a collage
in the matrix of the plotter and in its chthonic sphere. Against the
background, that is, against the first layer, there are four juxtaposed
transparent foils on which abstract and variously coloured surfaces are
individually printed. Under the foils, the selected cultural artifacts and
events from the history of Skopje, the author’s hometown, can be fol-
lowed. The title itself and the structure of the work are a reference to
an unusual stereoscopic type of tourist postcard addressed to the ab-
stract Other. Fragmentarily collaged, blended segments simulate a pa-
noramic view of a concrete topos which is not mentioned in the fitle.
The juxtaposition of the foils suggests a certain transparent and seduc-
tive archaeological trial area from whose lower layers variously col-
laged images mix and visually vibrate towards the surface. The mixing
of the layers is multiplied in the eye of the viewer, thus generating a
fluctuating, evasive and undefined image of the whole that is similar,
in Hakim Bey’s words, to “the dark forest of vagueness that is, in fact,
the realm of the artist.”® Depending on the angle from which the work
is observed, the eye of the viewer wanders, frontally or in profile,
among the familiar triangulation points on the city map. In order to be
able to differentiate the cultural horizons and chronologically identify
them, the viewer does not use only the experience characteristic of
archaeological perception and reception, but also their previously
acquired knowledge and imaginative power. Through the colourist
changes of the layers, the author symbolically facilitates our move-
ment and suggests the direction in which the history of an urban and
per se palimpsest structure should be followed. This graphic concept
can be also perceived as a reminder of the former skyline of the city,
as an archive document against oblivion, or as an oneiric image of

* This work was presented as part of the project entitled Graphic Experiment
exhibited in the Open Graphic Studio in the City Museum in Skopje in 1997. The cura-
tor of the exhibition was Suzana Milevska. The collection of prints by the twenty par-
ticipants in the project was published as part of the project.

5 http://www.attack.hr/libera/br8/palimpsest.htm




memory. In the poetic structure of this concept we can recognize the
city’s cultural artifacts, its genius loci. The visual effects, that is, the
simulation of a palimpsest, are achieved not only through the idea of
the diachronic and synchronic principle and the method of separated
printing or placing of one coloured foil onto another, but also through
the idea of “the historical inevitability of the act that renews the every-
day poetics of oblivion” (T. Rosi¢).® This concept does not strive
merely to present the game that causes stereoscopy in the eye of the
viewer or to promote the beautiful colouring of the “decorative post-
card”. It also simultaneously strives to confirm the moment of dis-
continuity and the moment of de-generation, the moment of blending
and mixing of one civilization with the other, or the moment of the
generating of the syncretic image of the whole and the negation of the
oblivion that enfolds the history of a particular history. Tomik Radev-
ska does this along diachronic and synchronic lines; the simulated
palimpsest concept of this work, however, does not imply only the
diffused, in-depth and decentering strategy of visual reception, but
also a corresponding reading and interpretation.

The Family Iconostasis

The graphic project entitled An Interactive Album’ incorporates
six interactively and inter-medially treated graphic sheets rendered in
combined technique (linocut, silk-screen, planography).

Our intention in the interpretation of this project is to focus on
the mimetic play and the verbal simulation of the visual emanation of
an album. In its essence, mimesis implies and manifests play because
the play, in and of itself, is the essence of mimesis.

Despite the uncertainties with regard to the outcome of our
attempt, we will endeavour, nevertheless, to visualize the textual
structure of the work through a rhythmical repetition of the words and
to apply it to the author’s play. In spite of our hesitancy as regards the

¢ http:// host.sezampro.yu/rec/989810/rec98 104.htm

" This project was carried out and exhibited at the Gallery of the Open Graphic
Studio of the City Museum in Skopje in 1998. The curator of the project was Suzana
Milevska.
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connection between two different means of explication, verbal and
visual, as two different kinds of mimesis, we will attempt to apply them
in this case. However, we will try to contrast and wash off the pictures
from the album from the outside with their visualization through the
verbal medium and thus, through their colourist intonation, apply yet
another virtual layer that is different from the existing, real one. With
the reiteration and manipulation of the same or similar words or sen-
tences, through mimesis and grading their phonology and tonal repeti-
tion, with interior colouring of the visual sound, we will attempt to
simulate the complementary interplay of the different media. Through
an interaction between the pragmatic, tactile and verbal, intact play-
within-the-play, we will attempt to establish another level of interaction.
With it, we will provoke the stimulation of a different rhythm and the
expansion and recycling of a different tempo in this play.

We will focus, above all, on the unconventional treatment of
the spatial configuration and the presentation of the graphic medium,
and on its multi-layered nature and polisemy. Within the framework
of the stratigraphy of a work of art we can recognize the structure of
the palimpsest text, the variations on the surface and in-depth games
of narrative nets in which, through mutual relations and reciprocal links
with different horizons, the author unites a number of aspects of the
story. The perforation, juxtaposition and mobility of the layers on the
graphic sheets makes possible the generation of the revealed or con-
cealed narrative structure, of its fragmentariness or its unity as a whole
within a single graphic sheet, i.e., within a segment of this project. By
combining different techniques and different media, through a hori-
zontal positioning of the presentation and the tactile perception of the
works in a suggestive and sophisticated manner, Tomik Radevska makes
possible the interaction between the recipient and the work. With the
application of collage in combining graphic techniques with old pho-
tographs, her family members, taken out of the various chronotopic and
cultural horizonts, emerge through a lyrical narration from the patina
of oblivion.

With her reminders/revisiting and return to the archaeology of
family history and with her map of instructions for the routes along
which one should travel, the author provokes and seduces the recipi-
ents to use their hands and, by playing with the time machine, set out
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on a journey through the layers of the intimate history of other people’s
worlds. The rules of the game in this project, according to Suzana
Milevska, “...are not so rigorous ... and winning in this game does
not depend on them.” On the contrary, in Tomik Radevska’s “game”
there are no strategic rules, while the formative ones are reduced to the
instruction “pull”, where “the game can be understood as a concept of
undefined borders (L. Wittgenstein, Philosophical Explorations: 71).

As an active narrator, by editing the arch-image and arch-nar-
ration of the heroes from her family and with the simulation of the
graphic colourist intonation of the old photographs and by quoting
familiar works of art (Picasso, Matisse, Munch) Tomik Radevska
coordinates, controls and reveals the polysemic game woven into the
dense net of synchronized events in a concretely designated time in
the multi-layered and trans(con)textual nature of the visual structure
and its coherence.

Through a game that is both mobile and static, in the perforat-
ed, empty or filled, demarcation zones, depending on the movement
or withdrawal of the designated parts, figures or events appear and
disappear, as well as the entire or fragmented family history. The poly-
phonic structure of the project is based on the juxtaposed layers of the
graphic sheets. Built on the principle of causal connexions, the project
directly depends on the recipient and his/her active tactile participation
in the offered game. Both generally and specifically, the multi-layered
character of the structure also includes a chain of various participants/
players in the game. The points of departure for the author are her main
protagonists and the curator, while her purpose is to reach, through the
observers/players, the interpreter/commentator of the game. On a glo-
bal level, regardless of the other participants, two camps can be dif-
ferentiated, two teams of players who are the representatives of the
constantly active team and the team that is constantly changing, as it
were, on the bench. The first team includes the direct protagonists,
participants in the game, who play in the designated zone of the field,
while the others are co-participants, arranged at the periphery, outside
the game, outside the field. In their active passivity, the protagonists
provoke the players/observers to act as extras or to start, to participate
in their “passive activity,” and through acting as extras, to re-start the
seduction game, because the rules of this game imply that the game is




part of the work of art, and the work of art is part of the game. Through
a synchronized and active game, the players actualize and set in motion
the interior rhythm of the game. They change the configuration of the
game and modify it into a game of performance/performance of the
game because performarce is part of the game, while the prints, as
Milevska emphasizes, turn into events.

The game of the observers/players outside the field, outside the
playing ground of the crossed visual signs, is certain in its uncertainty,
just as the discovery of the truth in its certainty is also uncertain.
Through the interaction of the game, the game of the author is limited
to, above all, the redesign of the faces from her family circle. Through
a limited revealing of privacy, of the visible or invisible presence of
the truth about the faces of its participants, they alternately appear and
disappear, led by laws of the same genealogical tree. The coexistence
of the faces and different artistic movements (Fauvism and Cubism
are synchronized with the dates of birth or the youth of her ancestors)
does not take us to a straight road, but along various trajectories, to
the open circuit of memories of her genealogy, as well as through
concrete cultural and historical events. The game of manual pulling
and drawing of the individual parts makes possible our playing with
the whole, thus invoking an anticipation of endless repetition; it can
also be perceived as a game of ceremonial repetition played with the
presence and absence of an intimate history/history of intimacy.

The game of re-memorizing and recycling, the editing and
grafting within the framework of one segment of the project, makes
possible the generating and reading of two or more differently or
mutually linked stories. The perforated, passive centre of the upper
visible surface of the individual graphic segmerits encourages the
viewer to pull and activate mechanically the mobile details from the
lower, invisible layers. The act of the extraction of the details facilitates
the constant fluctuation and change in the levels of the reading of the
story. For Dijana Tomik Radevska, to enter, to participate in the process
of the realization of the game, is to become a co-participant, a co-author
of the game, i.e., to conclude beforehand “a symbolic pact...and to
take on a ritual system of obligations.” Setting in motion the details
marks the beginning, the entrance into the game and the opening of
the other level of the story that, in turn, activates the other concealed




levels. The enriched action of the narration with and in the process of
the discovery of the density of the layers (the game) changes the pre-
vious appearance of the story and opens new, unknown horizons; it
ends the game, always returning to the previous position of inaction,
thus going back to the original position of the defined rules because
“the pure form (of the game) is always cyclic and retroactive.” This
constant “repetition of the game,” this constant “game of repetition™"
is, in fact, the renewal of the myth about the game and a restoration of
the memory of the myth of original bliss.

The objective of the author is to involve the viewers actively
in the controlled game of her disciplined players so that they can feel,
through their participation, the pleasure of the creative game and the
Jjoy in the game of the discovery of the palimpsest structure of Tomik
Radevska’s narration. By playing the game of subtle exteriorisation
of her intimate world and that of her ancestors to the very end she,
through a sophisticated and controlled lyricism and purism, as well as
through an economic holism, builds with this project/homage the
iconostasis of her family tree.

* Zan Bodrijar. O zavodenju ( Podgorica: Oktoih; Pristina: Grigorije Bozovic,
1994), p.145.

* Ibid, p.160
' Zak Derida. Bela mitologija ( Novi Sad: Bratstvo-Jedinstvo, 1990), p. 152.
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The Information of the Code

“My genetic heritage was established once and for all when
a certain spermatozoon met with a certain ovary cell. This heritage
contains the formula for all the biological processes through which
1 came into being and which have made my functioning possible.
The copy of this formula is inscribed in each of the ten million cells
that I consist of today. Each of these cells knows how to produce
me: it is, primarily, one of my cells...”

Jean Baudriard

The video project Auto-Psychoanalysis" is, in a certain way, a
continuation of the story of the Interactive Album. It follows in an even
more explicit manner the concept of the palimpsest structure. With it,

Tomik Radevska primarily establishes an interaction between two
completely different media, the electronic and the static, i.e., graphic
one. This interaction is promoted with the interior weaving, interference
and kinetic action of her passive figures from the graphic medium.

The title itself is an allusion to self-referentiality, to the closed,
interior, monologue-like and interactively woven game of inherited
biogenetic differences and similarities. With the help of auto-psycho-
analysis, she tries to reach the problem of genetic heritage, that is, of
the discovery of her DNA.

The video recording begins with a graphically triggered pres-
entation of a DNA formula, while the visual story continues with the
application of short cuts and editing and focuses on the simultaneous

representation of the facial features of the author herself and the phys-
ical appearance of the figures from her family album. The photographs
printed on the graphic sheets circulate with great speed through kinet-
ic and rhythmic changes, overlapping, blending and permanently fluc-
tuating against the background. The eye of the camera constantly and

alternately plays with the change of planes, focusing in a synchronized
manner on the close-up, that is, on the face of the author in order to

"' The video project Auto-Psychoanalysis produced in 2000, was first exhibited in
Australia at Fremantle Art Centre. It was also exhibited in 2001 in Belgrade, in the
exhibition Flux 01-Rex in the suburb. It was expanded and modified as a video instal-
lation entitled Circular Remembrences. This exhibition was opened at the Gallery of
the Open Graphic Studio in the Skopje City Museum on 13 September 2002.




compare it, through blending, with the faces from the second plane,
that is, with the faces of her family members. Tomik Radevska’s play-
ing with the faces is a reference to the mixed, crossbred psychosomat-
ic codes inscribed as early as in her prenatal phase. With the analysis
of the family photographs and with the psychoanalysis of her own
mental and physical constitution, Tomik Radevska strives to decipher
her genetic code and discover in it her individuality and her identity.
The genetic formula imprinted in her ancestors aspires to differentiate
and, through a process of distinction, unify all the information on her
psychosomatic structure. With the editing and combining, i.e., with the
‘cross-breeding of genes’ and the intertwining of their similarities and
differences, the author begins her search for identification as well as
for the autonomy and differentiation of her subject.

Trapped in the mirror of the arch-image/arch-inscription, we
can state, by applying the principle of visual analogies, that we all
rema in hostages locked in the cells of the genetic combinations of

our ancestors. With the doubling, transformation and grafting of the
individual segments of family photographs, Tomik Radevska recog-
nizes in her own features, in the differences of the same and through
self-analysis, the features of her own ancestors, thus also identifying
her own peculiar nature and her different identity. Through a kinetic
game of the absence and visual presence of the Others and through a
selection of visual codes, she constructs her own visual alphabet, that
is, the table of an entwined reading of genetic information. In the
application of her methodology for the deciphering of the crossed
codes, she initiates a mathematical operation in order to decode the
physical map of the genome. By providing a read-out of the configu-
ration of the genetic information on the Other in her and on her own
family in the Others, by differentiating the Otherness of the Other in
relation to herself, the author, while searching for the Self and through
self-limitation, reaches a point at which she sets herself free and iso-
lates her own peculiar features, her authenticity and her identity. By
differentiating the Others from the same, she is also able to distin-
guish physical similarities and, at the same time, to recognize their
mutual affiliation with such similarities because for her, in the very
act of comparison, blending and differentiation, “the touching and the




touched are separated through the touch itself””* and linked through
the differences in the same genetic circle. Within this closed circle,
the viewer can read the relation and the closeness of the author’s face
to the faces of the other figures who, according to Levinas, exist “in
two separate time frames,” so that this nearness “can be measured in
time, but with a diachronic concept of time measured from the outside,
from the other side, or beyond time that can be retrieved through the
memory in which our awareness is contained and preserved...” (E.
Levinas, 1999:130).

With the first video project that incorporates the matrix of the same

or similar, previously realized, graphic project, Tomik Radevska con-
firms once again, this time through a different medium and with a dif-
ferent narrative structure, the specific poetics of the authenticity of
her lyrical écriture.

Circular Remembrances

The video installation Circular Remembrances is a derivation of
and a sequel to Auto-Psychoanalysis, Tomik Radevska’s first video
project which, in turn, derives from her self-referential graphic project
Interactive Album.

The title of the installation is a symbolic reference to the arche-
typal image of the whole in psychism and of the whole of the Self. It
also indirectly alludes to a certain retrospection, re-memorizing and re-
actualisation not only of past time, i.e., of the dynamic, diachronic and
synchronic image of actions and events, but also of the multiplication
and stratification of the being of identity, as well as of the renewal and
further carving and expansion of the possibilities for the author’s inter-
textual and inter-medial strategy. For her, combining various media in
a single project (graphic art, photography, video and sculpture) in a col-
lage-like manner does not only mean an excitement derived from a dif-
ferent approach with regard to the medium, but also a desire for a dif-
ferent, ambiguous, constantly open and unfinished game that permanently
seduces, leads to further explorations and re-examinations of her own

> Emanuel Levinas, Drukcije od bivstva ili s onu stranu bivstvovanja (Niksic:
Jasen, 1999), p.132.
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identity and of the Self. The very act of the creation of the work of art,
that is, of the return to her previous works, explicitly defines her palim-
psest approach through the principle of re-derivation.

This installation incorporates three different static/dynamic ele-
ments, two video recordings and a mask, a negative, i.e., an impression
of her self-portrait cast in plaster. The palimpsest rhythmic structure of
the dominant video recording projected on the wall is collaged with
fragments of her graphic sheets and photographs from family albums
and with a video recording of her face that dominates against the
dynamic background. The author’s anxiety that emanates from the
recording is synchronized with the flowing and fluctuating background,
while her face alternately overlaps and blends with the faces from the
family albums at different intervals.

From the other video recording, against the mask and over the
negative of her face, the kinetic image of the ‘positive’ is projected, as
a mirror image, onto her ‘live’ face precisely applied and in close-up.
With such a virtual application, through the game of absence and pres-
ence (on the positive, absent from the plaster imprint), the author actu-
alises the palimpsest self-referential inscription, animates and vitalizes
the static mask and reveals the face of her own identity. The positive of
the imprint of the face is interiorising, invisible and indiscernible. It is
a reference to the author’s identity that is concealed behind the nega-
tive, behind the first layer of the evident and exteriorising mask that
appears as a substitute, as something isomorphic on her face. Through
the mask, she introduces the relationship of the substituting with the
substituted, at the same time suggesting the archetypal dimension of the
mythic image of the Doppelganger that is older than the portrait. With
the mediation of the mask, the / of the subject is concealed and closed
in the limited space of the mould, in the impression and in the reflec-
tion of one’s own face. In search of the Self, between the mask and the
video recording, she activates the double game, the game of the double
(palimpsest) inscription of identity. This game of compensation and
fluctuating substitution, of the constantly un-reachable and in-definite,
of the visible and invisible, of absence and presence, is not only the
result of the game between the various media that strive towards a visu-
al blending, revealing and concealing. It is, above all, a game of the
opposition to a definitive picture of oneself and one’s own identity. The




tear that virtually drops from the face of the mask, according to Milevska,
“speaks of the transformation, transience and subversion of the unre-
achable identity. The introspection, auto-psychoanalysis and probing of
the different strata of a personality are not and cannot be sufficient
methods in the completion of the story of the representation of identity.”

Petites perceptions "

The minimalist video project entitled Petites perceptions (Minute
Perceptions) is presented in a horizontal position. It is placed on a
pedestal in front of which the viewer, in order to see it, must bow. The
title of the project comes from Gottfried Wilhelm von Leibnitz’s onto-
logy, i.e., his monadology.

Leibnitz’s spiritual dualism is based on the oppositions spirit-ma-

tter, psychological-material or conscious-unconscious. To this philoso-
pher, matter is immaterial, it is consciousness, will, power of mental
and physical action. To him, consciousness is multiple and multi-lay-
ered, while in the sphere of the unconscious certain perceptions are
activated that are revealed and registered later, post factum. Leibnitz
believes that, in addition to the extensive perceptions, there are also
minute ones that are semi-conscious of certain physiological phenomena,
thus providing clear evidence that the spiritual cannot be defined as
conscious versus the corporeal unconscious. Therefore, he believes that
there is a continuous transition from beings with a consciousness of the
highest degree to beings with a consciousness of the lowest degree.

It is precisely with this self-quoting and self-referential project

that Tomik Radevska endeavours, through her own modified, re-coded
self-portrait, to actualise and support, via visual and practical experi-
menting, Leibnitz’s thesis about minute perceptions that reside in the
sphere of the unconscious. In this project, the principles of self-refer-
entiality, self-quotation and the inter-medial approach with which she
operates in her transfer of the various variants of the palimpsest
methodology can be interpreted as a trace and a remnant, or as a sur-

'3 This project was presented at the exhibition entitled Consciousness and the New
Technologies organized by SCCA at the Museum of Contemporary Art in Skopje in
2002.




plus of her previous discourse. The traces of language are evident in
the fragmentary use of her own history and of the history of relocation
that contains the code of her origin. It is a language of her language-

within-language, a transfiguration of her linguistic imprints.

The fragmented, previously sketched face of the author shown
on the screen in close-up is, in fact, a kind of a ‘spatial mask, a portrait’
of her /. This face/mask is indicative of something external in relation

to the body, of something that is separated from it and exteriorised
through interiorisation. The pretentiously drawn portrait is transposed
through the emphasized eyelids and lips into a separate signification.
Her face aspires to be remembered in the face of the mask because that
face, as V. Toporov puts it, symbolically becomes a means of protec-
tion from entropy. The portrait as the centre of the spiritual powers and
powers of the soul preserves the person’s identity and at the same
time appears as a substitute for the subject’s concrete identity.

Its presentation through simulation on the touch screen aspires
to lure the viewer into a tactile game, i.e., into a simulated interaction.
The vertical line that divides the face into two halves has several mea-
nings. It is a reference to the duality of the personality, to the sphere of
its conscious and unconscious, to the externally manifested and the in-
ternally non-manifested. The division that is achieved with the draw-
ing of the line can also be indicative of the internal non-integration that

hinders the cohesion of the /. This non-integration, however, could
represent a reflection of the exterior disintegration. The immovable
picture of the face is dynamized only with the blinking and movement
of the eyelids that constantly open and close at certain intervals. Their
opening, characterized by a fixed glare, manifests the fear in the face
and the terror at the sight that is visible to it, but invisible to the view-
er. The closing of the eyelids perhaps suggests the hidden, calm and
invisible spheres of the unconscious. The archetype of the reflection
of the glance could be a reference to the reflection of the deadly glance
of the mythical Medusa. The memory of the viewer records only the
terror that is ours, too; it also records the mirror image of the modern
entropic world.
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Opening the Seals - Today

“And I saw when the Lamb opened one of the seals, and I heard,
as it were the noise of thunder, one of the four beasts saying, Come
and see.”

(Rev. 6:1)

“And I saw, and behold a white horse: and he that sat on him had
a bow; and a crown was given unto him: and he went forth con-
quering, and to conquer.”

(Rev. 6:2)

“And when he had opened the second seal, I heard the second
beast say, Come and see.”

(Rev. 6:3)
“And there went out another horse that was red: and power was
given to him that sat thereon to take peace from the earth ... and
there was given unto him a great sword.”

(Rev. 6:4)
“And when he opened the third seal, 1 heard the third beast say,
Come and see. And I beheld, and lo a black horse; and he that sat
on him had a pair of balances in his hand.”

(Rev. 6:5)
“And I heard a voice in the midst of the four beasts say, A measure
of wheat for a penny, and three measures of barley for a penny; and
see thou hurt not the oil and the wine.” .

(Rev. 6:6)
“And when he had opened the fourth seal, I heard the voice of the
Jfourth beast say, Come and see.”

(Rev. 6:7)
“And I looked, and behold a pale horse: and his name that sat on
him was Death, and Hell followed with him.”’

(Rev. 6:8)




Together with the reproduction of Diirer’s print Riders of the
Apocalypse, the quotation from the Revelation of St. John the Theolo-
gian" is one of the segments of Tomik Radevska’s first sculpture proj-
ect, entitled Four Riders of the Apocalypse.”

According to the Dictionary of Symbols, ‘apocalypse’ is a con-
cept that primarily designates revelation and announcement of the
secret truth, then a prophecy which says that these truths will be real-
ized in the future and, finally, a vision in which all the details have a
symbolic value. This means that visions, too, have their value that
depends on the symbolism that they contain. The Biblical prophetic
thought speaks to us of the revelation of the final truth and of the end
of the world, that is, of the moment of the immediate revelation of the
truth about the sins people have committed and the punishment that
they deserve. Historical consciousness also points to the fact that the
dualist principle of the apocalyptic discourse is always generated by
the conflict between good and evil. Symbolically, it is a reference to
the holocaust and the catastrophe that simultaneously implies the
metaphor of the unforeseeable proportions of man’s spiritual and moral
degeneration.

Despite the title of this project and its Biblical and painterly
quotations, this project is not an explicit reference to the development
of the human drama or to an apocalyptic vision of the chaos and end
of the world that are present in the Revelation and Diirer’s print. It
suggests a direct absence of the protagonists of the apocalypse and
their victims. The absence of Diirer’s riders is now compensated for
by a symbolic presence of the same number of horses and properties
that are a reference to famine, disease, war and death as the conse-
quences of the apocalypse. In addition, Tomik Radevska compensates
for the absence of the victims of the apocalypse with the presence of
viewers who can be symbolically perceived as an allusion to the
potential victims.

" The quotation, written in the author's own handwriting, is given in an even shorter
version.

"* This project was part of the exhibition Quotations that was held at the Museum
of Contemporary Art in Skopje in 2001. The curator of the exhibition was Liljana
Nedelkovska.
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By applying traces of the past, that is, by departing from
consistent Biblical and painterly quotations, Tomik Radevska shapes
with her soft, almost drawing principle of the linear play of the wires
the three-dimensional dynamic contours of her group composition.
With a fragmented reference to a concrete motif from Diirer’s wood-
carving she strives, in fact, to translate or transpose the concept of the
graphic into another type of medium. The interplay of the dense and
scarce, fast and accelerated flow of lines shapes the dynamic structure
of the composition. Each angle of reception changes the density of
the crossing lines; thus, with a gradual, circular and changeable angle
of perception, she not only synchronizes the exterior dynamics with
that of the interior of the composition, but also suggests to the viewer
the reception of virtual movement. The interconnection, dilution and
repeated condensation of the lines set in motion the entire fluctuating
and vibrating energy of the composition, thus constantly generating in
the eye of the viewer a new sensation that is different from the previ-
ously seen integral picture.

Depending on the time of day, the source of light (natural or
artificial) and the angle of perception, the aura of the composition
changes. Under the influence of light, the author strives to compensate
for the empty, absent forms and layers with the vibration of the lines,
thus enfolding the three-dimensional structure of the transparent com-
position with a dense and voluminous air membrane. Under the influ-
ence of artificial light, through the reflection of the lines, a virtual
interplay of shadows is projected on the flat surface of the wall. As a
kind of fixed karagoz, the three-dimensional linear structure is pro-
jected on the flat surface of the wall and translated into a two-dimen-
sional picture. The author strives to return her fragmented quotation to
the original medium with the reflection of the lines and emanation of
the shadows and thus transform, in an intact and indirect manner, a
sculptural medium into that of graphic art.

And yet, the title of the project is a reference to a deficiency and
absence of designated subjects and absence of action. Although we do
not have the author’s authorization, we feel free to change the title of
the project into Apocalypse Without the Riders, and thus harmonize the
title with the protagonists in the composition who are absent in reality.
The absence of the Riders is not unintentional; it carries with itself the

3




irony of horror and the horror of irony. Hence, their absence is more
terrifying than their visible presence since today, the absence of the
numeric symbolism of the active riders cannot be compensated for and
synchronized with the symbolic presence of their properties. The pres-
ent-day protagonists of the apocalypse, actually present and virtually
anonymous, remain concealed behind the hypocritical veil of democ-
racy. Within such a democratic context in which the invisible (as the
author herself emphasizes) and more numerous riders multiply,
remaining inaccessible to the multitudes of sinners, danger acquires
an ever-growing dimension. The consequences of the opening of the
seals of the modern nuclear riders of the apocalypse could be much
more extensive, more unpredictable and all-encompassing compared
to the selective Biblical approach because, as we read in the Revelation
(in which hope still survives),

“... all the angels stood round about the throne, and about the eld-
ers and the four beasts, and fell before the throne on their faces, and
worshipped God.”

(Rev. 7:11)

“And one of the elders answered, saying unto me, What are these
which are arrayed in white robes? and whence came they?”
(Rev. 7:13)

“And I said unto him, Sir, thou knowest. And he said to me, These
are they which came out of great tribulation, and have washed their
robes, and made them white in the blood of the Lamb.”

(Rev. 7:14)

“Therefore are they before the throne of God, and serve him day
and night in his temple: and he that sitteth on the throne shall dwell
among them.”

(Rev. 7:15)

“They shall hunger no more, neither thirst any more ...”
(Rev. 7:16)

“He maketh me to lie down in green pastures: he leadeth me beside
still waters ... and God shall wipe away all tears from their eyes.”
(Psalm 23; Isaiah 25:8; Rev. 21:4)
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With her use of the Biblical motifs in the painterly discourse of
Diirer’s print, via the principle of intertextuality and an inter-medial
approach, with a fragmented re-quoting of the painterly écriture and
the Holy Scripture and a reiterated emphasis, Tomik Radevska estab-
lishes a trans-temporal connection with events that have already hap-
pened. With her translation and a repeated issuing of the quotation and
establishment of a new chronotopic context, she modifies the old
image produced by others and, with a reanimation of the earlier sen-
sation, reflects the new apocalyptic game played once again, this time
in reality, in a concrete time and on a concrete site.

In an attempt to soften and forget the necrophobic images that
surfaced from the Balkans, Tomik Radevska endeavours, by avoiding
brutal and sharp lines in the shaping of her composition, to conceal the
political and military connotations of her project with the gentle
weaving of the threads/wires in the sub-text. On the other hand, how-
ever, the narrative structure of her composition is an explicit reference
to the claim that the great apocalypse of the small nations has already
taken place and that we have been living with it, and not with its
metaphor.

(Translation: Rajna Kogka)

5




JTUJAHA TOMHUK PATEBCKA

Popena 1961 rog. Bo Ckomje, Makenonunja. On 1979 mo

1984 rop. crynupana u anconBupana Ha Pumocodceku akynrer,
rpyna Mcropuja Ha ymeTHOCT co apxeonoruja Bo Ckomje. Bo 1980
rofl. ce 3amuinyBa Ha PakynTeToT 3a TUKOBHM yMeTHOCTH 1 1984
rofi. muiomupa Ha @JIY Ha oTcexkot ['pachuka co I'pacduukn gusa-
ju Bo knacara Ha [Tpod. Jparyriun ABpamoBcku-I'yre. YneH Ha
JIIYM on 1985 ron. 3aenuro co ymetnunure 3. byxek, H. Tem-
rTakoscka IIpeTkoBcka W 3. KaparonoB Bo 1985 rop. ja dhopmu-
paar rpynata ,,KPYIT™ co koja mto KoHTHHYHpaHO u3mara. O
1985 mo 1987 ron. paboru Bo ,, Tetekc™ kako Kpeatop. On 1987 o
1991 rop. pa6ortn Bo ,,MakegoOHCKH PakKOTBOPOM, KOMIMaHUja 3a
ITPOM3BOJICTBO Ha pavHd PaKOTBOPOH W TEMUCH, KAKO AU3ajHEp.
Opn 1991 o 1993 r. m3paboTyBa qU3ajHK 32 PAYHO TKACHH YHUKAT-
HA Temuch 3a “Woven Legends”, Philadelphia, USA. Bo 1993 co
Mapun PageBckn ja ocHOBaar Komnanuja ,,Komparp - 1 3a mpomus-
BOJICTBO HA PAayHO TKAE€HU, YHUKATHH TETHMCH, KOja H JIEHEC pa-
0otu. Bo mepuopfoT of 3aBpIIyBAmETO HA CTYJUHTE, JO NEHEC
KOHTHHYMPAHO H3J1ara Ha CaMOCTOJHH W TPYIIHA H3IOXKOH BO
Makegonnja 1 Bo crpaHcTBO. Bo 1999 cramyBa Odummjanen
Bures Ha Akagemujara “Greci Marino”, Verbano - MTammja, ognen
3a yMeTHOCT. PaboTH Kako caMOCTOEH YMETHHK W TH3ajHEp.

Anpeca: Hapopen gpont 5/B11/57, 1000 Ckonje, Makeaoruja

Ten/daxc: ++ 389 2 3125368, ++ 389 2 3239708

e-mail: d_tomic_radevska@yahoo.com

http:/ www.proarts.com.mk/dijanatomic

CamocTojun H310XK0H:

2002 Ckomje, My3ej Ha rpaj, OTBOpeHO Tpathuiko CTYAHO,
., KpyXHu cekaBama®, BUle0 HHCTAIALlHja

2001 Ckomje, My3ej Ha coBpeMeHa yMeTHOCT, , LluraTu®, co
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2000 Fremantle, Australia, Fremantle Art Centre, co rpymna ymer-
muni (IT. Xaym Bomkos, H. [emrakoBeka LiBeTkoBeka, 3. Byxkek),
BHUMIEO W Tpachuk
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1999 butona, YMeTHUUKA ranepuja, ,,XepakiejcKu Beuepu™,
rpauku U konaxu; 3arped, Xpearcka, ['anepuja Ha Marnna
XpBaTtcka, co rpyna ,,Kpyr®, rpaguku

1998 Aachen, I'epmannja, “Aktion 21 e V , Ateliers 21, co rpy-
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1997 Mastricht, Xomauguja, Stenenbrug 4A, Kunst uit Macedo-
nie, co rpyna ,,Kpyr®, rpacukn

1996 Cxomje, My3ej na rpap, Cxomje, co rpyna ,,Kpyr*, rpacduku;
Mnunano, Urammja, Tanepuja ,,Moaurnuanu®, nepMaHEHTHA H3-
noxo6a, rpacukn

1995 Ckonje, Kyntypuu-Hudopmatusen Llentap, Canon 1,
rpacuku; Ckonje, 'anepuja ,,CTobu”, co rpyna ,,Kpyr*, rpaguku
u mMacna; Oxpup, Irun, Kymaunoro, Kynrypen LlenTtap, co rpyma
»Kpyr*, rpacduku

1992 Ckomje, ¥MeTHuuka ranepuja ,,JJayr [Nammu Amam®, rpa-
¢uxn; Oxpup, Harmonanen Mysej, ,,Kyka Ha ¥Ypanuja“, rpacuku

1988 Ckomje, CTomnancka 6aHka, co E. ABpaMoBcka

1985 Oxpwmp, Kynrypen uenrap, co rpyna ,,Kpyr; T'esrenmja,
Ommrrurckn Mysej ,,M.3adupoBckn®, co rpyna ,,Kpyre

Cpynam H2n0x0m:

2003 Chamaliérer, CBeTcKO TpHeHase Ha rpaduka, Maj hop-
maT; Cracow, VM HTepHanMoHaTHO rpachuiko TprueHane; burona,
I'pacpuuko TpueHane; Teroso, buenane Ha rpadwuka - man gop-
mar; Ckomje, Mysej nHa rpajg Ckomje, ,[‘nmoGanuzanmja u
Hpenrurer™; Brunico, Ex Libris; 2002 IeBremmja, ¥ MeTHHYKA
kononuja u M3noxk6a; Offenbach am Main, Internationale
Senefelder-Stiftung; Hosu Cap; bawa Jlyka; Benrpan; Bpuman;
Herpa, Jlyka, Iwano Project I1I; Ckomje, My3ej Ha coBpeMeHa
ymeTHocT, SEAFair, Cultural Transformation-Consciousness and New
Technologies; 2001 bearpan, Flux 01, Rex Bo npearpanue; Ckonje,
My3ej Ha coBpeMeHa ymeTHocT, SEAFair, Society and Genomic
Culture; Cxkomje, ,Ilejcaxk”, romgmimiHa usnox6a wa OIIYM;
Ckomje, I'papmuka m3noxba Ha [JIYM; 2000 Bepausn,
I'pachmuxn ymernuum o Makenonuja; Varna, IHTepHAI[HOHATIHO
rpacuuko OueHnane; Ckomje, MoHOTHTHja, BO aTebeTO Ha
npocd. Ilerap Xagm Bomkos; Ckomje, I'padhuuka n3nox6a Ha
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HIIYM; 1999 Ckomje, Mysej Ha coBpeMeHa yMeTHOCT, ,,Hapuw-
3mu; Bameso, Makenioncku ymernuiy; 1999-98 Ckomje, Mysej
na rpapi Cromje, OtBopeno I'pacpuuko cryguo, Mak-I'pad; 1998
Cxomje, YMeTHHuKa ranepuja ,,Cxkonje”, 50 roguan Erzonyc Ha
Erejckure Maxeponnu; Coguja, 11 MaTepHanmonanHo TpueHane
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Born in Skopje, Macedonia, 1961. Studied and apsolve on the
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“Interactive Album”, installation-prints

1997 Mastricht, Stenenbrug 4A, Kunst uit Macedonie, with the
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Art; Skopje, Print exhibition of AFFA; 1997 —2000 Skopje, Open Art
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Skopje, Cultural and Information Center - Mac-Graph; 1990 Skopje,
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Skopje, Art Gallery Daut Pasha Hamam

Works in Collections:

Washington D.C., USA; World Trade Bank; Skopje, Center of
World Trade Bank; Aspen, CO, USA; Private collection; London, UK,
“Liberty”; Macedonian Embassies, (Italy, Belgium, UK); Foreign
Embassies in Macedonia and other Representative Institutions in
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Rewords:
1995 for young artist. Reword for artist in miniature.

1996 Golden medal and Diploma of the Gallery “Modigliani” - Mi-
lano, Italy.

1997 Group “Circle” got “Ljubomir Belogaski” for the best exhi-
bition in 1996 in the Museum of the city.

1998 “Art Exodus” in Skopje

1999 “Premio Ambiente” Center Europeo Ambientearte, Italia. |
Premio Selezione Critica 99, New art Promotion, Italy.
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