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Was Yesterday’s
Tomorrow Better?,
or How Can We Learn
to Love the Future

We don’t need an epigraph, if we’re closer to an epitaph

Science, Art, Society: Towards a Future as Reconstitution of Paradise Lost
Modern science continues to produce new metaphors and paradigms of
perception and observation. Some of them remain self-isolated, referring
only to hermetic and obscure areas of specific scientific fields, yet
others according to scientists and philosophers become important
indicators of new frameworks for our perception of the world, as well as its
reorganization and reconstitution.1 From prehistoric magic rituals, based on
the image as a map for orientation in the world, through the development
of the linear alphabet and historical awareness via the culture of the literate
elite (the literati), up until the domination of the scientific mathematical code
in the calculation of the world, art – broadly understood as a verbal-visual
construction - has been indelibly linked to the understanding of the world
through the relation of the social apparatus and the technical apparatus.2
Some scientists believe this is necessary in order for the work of the
scientists to be carried out objectively, rationally and in the interest of
scientific knowledge, while all ethical discussions about the application of
this knowledge – genetic engineering or sub-atomic experiments – should
be left to the domain of the politicians, ethics experts, as well as the
general public. However, many forget that more and more scientific projects
have become private initiatives, while those who finance their development
have, for the most part, already defined their application in advance. Even if
the public learns about these private initiatives (and their predetermined applications) and identifies certain existing or potential negative impacts, the
discussion is usually limited to the possibilities of their restriction or prohibition. Capital is always a few steps ahead of the game. There is no doubt
that technical and technological development surges ahead in its tracks, but
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who is laying those tracks? In spite of the tendency to represent scientific
discourse as objective and apolitical, in the end it is almost always determined by financial interest, by the “gravitational” pull of capital. All the while,
it’s becoming ever clearer that even the imagination of scientists is trapped
in the cycle of the same logic. In such a defined system which is stabilized
by conflicting private interest and the proliferation of masked “objectivity”,
altruism itself becomes a systemic anomaly - which is why it is either completely pushed aside, or suspected of ulterior motives, as one of the most
subtle strategies for the immobilization of the driving potential of faith in the
existence of the common good.
Today, art - despite the issues it faces in the attempt to define itself, the
confusion that reigns within its specialized discourse, the lamentations
about the end of art and the reframing of its history as a collection of scattered memories and documents - is still able (though in a generalized and
temporary fashion) to position itself as the determinant of the effort and as a
necessity for re-thinking the given framework which determines the present, and consequently also the future. After locating a series of problems
in the functioning of the existing order, which necessitates not only analysis
and re-thinking, but also its reconstitution, the following question arises:
“Can the artist inspire the imagination of scientists to strive for radical
changes for a better future, beyond the shackles of capital, if it is evident
that the current development of the world is detrimental for the huge
majority of the world population? What is to be done and is it even possible
to once again “Love the future”?

Nikola Uzunovski: art as an attempt at establishing relations
Nikola Uzunovski belongs to a generation of artists who appeared on
the art scene at the beginning of the new millennium, overcoming the
narrowness of local boundaries by completing their art studies in various
European centers and actively showcasing their work in international
exhibitions. As part of the second generation of artists inspired by and
working in the post-conceptual tradition and the new wave defined by
Bourdieu as “relational esthetics”, 3 since 2003 he has produced
conceptually-oriented works based on relational practice, where the
audience is considered to be the presumed and necessary co-author of the
work of art. One of the main aspects of these tendencies is that the work of
art is not (or should not be) just another object in the vast hyper-production

For a summary of Nikola Uzunovski’s work up until 2007, see the text by
Maja Nedelokovska Brzanova, in: Nikola Uzunovski, Walking, exhibition catalogue
(Skopje: Macedonian National Gallery – Chifte Amam, 2007).
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For a more detailed history of the development stages of the project ‘My Sunshine’ in
the period 2005-2009, see: Zoran Petrovski, ‘The Rolling Suns’ in: Nikola Uzunovski: My
Sunshine, exhibition catalogue, National Pavilion of the Republic of Macedonia at the Venice
Biennale, June 6 - November 22, 2009, Riva ca di Dio, Arsenale, Venice (Skopje: Museum
of the City of Skopje, 2009). For an analysis of the work by Uzunovski, see Sonja Abadzhieva,
‘Utopia in the Service of Altruism’, daily newspaper Vest, 9-10 August 2008, pp.28-29.

of art objects. Instead, art should establish an exchange and interaction by
means of the selected medium, no matter whether the point of intersection as
the occasion for the “exchange” is the expression of a proposal, a minimal
gesture, an accidental meeting, a short video, a closed gallery, a gallery
legend or a text on a piece of paper - all representing an initiation point of
entry into a relationally-defined work, not just the work by itself.
Even the most minimalist works by Uzunovski, presented on various
occasions both to the international and the local public, 4 although following the tradition of conceptual art, are at the same time crossing/surpassing the boundaries of auto-referentiality. They are primarily an
attempt to emphasize the communicative nature of art (in both directions),
an effort to stimulate the imagination of the observer. The objective here is
to include the unexpressed desires, contemplations and decisions within the
framework of the work of art, whilst intentionally refraining them from being
fully articulated, verbally and visually undocumented, keeping them in the
intimate triangular structure of the artist-medium-audience. The objective
is - though this ambiguity - to draw the line between these relations and to
emphasize ony its potentiality, rather than its concrete content.
We cannot but notice that Uzunovski’s development coincides with a period
in which the already un-constituted local art scene (despite a series of
attempts) faces the risk of radical fragmentation and disintegration,
leaving it out on the margins. This sense of disorientation is certainly more
the result of major, parallel social processes and the general public’s everincreasing lack of interest, feeling, as it is, the effects from the pressures
of fighting for a means of existence, the unstoppable onset of the period
of transition and its consequences and, above all, the radical loss of social
space and the draining of meaning from the concept of “the general good”.

Towards the reconstitution of the social, through the merging of the poetic
and the hyper-technological?
Nikola Uzunovski, as part of the exhibition of his work entitled “In Pursuit
of the Impossible”, presents the outcome of his decade-long research and
the history of his efforts to bring to life his most ambitious project to date,
“My Sunshine’ (2005-ongoing). This project is the result of a comprehensive
research process and a number of collaborations, starting in 2005 with his
artist residency in Finland, where he had the possibility of directly experienc-
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The project ‘Solar Clouds’ was first presented as part of the exhibition
‘Utopias/Dystopias: Documents’ organized by the Cooperation Initiative held
on 20 April 2013 as a one-night-only event. The intention was to raise the
issue of idealized mega-projections of the future and the (un)successfulness of such constructs through the presentation of documentation of various
artistic interventions. The focus was on public space, as a place where
different interests, tendencies and interpretations intersect and constitute social reality. Furthermore, it represented an attempt to ask new questions and
provide new interpretations and definitions about public space, its potential
and role in the broader general context.

ing the harsh conditions of the Arctic Polar Circle. This open-ended project
has since been exhibited in various countries, and most importantly as part
of the official program of the Venice Biennale in 2009.5 He later embarked
on other related projects, such as “Solar Clouds” (2013 - ongoing)6 and
“Thermal-Solar Aircrafts” (2014 - ongoing), which were born out of the vast
experience gained from the years of work on the different stages of
the original project (“My Sunshine’), the continuous modifications of the
results, as well as through considerations regarding the potential arising
from the various prototypes realised in the process.
Assembled and united under the title “In Pursuit of the Impossible”,
these ideas/projects, although previously presented individually at various
international exhibitions, are for the first time being exhibited as a whole
within the SIA Gallery in Skopje. The exhibition takes the form of a research laboratory, while at the same time appearing as an archive of
the ongoing process of research, which has yielded sketches, blueprints, animations, models, graphs and photographic documentation.
All of these projects/works lie somewhere in the territory between art
and science, providing visions of the future and raising questions about
pressing social issues. They are positioned at the cross-roads where the
poetic, the political and the hyper-technological intersect.
A part of the research work undertaken by Uzunovski virtually overlaps with
the period in which Macedonian society slowly enters its second transitional
phase where, through the actions of the ideological apparatus, our society
has further developed an openly conservative and starkly anti-intellectual
environment, with visible signs of authoritarianism. The evident tendency
to abolish the political, understood as democratic agonism, is accompanied
by the most brutal neo-liberal agendas for the ultimate abolition of the
societal, in favour of private spheres of interest - without any respect for
the notion of equality. It is precisely this context that makes these
projects particularly interesting - especially if one considers the issue
of what is possible, here and now, as opposed to what may be wished
for the future.
Unlike his minimalist relational works, where the intention to involve the
observer in the realization of the work without any visible completion of
the communication, leaves room for the (unwanted) instrumentalisation of
the artist-audience relation, while conserving the relational potential as
virtual - this is not the case with these three projects. Through the in-
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sistence on the testing of the feasibility of these three projects and the
confirmation of the possibility of their potential realization, the artist opens
the door to collaborations through the quest for a solid and reliable basis
for collaboration within the interdisciplinary frame of the project, initially
born out of the ‘impossible’ idea of the artist. This aspect has also been
acutely observed by Dobrila Denegri in her interview with Nikola Uzunovski,
where she states that “despite the fact that it began as an art project, ‘My
Sunshine’ delves into a variety of disciplines and fields of knowledge”, while
Uzunovski himself confirms that “it was especially interesting to see how all
the people that worked on this project, really made the project their own.”7
These projects, though exhibited in the form of an open research center,
through the many stages of the long and still ongoing and open process,
has shown that in order to be realized, they require the collaboration of a
great number of people and the uniting of their varied knowledge, expertise and experiences. The initial moment of ‘uniting’ proves right the artist’s
exceptional perseverance and his persistence in continuing to dream the
“impossible” (or at least for now what is “distant”), for the solitary purpose
of bringing the idea forth to its final fruition. At the same time, it is important
to point out that this is far from some egotistical vision of self-realization,
but rather, it is a project aimed at serving the needs of others. No matter
how absurd it may sound, the idea to “redirect and bring the light and the
warmth of the sun to the end of the world”, it is possible only as long as the
importance of collaboration is understood. Here, the artist’s initiative and art
assume the position as one of the last potential bastions where a balance
may be achieved between the limits of individual freedom and the acceptance of the responsibility for the reconstitution of society, for the purpose
of achieving the dream of equal basic living conditions for all.

Potential issues arising from the domination
of the contemporary culture of the empty image
The analysis of the potential of the corpus of projects entitled “In Pursuit
of the Impossible”, sheds light on the cracks in the structure
of society which might enable their implementation. What does it all
mean, in relation to our ever-greater stagnation in the eternal presence of
post-history amidst the domination of the culture of the empty image?
This method of presentation deserves to be observed in the context
of the modern state of spectacularization and the reduction of visual

9
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culture to the emptying of the image of any content, an image that doesn’t
need reality 8 – a tendency toward the dissolution of all relations to the
world and fixating on the projected intent which is trapped in the “utopia
of the image”. For the distanced spectator, the photo-documentation of
the testing of the prototype presented as a spectacular visual content
offering an insight into the ‘possible future’, bearing in mind the current
development of the ‘pictorial turn’ 9 reaching its climax, also runs the
risk of ending up as an aestheticized projected reality/present which
due to the speed of consumption remains in the present moment, but is
blocked from future realization. Unlike the participants in the development
and implementation of the project, for the spectator the objective of the
realization of the project (which is not only the light but also the accompanying warmth), remains outside the “cold surface of the image”. Before the
end of his life in 1991, Vilém Flusser presented his hypothesis, on several
occasions during lectures and conferences, that a new era in culture is on
the rise; a culture of the image which shall radically impact our perception
of the world. Eventhough 25 years have passed since then, and there have
been certain attempts in line with Flusser’s observations at the time, we still
do not have a philosophy of post-history, especially not of a kind compatible with the philosophy of the image in power.10

Should we be realistic or should we dream,
even if we are forced to ‘sleep fast(er)’?

Byung-Chul Han, ‘Why Revolution is No Longer Possible’
(Translated by Erik Butler), 23 October 2015.
www.opendemocracy.net /transformation/byung-chul-han/
why-revolution-is-no-longer-possible.
The text was initially published in German in
Süddeutsche Zeitung, 2 September 2014.
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consider a systemically different future, despite the tendency of
imposing the belief that there is no viable alternative to capitalism.
Even educational policies are reduced to favoring the market logic,
while knowledge is valid only if it serves the needs of the free market.
Despite the substantial amount of intellectual energy invested in
numerous attempts to analyze and destabilize the neo-liberal matrix,
there is sometimes a sense that it remains virtually intact. The German
cultural theorist and philosopher of Korean origin Byung-Chul Han,
provides an interesting response to the criticism by Antonio Negri and his
strategy of ‘Multiples’ against the ‘Empire’. He expresses his doubts
of how possible this is when it comes to resolving the issues of the
‘commons’, in conditions where oppression is disguised through the attraction of power and the possibility of self-realization, when a person is
at once both the master and the slave, whereas the logic of neo-liberal
efficiency is based on the development of a dependency on the system.
When friendship, hospitality and altruism in general are fully engrossed by
the process of commodification, then it is no surprise that, as Han puts it:
“capitalism has become dominant in the core of the sharing economy”. This
way, capitalism has reached its ultimate realization by managing to sell even
communism as commodity - and thus ending the possibility of revolution.11

What is impossible and why? What does it mean to pursue the impossible?
From whom or with who? From the outset, we can sense the multiple
linguistic possibilities and meanings: Is this a search or a request to those
who could make it possible? Is it a form of outcry for a lost possibility for
society – to define what is shared, to have faith in the communal – which
faces the flood of general fragmentation, an expression of the increasing
awareness that what was once a result of shared responsibility (unless this
too, was just an illusion) is disintegrating before our very eyes? If capital sees the possibility of multiplying under the light of the sun, then it will
desire the multiplication of the sun: it shall demand it, pay for it, receive it
and make a profit. If a great part of the world is dying from the lack of clean
water – than it’s a matter of destiny.

Despite the changing definition and status of the artist through history,
one position probably remains (most) current: that despite everything,
he/she can and must continue to dream of what the system considers
as being destabilizing and dangerous, or unprofitable - especially
now when it is possible to look behind the mask at the core of the systems
for the control of freedom, but also to see through the eyes of freedom.
The role of the artist lies in the encouragement not only of scientists, but
also of the general public to re-think their approach and the solutions to
the issues related to the commons, to the shared issues which endanger
existence in general, in order to improve and enhance the basic conditions
of life and access to energy. If politics is the art of the possible, while art is
dreaming, looking or asking for the impossible, while science is the dominant code for calculating the world, then perhaps in the space inbetween
these modalities, we can find another way and an answer to the questions,
“What should we do?” in order to be able to “Love the future”.

Many people feel that the modern world is nearing a veritable ‘end
point’ and that, in parallel with taking action, it is unavoidable to

Essay by Vladimir Jancevski
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*The exhibition title makes refeence to the poem by Walace Stevens,
entitled “Thirteen Ways of Looking at a Blackbird”, from his first book
of Poetry “Harmonium’ (published in 1917).
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introduction
**
WHEN THE CITY BLOSSOMS
Daniel Serafimovski

SIA’s new architectural exhibition, Thirteen Ways of Looking at the City*, initially entitled
Other (New) Perspectives on the City, intends to provide exactly that: an overview of
new/other ways of looking at the city, in this case, the city of Skopje. The selected
works, projects and studies are either ongoing research-based investigations, or works
which reflect particular passions and interests of the individual contributors, in relation
to specific architectural /urban /sociological themes. Some of these ‘City Studies’ and
‘City Studies’ have been developed as part of academic research projects; others are
the result of a more personal relationship with the city. In both cases, the studies express the various authors / architects’ appreciation and commitment to the city – their
city - something, which may otherwise be questioned in view of the dramatic transformations of numerous buildings, streets and public spaces, which the city has endured
(and that have been permitted to take place) over the past five years.
The ensemble of selected works are an attempt to reappraise the city’s existing qualities, some of which have been violently аnd systematically altered, transfigured or even
erased during the recent period of intense urban re-development. The city has become
a continuous construction site, transformed beyond recognition by the assertion/imposition of an incongruous ‘new’ architectural style and cultural identity. At the same
time, the denial and erasure of the qualities of the modernist city is tantamount to an
eradication of the city’s collective memory. The works collected and assembled within
this exhibition are a reflection of/on the possibility of retaining and restoring the city’s
collective memory, even when (and perhaps precisely because) the losses are already
significant. The citizens’ attempts to counter the questionable socio-cultural agenda
of the current government, as expressed through activist initiatives such as ‘We Love
GTC’, are an indication that not only architects but also ‘ordinary’ citizens value and
love their city and its buildings; citizens whose lives have been touched by the Architecture of the City. The works of the architects, artists and other authors included in this
exhibition, reflect in various ways, the civic activism that has surfaced in response to
the unfathomable policies and bizarre urban phenomena that plague the city.
The exhibition Thirteen Ways of Looking at the City, as implied by the title (borrowed
from Wallace Steven’s poem Thirteen Ways of Looking at a Blackbird) is an attempt to
approach a particular theme from a number of different, parallel perspectives, through
varied media and working methodologies - uniting, thereby, a number of possible
views of the subject, observed over a span of time. The exhibition brings together
authors who represent a number of generations; the works are arranged within three of
the gallery spaces at SIA, grouped loosely around particular themes or narratives: City
Studies and City Stories; City Mappings; Monuments and Actions. The exhibition format
enjoys and celebrates both the similarities and the differences between the works

and projects, unifying them only with certain curatorial elements, such as the project
descriptions, the use of frames, the format and manner of displaying the work on the
walls and in the space, etc. Several of the projects include elements of writing, as part
of the works; some could even be described as being primarily text-based studies, or
studies of spatial aspects in texts by others. The inclusion of extensive written pieces,
and the litererary aspects of the displayed works, is also intended as a critique of
(but also as a form of antidote to) the phenomenon of the ‘one-night-only’ exhibiton
format - where most viewers principally attend only the event of the opening evening,
or the exhibiton ‘preview’. Instead, this exhibiton invites repeated views (as presumably
all exhibitons aspire to) - encouraging repeat visits, which, like lingering and browsing
through books in a library, are not unlike the episodic reading and rereading of chapters
of a book. The possibility of such an experience for the viewer is further enhanced by
the somewhat domestic feel of the gallery spaces at Serious Interests Agency, which
also enables the whole exhibition to be viewed as an installation, or as a collection, an
archive of works.
The exhibition shows the city of Skopje as seen from above, with aerial photographs
from a distant past, through images from the Eremeev family archive. It shows the city
from within, uncovering the hidden qualities and potential of the ‘invisible’ or less visible spaces of the city (the public spaces which we have grown accustomed to and
only now begin to fully appreciate - now, that they are being lost), through a typological study entitled ‘Invisible Skopje’, a study organized by Studio Skopje and led by
Jovan Ivanovski. The exhibition also features drawings and models of several important
local modernist buildings, prepared by Prof. Martin Guleski, whose passion for modelmaking started in his childhood. These ‘model architecures’ are not only models of
specific buildings in the city, but also ‘model examples’ of valueable architecture. This
model study represents an exemplary activity of analysis and documentation of a specific architectural heritage, in a society which has not yet fully developed an appropriate
mechanism for the proper appraisal and protection of the important works of architecure it has inherited from its not-so-distant ancestors.
Alongside these city studies are a series of more personal ‘City Stories’. In what
appears to be an article from a journal, entitled ‘Four Doors and a Wall - Alberti in
my Home’, Prof.Vlatko.P.Korobar reflects on the fine spatial qualities of a particular
modernist house in the city. This is a house by an unknown architect; a house which
has been the home of the Korobar family for over half a century, and a house which
has undergone a number of transformations. It is also a house whose organisation and
spirit (largely due to the central ‘four doors and a wall’) is reflecive of Alberti’s wellknown analogy between ‘the house as a small city’ and ‘the city as a large house’.
Artist /architect Filip Jovanovski documents a series of artistic actions, showing the
intimate conditions in which some of the key recent actions of civil disobedience
have been prepared. This new work shows some of his ‘hidden actions’ or less visible
aspects of his public works, including a video of the artist campaigning for citizens
to show their support for the GTC building (the City Commercial Centre - one of the
city’s key modernist buildings, designed by architect Zivko Popovski and his collaborators), prior to the recent public referendum in relation to the proposed protection of the
building’s original form. In relation to this, Prof. Minas’ reflections on ‘living with GTC’,
as developed through his 11 Thesis about GTC (from the book 111 Tezi za GTC, edited
by Filip Jovanovski and Ivana Vaseva), highlights the urban qualities of this particular

building and its role in the city, as well as in his own life. Through an accompanying
series of photographic obervations, co-authored with Violeta Bakalchev during daily
walks along the construction-laden river banks in the immediate vicinity of their home
(in and around the GTC centre), the two architects discover amidst their everyday surroundings another dimension, almost another world of self-growing plants and flowers,
confirming the possibilty that one fine day, ‘the city will once again be blossoming’.
The exhibition includes thirteen ‘City Studies’ and ‘City Stories’, works which are primarily by architects, and several of which are collaborative efforts by numerous authors.
Other works and projects could have been included as part of this ensemble. However,
the exhibition ‘Thirteen Ways of Looking at the City’ is not seen as a finite event, but as
part of an ongoing research project (in relation to the ‘Skopje Open Archive project, initiated by architect Daniel Serafimovski in Spring 2014), and will continue with two further related exhibitions. The following exhibition, entitled ‘More Stories about Buildings
and the City: Transformations’ (tbc), will focus more specifically on various aspects of
recent urban transformations in Skopje, as evidenced through academic or personal
research projects. The final exhibition in the series, (with ‘Art and the City’ as a working
title), will focus on the relationship between a number of artists and the city, highlighting artistic interventions in public spaces. Together with a series of public debates
and seminars, the three exhibitions and related discussions will conclude with a book,
serving as documentation of the exhibited work and as a reference for other ongoing /
future research projects related to the city.
*The exhibition title makes refeence to the poem by Walace Stevens, entitled “Thirteen Ways
of Looking at a Blackbird”, from his first book of Poetry “Harmonium’ (published in 1917).
The poem consists of thirteen short, separate sections, each of which mentions blackbirds
in some way. Sight is the dominant perceptual modality and the poems are almost cinematic;
in the poems first stanza, it is as though a camera focuses on a mountain panorama and
then zooms in to the blackbird and its roaming eye. Although inspired by Haiku, none of the
sections meet the traditional definition of Haiku poetry. The poem may be interpreted as one
of Wallace Stevens’s exercises in perspectivism; perspectives issuing from the poet’s imagination, which (in the spirit of philosophical nominalism) can unify the world in various ways.
Literary critics have also suggested that the poem alludes to the Cubists’ practice of unifying
a number of possible views of the subject, observed over a span of time. The poem has
inspired a number of musicians, and specific musical compositions, while the title has often
been paraphrased in music album-titles, articles, books, and anywhere else a particular topic
bears examination from a number of different perspectives.
Perhaps a more personal reason for using this title is by way of making reference to Robert
Harbison’s book, entitled ‘Thirteen Ways: Theoretical Investigations in Architecture’. In this
enigmatic book, the author (who is a colleague and friend of ours in London) uses a formally
poetic narrative on architectural history and theory to discuss numerous architectural works,
as seen through ten themes (sculpture, machines, the body, landscape, models, ideas,
politics, the shared, subjectivity, and memory). Aldo Rossi’s ‘Scientific Autobiography’, which
could be seen as a precursor to Harbison’s ‘Thirteen Ways’, and where Rossi combines a
series of poetic reflections on art and architecture with personal experiences (as a way of
explaining his position on architecture), is another key reference for this exhibition’s form and
structure, which aims to collect and juxtapose a number of parallel views on the city, as well
as personal passions, experiences or working methodologies, into a greater, poetic whole.
We thank the many contributors for their collaboration in this collective effort.
**The essay title makes reference to the new work by Violeta Bakalchev & Minas Bakalcev,
first exhbitied as part of this exhibition, “Thirteen Ways of Looking at the City”.

works and PROJECTs
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The following texts describe, in a short and concise manner, the nature of the projects and works included in the exhibition. Some of the texts have been authored by
the curator, as a form of personal reflection on the exhibitied works, while others are
written by the authors of the projects, sometimes including a ‘short introduction’ by the
curator. The texts contextualise the works within the overall concept of the exhibition,
as well as within the broader context of the city research, while introducing the subject
matter (and the city of Skopje) to a wider audience.

exhibition Layout
Exhibition space 1 - City Stories and City Studies
Exhibition space 2 - City Mappings
Exhibtion Space 3 - Monuments and Actions

In addition, some of the texts reflect the nature of the conversations that have evolved
between the curator and the authors as part of the process of preparing the exhibition.
They reflect the fact that some of the projects/works were effectively ‘commissioned’
for the exhibition, and are indicative of the potential for the projects to grow and develop further, perhaps leading towards another exhibition or publication. Once again,
we thank the many contributors for entrusting us with their various works, projects and
their related texts; we look forward to potential further collaborations.
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exhibition Space 1
a. Viktorija Eremeeva, Maksim Naumovski
(Mihail Fjodorovich Eremeev, Boris Mihajlovich Eremeev)
b. Mitko Hadzi-Pulja
c. Martin Guleski
d. Minas Bakalcev
e. Vlatko P. Korobar
f. Violeta Bakalcev, Minas Bakalcev
g. Zoran Petrovski

city stories & city studies
Exhibition Space 1

From the Eremeev Family Archive
Viktorija Eremeeva, Maksim Naumovski
(Mihail Fjodorovich Eremeev and Boris Mihajlovich Eremeev)

Through images from the Eremeev family archive. the city of Skopje is seen from afar,
with aerial views from a distant past. In addition to these images from the early 1920’s,
another series of photographs of street views, document the appearance of some of
the first modernist buildings, combined with the historic urban grain of the older city.
Some of these buildings are still in existence, while others were lost in the earthquake
(such as Sotir Tomovski’s women’s gymnasium, etc). Large areas of empty urban
spaces in the photographs are a testimony of a city in transition between different
socio-political and urban conditions. The accompanying selection of images of architectural models of new urban plans for an expanding city, and the annotated blueprints
of various survey drawings, complete the picture of another Skopje. A city from another
time, a pre-war and pre-earthquake Skopje.
The exhibition includes the original diary and various notebooks belonging to Mihail
Fjodorovich Eremeev, which describe the author’s arrival in Skopje, as an officer of the
Tsarist Russia guard, who was unable to return to Russia. The diary contains both initial
impressions and specific observations about various parts of the city as he makes it his
new home. The notebooks include a series of detailed observations and survey drawings of city fragments and built structures at various scales, demonstrating the author’s
ability to observe the city from different points of view - viewing it both from afar as
well as from up close.
The aerial views, street photographs, and documentation of models and city surveys
which were made by Mihail Fjodorovich Eremeev and his son, Boris Mihajlovich Eremeev, belong to the family Eremeev as part of their valuable family archive. They testify
to the dedication of Viktoria Eremeeva and Maksim Naumovski’s ancestors to mapping and planning the city, and the accompanying text reflects the ongoing tradition and
dedication within the family to urbanism and the notion of the architect’s ‘duty of care’
for the city.
Viktoria Eremeeva and Maksim Naumovski contributed this rare material (as a loan) to
my Skopje Open Archive project last year. I am grateful for the trust they have shown
me and am pleased that we were able to provide the context for a selection of this material from their family archive, to be shown for the first time to the wider public. (D.S.)

a Public Space and a Building FOLDED into a Single spatial Continuum
Mitko Hadzi-Pulja

MODEL ARCHITECTURE
Martin Gulevski

Theme: the relationship between a public building and the open public space in which
it is located; interpolation in the urban space with a clear, high-quality spatial boundary. The architectural language of the context is characterized by a high degree of
lyrical abstraction and harmonization; by analogy of contrast, the proposed building is
charachterised by a dynamic figurative quality and a narrative sense of materiality.

Gulevski has often said: You can’t model a building you don’t love’. The series of
‘model drawings’ and unfolded models of several iconic modernist buildings in Skopje,
developed by Prof. Guleski, reflect the architect’s passion for model making, which
started in his early childhood. As a child, he attended various model-making workshops
in the ‘Modelling Club’, situated in the ground floor of a fine modernist building (by the
architect Vapa) located opposite the Josip Broz Tito High School (another fine modernist building, by architect Ladevska and others). Prof. Guleski has continued nurturing his interest in making models, instructing his students at the architecture schools
in Skopje (UKIM and UACS), or through his own projects, but also as an independent
activity and passion, through which he has been analyzing and documenting a selection
of buildings.

Subject: Macedonia Square and the Lumix shopping facility in Skopje.
Aim: the integration of both these spatial identities within a new, single continuum.
Operational Procedure: dynamic centering, wrapping, folding a single interactive surface, a face consisting of various elements or programs, that in the process of layering
and differentiation, creates a unity of various non-linear spatial planes and interior
horizons. In a typological sense, the building - by turning itself into a public space, an
open amphitheater - recontextualizes the city square and turns it into a stage. (M.H-P.)

The six exhibited models represent two public cultural buildings, the Museum of Comteporary Art, MSU (Collective of Polish architect ‘The Tigers’); the Artists Pavillion (by
Sekerinski - no longer in existence); and four housing buildings by L.Kubes, three of
which are a variation on a theme (two on the street Orce Nikolov, and one near the
Josip Broz High School). Like the independent study ‘A Street in Skopje’ from 1989 (in
collaboration with Goce Adzi-Mitrevski, Domnika Boskova, and Dimitar Golubovski),
Gulevski engages in research activities which are not part of a specific commission,
but are a reflection of his passion for architecture. The drawings and models exhibited
here area a valuable documentation of a specific period of the architectural heritage of
Skopje. (D.S.)

Four Doors and a Wall: Alberti in My House
Vlatko P. Korobar

When the City Blossoms
Violeta Bakalcev, Minas Bakalcev

Starting from the largely misinterpreted quote by Alberti that “the city is like a great
house and the house, in its turn, is like a small city” the project delves on the fruitful discourse it provoked of the similarities and the differences, the unique and the
common in architectural and urban space. The notions of “the great house” and “the
small city” have managed to continually provoke new readings of the ever-increasing
complexity of the house and the city, the private and the public, the individual and the
social. Even more importantly, they have managed to continually reinvigorate the debate on issues of scale, spatial levels and their obvious continuity, but at the same time
also their interruptions; their connections and their differences, searching for deeper
relations beyond the mere physical differences.

‘When the City Blossoms’ is a documentation of various types of self-growing vegetation in the city. During our walks, between January and May 2015, on the left bank
of the river Vardar, we noticed a bewildering transformation. What initially appeared
to us as abandoned, forgotten and ruined places - resulting from various unfinished
construction phases, and the conflicting layering of contrasts - suddenly started blossoming with new life. A variety of plants, with various intensities and colours, gave new
meaning to the incomplete, dilapidated and fragmented parts of the river bank...( )...
Precisely from those left-over, abandoned, forgotten, in-between places; from the
cracks, the ruined themes, the voids and gaps, and from the damaged surfaces of the
city, we noticed an unusual, intense growth.’ (V.B / M.B)

Taking the risk of joining the thousands of superficial readers of Alberti, this project
finds him within the author’s house in Skopje, built in the 1950’s. Indeed, it refers to
similar concepts at different spatial levels. Despite the changes that have taken place
through the decades, there is a constant key feature that, in a way, presents the essence of the house: four doors and a wall. The corridor between the ‘private’ and the
‘public’ section of the house has been removed and replaced by two alternative routes:
one of them leading through the representative ‘room for guests’ and the other through
the ‘dwelling kitchen’. How does this spatial sequence relate this “small city” to the
“great house”? Simply by introducing concepts which are relevant at the urban scale,
but are productive at the level of a dwelling. It is an established fact that cities offer
choices. They offer alternative routes. So do the four doors and the wall, proving that certain
concepts can work at different spatial levels. (V.P.K.)

This new work by Violeta and Minas Bakalchev, is a series of photographic observations, taken (while walking their dog) along the construction-laden left bank of the river
Vardar in the immediate vicinity of their home (in one of the housing towers by architect
Serafimovski, within the GTC centre). Amidst their everyday surroundings, the two architects discover another dimension, almost another world.The sudden appearance of
a vast quantity of varied, vividly colored greenery - a virtual ‘herbarium’ of self-growing
plants emerging ‘almost miraculously’ from the gaps and cracks between the concrete
surfaces amidst the ruinous and fragmented city - was interpreted as a clear sign of
hope and regeneration. Not unlike the ever-present water in Tarkovsky’s films, this
strange and unexpected phenomenon was taken as a ‘sign’ confirming the possibility
that one fine day, ‘the city will once again be blossoming’. This work, although exhibited in a different gallery space at SIA, accompanies and complements Prof. Minas’
reflections on ‘Living with GTC’, as shown through his ‘11 Thesis for GTC’, a piece developed from the book ‘111 Tezi za GTC’, edited by F.Jovanovski and I.Vaseva. (D.S.)

Sea of Ice
Zoran Petrovski

This project is the result of an investigation, and the related correspondence, undertaken by Zoran Petrovski (curator at the Museum of Contemporary Art in Skopje), with
Vangel Bozinovski (one of the key architects and supporters of the ‘2014’ building
project in Skopje) and the Slovenian architect Bogdan Splindler who, together with
architects Stefan Kacin, Jurij Princes, and Marjan Urshic of BIRO 71, was author of
the competition-winning design of MOB, the Macedonian Opera and Ballet in Skopje. Completed in 1979, the MOB building was one of the key modernist architectural
artifacts of the post-earthquake regeneration of Skopje. Zoran Petrovski’s introductory text, which functions as an integral part of the work, sets out the background for
his investigation, the manner in which he came across the critical review of MOB by
the architect Vangel Bozinovski, and its influence on Petrovski’s own views of the MOB
building. Petrovski’s text includes a personal account of his changing views and experience of the building itself, and the current state of the MOB building amidst the new
constructions along the river banks, which has entirely altered the context and original
reading /meaning of the Macedonian Opera and Ballet building in Skopje. (D.S.)

Like many of my fellow citizens, my attitude towards the building of the Macedonian
Opera and Ballet, has long been quite ambivalent, without a clearly established opinion
about the architectural values of this building. I was not amongst those who, with vigor
and mockery, immediately discarded this unusual figure; nor was I able to stand firmly
grounded in its defense, with well-prepared points of view.
On the other hand, my physical experience of the building and the ambiance of MOB
(the Macedonian Opera and Ballet, Skopje), never leaves me indifferent. The building’s
vast plateaux - which was a regular place of pause along my daily walking route to or
from the Museum of Contemporary Art - rarely left me indifferent to the experience of
witnessing on sunny days, the sparkling, almost blinding light that seemed to expand
and virtually dematerialize the space around it, together with the surrounding buildings.
Likewise, I have enjoyed every opportunity, whenever I was inside the building, to allow
myself to be guided by the seductive lines of its broken geometry, with its everchanging
scenery of forms and shadows.
A review of the building written by architect Vangel Bozinovski, which I by chance obtained in 2002, and in which he refers to Kasper David Friedrich’s famous painting ‘Sea
of Ice’ (1824) as a historical reference and as a direct inspiration in the creation of the
project, opened an interesting and entirely new dimension to my gradual discovery and
experience of the architectural qualities of MOB. The visual comparison of the silhouette and formal configuration of the plateaux around MOB, with the dramatic collision of
icebergs in Kasper David Friedrich’s painting, unequivocally affirmed that analogy.
Bozinovski’s review was written in opposition to the initiative, in 2000, to demolish the MOB
building - apparently because of the challenging task of its technical maintenance, but actually because of the general resistance to its architecture. Fifteen years later, although the

MOB building remains in the same place, its main architectural features and qualities have
been devastated. Cut off from the river, surrounded and trapped by an absurd conglomeration of unbearably pompous buildings, today the building of MOB resembles nothing
more than an archaeological relic of a particular idea. Both symbolically and in reality, the
building has suffered the fate of a small and powerless ship sunken in the sea of ice. (Z.P.)

City mappings
Exhibition Space 2

Drawing the City Skopje; (Re)mapping the City, 1980-2000
Zivko Popovski, Goce Adzi-Mitrevski, Minas Bakalcev, Mitko Hadzi-Pulja, Martin Guleski. Dimitrije Golubovski, Domnika Boskova, and a group of motivated students from the
Faculty of Architecture, UKIM University, Skopje
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а. Zivko Popovski, Goce Adzi-Mitrevski, Minas Bakalcev,
Mitko Hadzi-Pulja, Martin Guleski. Dimitrije Golubovski,
Domnika Boskova, and a group of motivated students from
the Faculty of Architecture, UKIM University, Skopje
b. Jovan Ivanovski, Vladimir Deskov, Paolina Miluševa, Biljana Temelkovska, Ivan Nikolovski, Sanja Lilitkin, Nina Karangeleska Todorovska, Martin Efremovski, Sanja Taseva,
Bisera Krckovska, Aleksandar Baldazarski (photography)
c. Vlado Danailov, Monika Novkovikj, Gordan Vitevski
d. Slobodan Velevski, Marija Mano Velevska, Ognen Marina

We found these drawings, together with Prof Martin Guleski and Jovan Ivanovski, in the
‘Cabinet’ on the third floor of UKIM’s Faculty of Architecure in Skopje, in autumn 2014.
Impressed by the study from the late 1980’s entitled ‘A Street in Skopje’, a thorough
and refined documentaion of all of the buildings on a particular street in Skopje (best
known as Ul.Maxim Gorky), undertaken by architects Goce Adzi-Mitrevski, Martin
Guleski, Dimitrije Golubovski, and Domnika Boskova, I wanted to see the drawings
that showed how this form of mapping and re-drawing the city had started among the
group of architects who had later prepared this impressive publication. I learned that
these Nolli-like city mappings, had started with investigations undertaken by Prof. Zivko
Popovski and his team of assistants and collaborators within this particular department
of the Architecture Faculty, now led by Jovan Ivanovski. This is where we found the
roll of drawings, which we have borrowed for this exhibtion, displaying as they are, as
working drawings - and not as complete, finalised drawings, but as a reflection of the
investigative, research process they represented for the architects who drew them.
It seems that this particular place (the ‘Cabinet’ related to the design subject ‘Foundations of Architectural Design’), adjacent to the Main Auditorium and the Great Hall’
on the third floor, has always had a particular aura, setting it apart from the other
tall-ceilinged, generous spaces of the vast and labyrinthine building that defines the
home of the Architecture Faculty in Skopje. It is an aura related to the individuals who
worked/work there and the activities it has generated, acting as a veritable ‘architectural research centre’ and where the professors, in collaboration with their colleagues,
assistants and even students, engaged in research and competition projects of various
kinds. This place has left its mark through the passion for architecture still borne by
many of those who were involved in the collaborative work at the time, under Zivko
Popovski’s leadership.
The drawings show a love for the city and display the belief that through observing,
measuring, drawing and documenting the buildings and spaces of the city, not only is
one enabling a re-appraisal of the qualities of the city, but ensuring that propositions
for new buildings and public spaces are developed with an awareness and knowledge
of the existing, and therefore with an appropriate sensitivity for the urban and architectural context. As suggested by Pier Vittorio Aureli (in relation to the ‘Heart’ project de-

veloped by DOGMA), ‘re-drawing the city’ is also a form of ‘reclaiming the city’. (D.S.)
To draw and re-draw Skopje repeatedly, to survey the city with the architect’s handwriting, in a language close to architecture but at the scale of urban design - is an
act which expresses commitment and professional care for the city. To draw and
re-draw the city, results from a passion for research and the ambition to delve into the
city’s essence, to ‘revive’ and ‘re-activate’ the maps of the city, to re-open important
themes and to re-discover hidden opportunities.
Drawing Skopje, is a method of understanding and ‘reading’ the city through a series
of drawings (maps and plans in various sizes and at different scales), which do not
accentuate the usual contrasting qualities of the ‘solid’ and the ‘void’ (the positive
and the negative), negating thereby the ‘black and white’ image of the city, in order
to clarify the links between the open and closed spaces of the city, and highighting the
relation between additions to the already built - and the open, unbuilt spaces of the city.
The drawings develop slowly - both in their formation and in their reading. Step by
step. For the most part, they develop according to what happens at ground level, where
obstacles are removed, and the buildings are drawn (either partially or in their entirety)
as ‘open plans’.... and this, in turn, ‘opens up’ the city.
These drawings of Skopje were created throughout the years, with persistent research
in the archives, sketching on site, through purposeful visits as well as wanderings
around the city. These drawings witness the traces left by a group of enthusiats (gathered around the subject ‘Foundations of Architectural Design’), a group of architects in
love with the city: Zivko Popovski, Goce Adzi-Mitrevski, Minas Bakalchev, Mitko HadziPulja, Martin Guleski, Dimitrije Golubovski, Domnika Boskova, and a motivated group of
students - all from the Faculty of Architecture in Skopje. (D.B.)

INVISIBLE SKOPJE
Jovan Ivanovski, Vladimir Deskov, Paolina Miluševa, Biljana Temelkovska, Ivan Nikolovski, Sanja Lilitkin, Nina Karangeleska Todorovska, Martin Efremovski, Sanja Taseva,
Bisera Krckovska, Aleksandar Baldazarski (photography)

Presumably inspired by the title of Italo Calvino’s classic (cult) book ‘Inviisble Cities’, the research project ‘Invisible Skopje’ uncovers the hidden qualities of a number
of ‘less visible’ public spaces of the city. These are the discreet, neglected and often
forgotten city spaces which we have grown accustomed to, have taken for granted, and
only now begin to fully appreciate - now, that they are being lost / erased / replaced or
filled. These are the once generous urban spaces which belonged at the same time to
no-one and to everyone, and which through the slow process of post-socialist privatization of public space, as well as through the rushed imposition of the more recent
‘unqualified’ governmental urban policies, are steadily losing their essential urban and
architectural qualities and their sense of urban and (sub)cultural identity.
The study ‘Invisible Skopje’, consisting of the documentation and comparative typological analysis of 51 of these less visible pockets of urban space, was developed in the
period between 2009-2013, by a core team of 10 architects and architecture students
(listed above) under the leadership of Jovan Ivanovski, and supported by researchers
from related fields - in particular by the Italian urban anthropoligist, Fabio Mattioli. The
results of the research project were publicly exhibited within the Museum of the City of
Skopje, in December 2013 and published in an accompanying catalogue / guidebook
entitled ‘Invisible Skopje - An Architectural Guidebook’, with essays by Jovan Ivanovski
and Fabio Mattioli, and with photographs by Alexander Baldazarski. The current presentation of the material at SIA, as part of ‘Thirteen Ways of Looking at the City’, is selective rather than comprehensive, shedding new light on this extensive, original study,
and its continued / increasing relevance in the current, local, socio-political climate in
Macedonia. (D.S)
Invisible Skopje is a research project that deals with the theme of public space in the
cty of Skopje. The essential idea of the research was to discover, document, investigate and publicly present those public spaces where the ‘everyday life’ of the city
unfolds, and about which the general public in reality knows very little. The uncovering, mapping and highlighting of such places represents, on the one hand, a way of
revealing the wealth of urban spaces within the city of Skopje, of whose existence
many citizens are unaware. On the other hand, at a time when urban spaces of historical, symbolic and consequently also of political significance, are at the center of
public attention, we feel it necessary to emphasize that the totality of the urban image,
cityscape and city identity are made up of places which, according to previously accepted criteria, could be defined as neutral, marginal or even marginalised places and
spaces.
Aside from the general intention of making the theme of the everyday urban dynamics
of the city more accessible to the wider public, the aim of this study - in research terms
- is multivalent. On a methodological level, the research proposes several possible
ways of mapping and analysing the modern city; on a documentary level, the inten-

tion is to contribute towards the understanding of the structure of a particular aspect of
the public space of the city of Skopje; on an empirical level, the aim is to establish the
interdependence of the elements of the urban and architectural space, in the context of
the current socio-cultural practices of urban life in the city.
…..The project was publicly presented in through an exhibiton at the Museum ...in December 2013, with an installation of 51 models, and a wall collage of various maps and
drawings...as well as through the publication (Invisible Skopje, an Architectural Guide)
– as an unfiniished collectino of 51 urban spaces documented through analytical drawings and photographic observations – as a kind of navigational tool which leads to all of
those places where the inner, invisible life of the city silently takes place; a guide to the
places which cannot be found in any other guide or map of the city. (J.I)
….( )The Invisible places are centers of the “invisible” public life of the city. As places
of an alternative understanding of the experience of the city, the invisible places represent a counterpoint to the formal concepts of urban planning, representing thereby
‘points of resistance’ to the planned urbanism, whose only target groups are the exemplary categories of citizens-users of the city….( )
Observing and documenting this kind of urbanity, which was also one of the goals
of the research project Invisible Skopje, is a good method of “dissecting” the very
essence of architectural space and its influence on the development of city life. The
research, documentation, mapping and analysis of the informal urban meeting places in
Skopje enables the discovery of different “keys” to reading the relationship between the
architectural space and the urban life in our city. After all, one of the aims of the study
was exactly that: to indicate the existence of such forms of public life amongst the
general public public, the authorities, and the city planners; raising awareness of these
forms of public life - types of places and forms of public life which should be observed
and considered as values of the city, rather than as its morbid symptoms. Critical observation of the results of this research can help to make it easier to define new strategies and tactics through which the future architectural shape of the city can be better
conceived, with the intention of enabling a more varied, autonomous and recognizable
public life therein. (J.I)

A house. Stills and thoughts
Debar Maalo in the plays of Goran Stefanovski
Vlado Danailov, Monika Novkovikj and Gordan Vitevski

This research project is a collaboration between three young architects, all recent graduates from the Faculty of Architecture of the University Ss. Cyril and Methodius in Skopje, who together are ‘making their first steps on the architectural and cultural scene in
Macedonia’. This project, currently in its early stages, is charachteristic of their shared
interests and working methods, developing their ideas through various tools: from long
discussions to precise, conceptual physical models and drawings. With a selfproclaimed common interest in the ‘possibilities of a better city’, they started collaborating
on competitions and projects. Here, they investigate the notions of the traditional family
home, as seen through an analysis of spatial themes in the plays of Goran Stefanovski.
Thier project is exhibited as an installation incorporating one of the gallery windows,
looking out onto the Debar Maalo neghbourhood in Skopje, which is the basis of their
study, and itself an area of the city often reflected upon in Stefanovski’s works. (D.S)
The decision to demolish a house for the purpose of erecting another in its stead is
a common urban situation. Although slowly changing the image of a neighborhood
and the image of a city, this decision strongly challenges the relations between the
members of a family. It confronts their different perceptions, values and ideas of what
makes a home, and with that, notinos of tradition and belonging. On the other hand,
it places the architect in the position of an observer of the phenomenon of city growth
from within, i.e., through the eyes of its dwellers. What does a house mean? What are
the intrinsic values upon which the concept of a house is built?
Goran Stefanovski is a London-based Macedonian playwright, screenwriter and essayist. He dissects these issues in his plays (Wild Flesh, The Black Hole, The False
Bottom...) through the souls, words and actions of the members of a traditional Balkan
family. This research analyzes the daily events of Stefanovski’s protagonists reflecting
on the socio-political context. They are faced with the fear of losing what they have
built: space and memories. Building upon their inner conflicts, we compare their story
with the author’s personal story and doubts. Placing the same dilemmas in a contemporary setting, we try to anticipate and rethink the idea of a house as an architectural
artifact and socio-cultural construct. On a territory in continuous transition with an uncertain end, time of migrations and escapism, this research challenges the concept of
a “family house” in Skopje. We present stills and thoughts, physical traces of a house,
a neighborhood and a city - in perpetual transformation. (V.D. / M.N. / G.V.)

City Cutouts
Slobodan Velevski, Marija Mano Velevska and Ognen Marina

This project is part of a larger research and design initiative, including an initial process
of mapping the city which developed into a series of interpretive ‘imagination maps’,
which then served as stepping stones towards defining urban design strategies for the
future growth of the city. The mappings and proposals were developed for 7 different parts of the city: Aerodrom, Bunjakovec, Cair, Hrom, Rasdnik, Taftalidje and the
area of the Transport Center. The studies and projects are the result of a collaborative effort between the three tutors who led the design studio, the assitants Gordan
Vitevski and Mika Dokuzova, and 21 final year students from the Faculty of Architecture
of the University Ss. Cyril and Methodius in Skopje, together with colleagues from TU
Delft: the Chair of Methods and Analysis and the tutor Klaske Havik and 6 students
from the ‘Transdiciplinary Encounters’ elective course. While the exhibition focuses on
the research/mapping aspect of the collective work, the urban proposals are shown
in the accompanying publication (entitled Skopje 2014: Patterns of Growth), a sample
of which is included in the exhibition. (D.S) With an intention to better understand our
material present and to clearly visualize its future, the city is observed through spatial
sequences, focusing on distinguished fragments, or CUTOUTs of the city that resemble
the overall vision, the idea, the strategy and even ideology of the city. The CUT OUT
is a specific piece of land that might be considered an urban island (a city within the
city), but also refers to the whole (the city) understood as an archipelago of islands that
polemically establish relationships among themselves. The potential of the CUTOUT
is recognized in the ability to embrace the valence of the cross disciplinary reading of
spatial assemblages that connect architecture and urban scale and in that manner link
social aspects with aesthetic values and pragmatic concerns of space. The exhibits
present a part of the work conducted in the Design Studio at the Faculty of Architecture, University St. Cyril and Methodius. entitled Skopje 2014: PATTERNS OF GROWTH.
The architecture of the city is being investigated through 7x1.5km2 CUTOUTs of the
city of Skopje, following the key attributes of cityness: from territorial analysis to spatial
imagination, using mapping both as a descriptive and a prescriptive tool in creating a
strategy for the city - a way of seeing, exploring and tracing the contemporary narratives of urban space. (S.V/ M.M.V / O.M.)

monuments and actions
Exhibition Space 3
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DAMNED IN WHITE
Damjan Momirovski
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exhibition Space 3
a. Damjan Momirovski
b. Gjorgje Jovanovik
c. Minas Bakalcev
d. Filip Jovanovski

Damjan has frequently brought me his books on Skopje. He is generous with his knowledge of the city and its architecture. His passion for the city and his appreciation of its
modernist heritage (of which he always speaks as the shared heritage of the citizens
of this city), can also be seen in some of his other, more personal investigations. This
project is a survey and mapping of the ‘partizan monuments’ around the city - the
monuments built as tributes to the victims of the Partizan resistance movement of WWII,
erected during the era of former Jugoslavia. The author redraws the monuments, giving
them an almost comic-like appearance, negating thereby their heavy materialty (usually stone), perhaps as a reflection of their status as virtually ‘forgotten monuments’.
An accompanying booklet consists of photographic documentatino of the onuments,
including their commemorative plates. Amidst the recent wave of monument building (the appearance of numerous, large monuments all over the city, particularly in the
city centre), these more humble and, artistically speaking, valuable sculptures from a
negated past, are now in poor condition. Damjan Momirovski’s caring eye can perhaps
help these ‘true monuments’, from being abandoned to oblivion. The work includes a
short text in the form of a very fine poem, an ode to the victims being commemorated
by the various ‘forgotten’ monuments. (D.S.)

The Beheaded
Gjorgje Jovanovik

The continued neglect of the monuments from the period of the National Liberation War
in Macedonia (as part of former Yugoslavia), developed in parallel with current policies
aimed at minimizing the importance of the role of the Partizan movement in this country. A large number of monuments and commemorative landmarks, including the busts
of national heroes, were destroyed; instead of functioning as places of remembrance,
they have become symbolic places of our disrespect towards an extremely important
part in the history of our country.
The Beheaded is an urban action, first performed in 2012 in Skopje. It is still in process,
as an ongoing work whose goal is to mark, to highlight and commemorate all the places in Macedonia where these busts were either damaged or completely destroyed - in
order to speak about our relationship to our own history and the legacy and importance
of the anti-fascist movement in our country. (G.J.)

11 Theses about GTC
Minas Bakalcev

One of the city’s key modernist buildings, the City Commercial Centre GTC (Gradski
Trgovski Centar) is a building resulting from a competition winning project designed by
renowned architect Zivko Popovski and his team of collaborators in the 1970’s. One
of the key urban artifacts, It occupies a vast territory in the middle of the city centre,
adjacent to the main city square. With its porous quality, alignment with and integration
of the city’s main axes, the building is essentially based on a modernist interpretation
of the old (Turkish) city quarter, with its numerous shops and market-like structure.
The GTC plays an important role within the social fabric of the city – something recognized and appreciated by everyond. People walk through it, shop in it, meet there
with friends for coffee, dinner or a film at the cinema – everyone has vivid memories
related to this building. As a result, it has a unique place in the collective memory of the
citizens of Skopje, which explains the intense campaign for the protection and preservation of its original and authentic form, in the current cultural context in which many
other valuable examples of modern architecture have already been defaced or lost. The
GTC building has somehow symbolically become like a fortress or resistance - the last
stronghold, which the citizens are not prepared to give up.
In the above-mentioned context, the Macedonian Association of Architects, together
with a particularly dedicated group of citizens and civil activists, organized a series
of events opposing the government policies and intentions to re-dress the building in
a neo-Baroque façade which would also enclose the building, transforming it into a
purely commercial, mall-like structure. Such a transformation would negate not only
the building’s authentic modernist visual expression, but also deny its porous qualities,
which with its large percentage of public space (around 60%) currently enables it to
function like a ‘city-within-the-city’. The most vivid civil activist events were highlighted in the campaign entitled ‘We Love GTC’, with specific civil actions such as ‘Go
Guskame GTC’ (We are Hugging the GTC), in which citizens of Skopje encircled the
building with joined hands, in an action based on the idea of ‘embracing’ the building
and symbolically ‘protecting’ if from the threat of seemingly irrevocable change.
Prior to the recent public referendum in relation to the proposed changes or preservation of the building’s original form, ten architects and cultural theorists were invited
(by the artist /curator duo Filip Jovanovski and Ivana Vaseva) to participate in a public
debate regarding the qualities of the building, each formulating their thoughts in the
form of 11 theses regarding GTC. The resulting discussions and public debate was
subsequently documented in the form of a book, entitled 111 Theses for GTC (111 Tezi
za GTC), edited by Filip Jovanovski and Ivana Vaseva, and published in spring 2015.
As one of the invited participants Prof. Minas Bakalchev, the Dean of UKIM’s Faculty
of Architecture in Skopje, participated with his own reflections on ‘living with GTC’, as
developed through his 11 theses. Through these ‘11 theses for GTC’, Minas highlights

the urban qualities of this particular building and its role withiin the city, as well as in
his own life – being a place where he has lived for about half a century (in one of the
five residential towers by A.Serafimovski, integrated within the GTC complex). Each of
the 11 theses is accompanied by a visual reference to a related building / idea / place /
spatial or urban quality, ranging from a scene in Fellini’s ‘Amarcord’ (showing the communal celebration of the arrival of an enormous ocean liner), plans of Diocletian’s Palace in Split, to images of Cedric Price’s “Potteries Think Belt’ and ‘Fun Palace’projects.
This work consists of a framed composition of a series of A4 sheets, one for each of
Minas’ 11 theses, combining the text with the related visual reference for ech thesis.
The 11 thesis for GTC are introduced by a short text (also by MInas Bakalchev, and
again borrowed from the abovementioned book) which describes the reflections behind
the thesis regarding the qualities and potential of GTC, as a form of shared authorship:
The work entitled ‘When the City Blossoms’, although exhibited in a different gallery
space at SIA, accompanies and complements Prof. Minas’ reflections on living with
GTC, as a personal addendum to the more academic reflections on the architectural,
urban and historical values of the GTC center presented in the work ‘11 Thesis about
GTC’. The project ‘When the City Blossoms’ consists of a series of photographic observations, co-authored with Violeta Bakalchev during their daily walks in the immediate
vicinity of their home and the GTC complex, which document the architects’ discovery,
amidst their everyday surroundings, of a parallel dimension in a world of self-growing
plants and flowers, whose sudden and ‘almost miraculous’ emergence from amongst
the gaps and cracks between the concrete surfaces of the ruinous city, is interpreted
as a sign of hope and regeneration for the city of Skopje, in a time of deep crisis. (D.S)

To Die of Love (MOURIR D’AIMER) *
Filip Jovanovski

The project “To Die of Love” shows our love for the city of Skopje, through our struggle
for it. The project symbolically represents various attempts to defend the city from the
intentions and endeavors of the current government and political elite over the past
nine years (2006-2015), to endanger the public space and cultural memory of the city,
which resulted in a series of collective activist practices as a recognizable, authentic
form of civic resistance.
The work consists of 4 actions whose goal is to unite memories of the city; two of
these actions were performed in a private room (the artist’s apartment) while the other
two took place in public spaces of the city. In this work, the dichotomy of publicprivate becomes the one and only space where the author’s personal ‘space for living’
(his studio/apartment), has been spatially and programmatically remodeled into a
‘space of struggle’. Through this process of transformation, the boundaries between
public and private, and between the official/visible and the unofficial/invisible memory
of the city, (as expressed through personal experiences / struggles / civil actions to
rescue the city0, have been erased. This project shows the following four actions:
1. Remembering July 26, 1963. Photograph of the action taken on 26.07.2013 on the
occasion of 50 years from the Skopje earthquake; the location is a private terrace
belonging to an appartment in a building on Maxim Gorky street, Skopje (the artist’s
home).
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* visual and discoursive presentation Curatorial Platform (Zagreb),
Ivana Meštrov and Ana Kovačić

The idea of this display of long-term, research projects, has been built
on several terms: equality, collective, reading group, politicality, based
on several ideas of the French phylosopher Jacques Ranciere, published
in several books.

* video - Group ABS (Zagreb, Rijeka, Krk)

The desire to delve in and think more of his concept of subjectification
or the thing that emerges as a result of emancipation explained as
“escaping from a minority”, which inevitably includes a process of creating
a “rupture in the order of things” is something that connects this set
of projects in a group1.

* mini-installation - The Ignorant
Schoolmaster and His Committees (Belgrade),
* installation - Open Archive
Daniel Serafimovski (Skopje, London)
* installation - LIVING LIBRARIES,
process – research – interpretation”,
Ivana Vaseva and Filip Jovanovski (Skopje)

*1 Bingham Charles,
Biesta Gert, Jacques Rancière
Education, Truth, Emancipation,
London/New York: Continuum,
2010, p. 32-49

In the frames of an educational process and in a form of the presented
projects, this elaborated thought emerges in a sort of step forward towards
more practical contemplation about subjectification. Still, the display in this
structure is just an attempt to “read” certain practices in terms of Ransiere
on a more general but supportive level while the same projects open a set
of other questions and realms that contain other depths of “escaping from
a minority”.
Within this collection of different archives, there are several practices such
as: the annual research of the Curatorial Platform of Arts and Industries
(arts/autonomous artistic world, and heteronomous at the same time),
ABS’s deconstruction of the supreme position of the professor (Jacotot
as an example of true emancipation, the relations of the education authority
which must be dissolved), the process of subjectification and emancipation
(The Ignorant Schoolmaster and His Committees), alternative form
for cultural exchange and sharing (Open archives, Daniel Serafimovski),
the “LIVING LIBRARIES” as a process, survey and self-education.
All together, these separate archives are reexamining the relations, constellations and correlations, taking the previous discourses in consideration
and re-evaluating them in the present times. They are part of a huge library
of knowledge as Borges’s narrative “Babylon Library” where the world has
been visualized as a great library which contains all the books that ever
existed, in different volumes and formats, and at the moment we are exactly
on this particular part, reading with great focus and concentration the books
we are supposed to know by heart.

THE PROJECTS

* Visual mini presentation of the Practicum of the Curatorial Program module of the curatorial workshop “Correlation of Art and Production” 2013/2014 which resulted in an exhibition titled “Male Worker Female
Worker / Male Artist Female Artist” at the Curatorial Platform, Zagreb.
Ivana Mestrov (Slobodne Veze) and Ana Kovacevic (“Miroslav Kraljevic”
Gallery) will present the works of “Curatorial Platform” and one of its
segments –The Practicum within the exhibition.
The exhibition and the edition “Male Worker Female Worker / Male Artist
Female Artist” deriving from the “Custodian Platform” Practicum –
A program aimed at providing additional theoretical and practical education
in the field of contemporary art and has been held in Zagreb from 2008,
under “Slobodne Veze” led by the historians of arts and curators,
Michaele Richter and Ivana Mestrov.
The works of the concrete research project is part of the curatorial program,
providing the participants with access to the possible methodology, technical and theoretical tools related to the conception and the realization
of exhibitions/projects in the field of contemporary art.
The Practicum 2013/2014 has been designed in partnership with the
“Miroslav Kraljevic” Gallery (www.g-mk.hr) and was conducted at two
levels: via reading groups led by Ana Kutlesa, member of the BLOC organization and research group work on sub-topics, created and led by the
curator and head of the “Miroslav Kraljevic” Gallery, Ana Kovacic. The goal
of the Practicum was to instruct the participants in concrete research within
preassigned topics:The correlation between art and production.
The researches of the four groups of participants have led to the creation
of draft studies on this topic and they serve as an introduction into further
surveys of these particularly wide and complex subjects.
Besides the presentation of this project, Ivana Mestrov and Ana Kovacic
will present a selection of articles from the “Cultural Worker” magazine that
features some of the aforementioned topics. “Cultural Worker” was published
from 1948 till 1991 by Prosveten savor from Croatia, with an agenda oriented towards the worker’s culture and its theoretical context as well
as the emancipation of the workers through culture.

* video documentation of the project “ABS Practice Imagined as
a Class Struggle Within the Highly Educated Art Class” of the ABS Group
performed at the Academy of Applied Arts in Rijeka, titled “Class Struggle
in Painting Classes” (2012).
Along with acting in the field of visual arts, the ABS acts in the complicated
pedagogical relation “teacher – others”. The members of the group
are part of the institutional educational process: Alan Alebic is a docent
with the Academy of Applied Arts in Rijeka, and Ivica Blazic was a third
year teaching fellow from 2009-2012 with the same Academy in Rijeka,
and Ivan Svkrce is a teaching fellow with the Fine Arts Academy in Zagreb.
This status defines a mediator role in the process of transferring knowledge
among their superior professor status and that of the students, making them
face two key issues: the way the higher educational institutions operate
in the wider, European context, in a time when there are visual, cultural,
gender, neocolonial and interdisciplinary studies, that is completely different
from the expected education the students should acquire, in order
to be able to face the current cultural and historical moment within which
they realize their artistic identity.
On the sidelines of the project, titles “Class battle in the painting practice”, the
ABS group has decided to perform an autocritique of its own practice, thus
incite institutional educational introaction within the same student program.
Through the tactics of introversion, they have switched their positions
as assistants with the subjected role of the posing model and by using their
own bodies, they have been tried to set an exemple. Therefore, instead
of posing as models, as the contrapost mode of Apollo of Belvedere, they
offer simulations of various performances of neo-avantgarde and postavantgarde artists from the ex-Yugoslav countries and the world.
In the process of knowledge transfer within an institution, where the apprehention emanates from the prism of the empirocentric act, the ABS group
recognizes the symptoms of certain historical discourse, whose matrix
facilitate the aprehention process.
With this posing act they incite the question: who has the right to set exemples
in the teaching practice- because setting exemples is very important, afectatious event which allows tranformation of the art practice into a creative practice. By introducing this practice, ABS group aims to simulate collaborative work
with the students. The supervisors are put in a position of meeting the needs
of the students in this concrete cultural-historical moment. The intevention
within the educational process of the institutions has been handled by voluntary
cooperation between the students, with permission of the supervisors, primarily
because the sitting has been perceived as art.
This project has been launched in Milan at the Nuova academia di belle arti
within the Learning Machines project, in Rijeka at the Academy of Applied Arts
and in Ljubljana at the Faculty of Fine Arts and Design, whereas the works
have been showcased at the CIZ Gallery in Rijeka, the Museum of Contemporary Arts in Zagreb, NABA Milan, Gurini Gallery and MAKRO in Rome.

* installation of the project “Living libraries, Process – ResearchInterpretation” by Filip Jovanovski, Ivana Vaseva
This mini-installation represents a moment of the process and research
within the project “LIVING LIBRARIES: Archives of Civil Disobedience”
which took place in the course of 2014 in Bitola, Tetovo, Gevgelija, Prilep
and Kavadarci. The installation consists of reading sessions, productions,
discussion groups, library of books and video data of public events.
Its aim is not to present the working process, but to open the archive
for new lectures and interpretations, estimates, which revive reality
by establishing physical contact with the archive.
* INSTALLATION of the project “Open Archive” of the architect
Daniel Serafimovski
OPEN ARCHIVE is a project by Daniel Serafimovski (arkitekt MAA and Senior
Lecturer at the Cass School of Art, Architecture and Design, London Metropolitan University), a collaboration with Serious Interests Agency (SIA),
Skopje.
OPEN ARCHIVE is an art-architecture archival project first exhibited as an
installation at the Museum of the City of Skopje (06.05.-01.06.2014) as
part of BIMAS 2014, XVII Macedonian Architecture Biennale. The exhibition
started with an Open Call to the citizens of Skopje, to contribute material
towards an archive whose aim is to slow down the process of the loss of
collective memory about the City of Skopje. The archive is also intended as
an alternative platform where various research and documentation related to the city (and in particular in relation to its architectural and cultural heritage) could be gathered, archived, shared and made available for
discussion and debate, critique and reflection. Skopje is a City which has
undergone a series of traumatic transformations – including the devastating
earthquake of fifty years ago, the socio-political changes at the beginning
of the 1990’s, and the more recent interventions that define ‘Skopje 2014′
project. The city is fast losing its sense of identity, with numerous valuable
buildings rapidly replaced or transformed beyond recognition. The city’s rich
modernist heritage, entire areas of the city and its general spirit are under
threat, and a general sense of loss and powerlessness is ever-present. In
this current climate, the need to unearth, gather, document, collect and
share research to enable critical thinking regarding the disappearing city, is
a form of action/ reaction to the present reality.
For the duration of the initial exhibition of the Open Archive at the Museum
of the City of Skopje, the Open Call was open to architects and urbanists,
to artists and writers whose work has been informed or inspired by the city
and life within it – but also to ‘ordinary’ citizens who may have developed
a particular independent interest, formed a specific collection of books,
photographs, maps or postcards. The collected material of the incrementally growing exhibition, was displayed on a long central table and two long
walls within the installation. The exhibition ‘concluded’ with a Public Debate,
a ‘performance’ element adding to the interactive and discursive ambitions
of the project and exhibition format. The participants of the debate included
Risto Abramovski, Minac Bakalcev, Nikola Gelevski, Svezdan Georgievski,

Vlatko Korobar, Ivan Mirkovski, Maksim Naumovski and Daniel Serafimovski.
The conversations regarding the planned third phase of the project, the
publication of a City Book (a book about the city, to include a selection of
the collected work from the Open Archive), have been ongoing since the
exhibition, and the project has continued to grow, with new contributions
and ideas for its expansion and further development.
The current inclusion of the Open Archive as part of the project ‘Zivi Bibilioteki’, curated by Filip Jovanovski and Ivana Vaseva, dislays a selection of
the collected material in the forms of files, book, drawings, photographs,
maps and other works as part of an installation resembling a public reading
room sited within the gallery space of SIA, the Serious Interests Agency in
Skopje (and currently the ‘permanent home’ of the Open Archive). A further
exhibition in Skopje, during summer 2015, will include research projects
conducted together with students from the Architecture faculties of the University of St.Kiril and Metodij and the UACS in Skopje, where Serafimovski is
currently a Visiting Professor.
Contemporary art has an intense interest in the archive, both in a literal
and a metaphorical sense. This ‘archival impulse’ as Hal Foster calls it,
raises questions regarding the possibilities of truth, testimony and mourning through the archive. The work of artists such as Gerhard Richter, Ilya &
Emilia Kabakov, Benrdt and Hilla Becher illustrate the powerful potential of
the archival form as a witness of the artist’s research and creative process
(Richter’s ‘Atlas’), or as a depository for both realised, unrealised and unrealiseable / utopian projects (Kabakov’s ‘The Palace of Projects’ or ‘Momument to a Lost Civilization’).
Aldo Rossi’s theory of ‘Analogolous Cities’, regarding the complex relations
between the personal and the collective, and the city as a true collective
work of art, underpins the Open Archive project . The city is a living archive
of the art and architecture of its people, its culture and soul. In order to
enable a true sense of historical continuity, each layer and dimension of the
city deserves to be researched, documented and appreciated, rather than
erased and denied. Focusing on one hundred years of the city of Skopje,
this archive project is an invitation to fellow citizens.to participate in a collective effort of its re-evaluation.

- MINI - INSTALLATION self - education bulletins published in the course of
2011, 2012 and 2013 by The Ignorant Schoolmaster and his Committees in
Belgrade.

***The group ABS from Croatia, during this day, is visiting the Faculty of
Fine Arts in Skopje within the drill lessons held by the teaching fellow
Slobodanka Stevceska, M.A. (Paining Program of Studies) in the frames
of their project “ABS Practice Imagined as a Class Struggle Within
the Highly Educated Art Class”
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Ivana Mestrov is an art historian, curator and one of the founders of the organization for contemporary art practices “Loose Associations”, active from 2006 to 2009.
She works as a teaching fellow at the Art History Department with the Faculty of
Philosophy in Split. Together with the art historian Michaela Richter, she has lead the
educational project “Curatorial Platform” from 2008, she edited the issue “Life of Art”
on the subject “Fragments of Curatorial Discourse” (85/2009) and they also curated
together the educational platform at the international exhibition of graphic design and
visual communications “Zgraf 11 - EduZgraf” (2012).
Individually or collectively, she curated a big number of solo and group exhibitions
and video programs in Croatia and abroad, and among the most important exhibition
cooperations are the following: Biennale of Mediterranean Young People – Mediterranea 16 (Errors Allowed), Monte Vanvitelliana, in Ancona in 2013; A City at Second
Sight, “Galzenica” Gallery, Velika Gorica, 2013; Every House Is an Island, grey area,
Korcula, 2013; Videohorizon, Instants Video, Marseille, 23013 and Mediteranea 16 in
Split, MKC, Split, 2013.
She cooperated on the program of the audiovisual festival Momjano Vizura aperta
from 2006-2010. She regularly publishes articles in the fortnightly for social and cultural events “Zarez” and the Third Program of the Croatian Radio.
Ana Kovacic is a curator who works as a Manager of the “Miroslav Kraljevic” Gallery (www.g-mk.hr). As a collaborator of Delve Institute for duration, location and
variables), she worked as a researcher of the segment “Thrown Out from the Crowd”
from the exhibition “Political Practices of (post)Yugoslav Art” in Belgrade in November and SKUC in Ljubljana, in December 2009. Together with Zana Saskin, author of
the exhibition „Ho(w) to“ and “Darling, Sorry I’m Writing This Late” (Focus Group)
in the “Yogurt” Gallery in AKC Medika. She worked as external associate on BLOC
and Oangolin Studio projects. In 2013 and 2014 she was head of the Practicum
within the Curatorial Platform program and was engaged as an external associate of
the Galzenica Gallery in Velika Gorica on the programs for 2012 and 2013. She is a
journalist of the TV program “Transfer” on HRT 3 TV and editor of “Visual Culture” of
the fortnightly “Zarez” (together with Tihana Bertek). She lives and works in Zagreb.
Curatorial Platform is a project launched in 2008 and aimed at enabling additional theoretical and practical education in the field of contemporary art. It is
dedicated to deepening the knowledge of the contemporary national and international
visual art and also to meeting and working with the protagonists of the art, curatorial
and cultural stage in Croatia and the world.
Through this program, the participants are directed towards implementation of the
acquired theoretical knowledge in practice and stressing out the netting and collaboration between close, but not enough connected artistically and socially – humanitarian professions and their overlapping in professional cultural acting nets.
The work on collective exhibition project is an inseparable part of the curatorial
program, enabling the participants insight in the possible methodological, technical and theoretical tools connected with the concept and realization of contemporary

art exhibitions. http://www.kustoskaplatforma.com/ABS Group was created as a
critical platform, active in material practice in the field of political contraindications
of the contemporary Creation painting, art and possibilities for transitional culture
and society. The members of the group are Alan Alebic (1976), Ivica Blazic (1975)
and Ivan Skvrce (1980). They graduated in 2003 from the Academy of fine Arts in
Zagreb, majoring in painting. They have just finished their collective master studies
at the Academy of Fine Arts and Design in Ljubljana. They live and work on the route
Zagreb-Rijeka-Krk. They are winners of this year’s award
for the best young artist of the Croatian Association of Fine Arts in 2008. Alabic is
a docent with the Academy of Applied Arts in Rijeka, Blazic was a third year teaching fellow from 2009-2012 at the Academy of Applied Arts in Rijeka and Skvrce is
a teaching fellow at the Academy of Fine Arts in Zagreb. Such status defines their
mediator role in the process of transferring knowledge between the superior status of
the professors and those of the students.
Ivana Vaseva (1984, Skopje) graduated from the Faculty of Art History at the University of “St. Cyril and Methodius” in Skopje in 2007. She was one of the participants
in the project “Unschooled Knowledge”, collective self-education in art and culture
and she specialized in the field of curator at the Curatorial Program (2011/2012) at de
De Appel Arts Centre in Amsterdam, Netherlands.
The focus of her curator interest in the last few years, refers to reinvestigation of
the role of the art in the broader social and political and economic system and its
potency and potentiality towards stimulation of changes (at least emotional and
speculative) in various contexts. The reinvestigation of this relation enfolds on one
hand through the connection of the contemporary researching art practices and
multidisciplinarity with education, and on the other through development of discursive
projects that directly reflect to political and economic and social relations where art
acts.So far she has curated the exhibitions: You made me so sad. Now that doesn’t
have anything to do with you (Mobile/installation gallery of CAC, 2014 Skopje); “MSU
has donkey ears”, exhibition/installation, curated within the frames of the special
installation 2000s FOR INDEPENDENT – based on real stories (Jane Calovski, Hristina
Ivanoska) (MSU, 2014); FIVE VARIATIONS OF STATIC: SILENCE (urban jazz bar Mojo,
Skopje, 2013), curator of the projects “Artists and Dictatorship” (2013, skopje), SKOPJE: THE ULTIMATE GOLDEN COLLECTION OF PERSONAL MEMORIES 1960 -2010
vol 1 (Skopje, 2012), regional conference ‘MEMORIES OF A CITY: Microutopias and
Realities” (Skopje, 2012) and other projects and group and solo exhibitions.
Filip Jovanovski (Bitola, 1979), visual artist. Graduated from the Faculty of Architecture in Skopje (2010). Became M.A. at the Faculty of Fine Arts, Painting Department in Skopje (2012). Participated in several group exhibitions: Biennale of Young
Artists (2009/2011/2013); SEAfair (Fair of electronic arts) – Contemporary Arts Museum Skopje (2010); FestivalPerforacije Zagreb (2010); Festival of Synchronized Cities 92010) and other video and theater festivals in the country and abroad (Pristina,
Zagreb, Belgrade, Tokyo and Ljubljana). Created about 20 scenographies for theater
plays, video and documentary projects. Winner of several awards for design, scenography and video, as well as the award for best scenography at the Festival Vojdan
Cernodrinski in Prilep (2010), and the award for young painter DENES 2013. He represented Macedonia at the Prague Quadriennale for stage and space design (2011).In
his works, he explores the frontiers between various media and their interdisciplinary
link – the theater, the video, the film and the special installations. His works present
transformation of political and social categories in special paintings.
From 2007 on he has been art director of the contemporary art festival AKTO in Bitola, and he also one of the founders of the Initiative COOPERATION (2012-), initiative
for new art tendencies in contemporary culture, and JADRO 92012 -) the association
of the independent cultural stage.

He also works as a curator of interdisciplinary projects.
Daniel Serafimovski was born and lived in Denmark, and from 1997, he lives and
works in London. Serafimovski graduated from the Architectonic University in Edinburgh. He finished his postgraduate studies from the The Royal Danish Academy of
Fine Arts, Schools of Architecture, Design and Conservation / School of Architecture
in Copenhagen, within he studied at Istituto Universitario d’Architettura in Venice, Italy.
He is Senior lecturer on projecting and history and theory of architecture at London
Metropolitan University (today known as Sir John Cass Faculty of Art, Architecture
and Design) where he teaches from 2002, and where he runs Postgraduate Design Unit in a past few years. He taught at several faculties in Great Britain (Oxford
Brooks; University of Nottingham, etc.), and in 2008 he was visiting professor at
Korean National universities for art and architecture in Seoul. From 2000 he teaches
occasionally at The Royal Danish Academy of Fine Arts, Schools of Architecture,
Design and Conservation in Copenhagen. Right now he is visiting professor at the
Faculty of Architecture at “Ss.Cyril and Methodius” University and University American
College in Skopje.
Despite his academic activities, Daniel Serafimovski founded his own architectonic
studio in London from 2002, and previously he worked in a well known architectonic
studios in Copenhagen and London (Henning Larsen, Poul Ingemann, David Adjaye).
In 2012, he has been participating in “Conversation Pieces”, artistic and architect
project in the public space in London (together with his students and the architect
Pierre d’Avoine , also with the artist and architect, Poul Ingemann ) supported by
GLA, Greater London Authority, during the Olimpic games. Then, in 2013, he won first
prize at the international competition Danish Built Challenge and Nordic Innovation Award.
In his work its reflected his interest in the relationship between architecture and
contemporary art. His exploratory interest and approach are expressed into his working methodology as an architect, also in his pedagogic approach as an educator.
He has been participating at international conferences with his own scientific work
and simultaneously in creating of the cultural program (public lectures and exhibitions) at the School of Architecture - London Metropolitan University. He writes in the
architectonic magazine “Arkitekten” in Denmark, also he is interested in photography,
video and different types of creative documentation. He has been researching about
the work of specific architect and buildings (Joze Plecnik in Ljubljana, Luigi Snozzi in
Monte Carasso, Ticino). The research on a City of Skopje, “Open archive” is expression of his interest into architectonic culture of different societies and its cities, and
within that context also the importance of historical flowing and collective memory.
The Ignorant Schoolmaster and His Committees is a place of self-education
and a public library – archive of texts, periodics and books from Yugoslav humanistic.
The need for collecting, classification, critical rereading of key texts and books from
Yugoslav humanistic originates from three reasons: it includes social and political
alternative of the current system in Serbia, and globally as well. Their critical rereading is essential for the development of not dogmatic, critical, political thinkers who
reflect the current processes and happenings in the social and political and economic
life in the region. Further, Yugoslav humanistic is out of the educational and intellectual attention in all countries, successors of former Yugoslavia, and without it it is not
possible to understand the whole twentieth century of Yugoslav people. Humanistic
philosophy, as a discipline, is pushed out to the margins of the current university
knowledge. http://www.uciteljneznalica.org/

LIVING LIBRARIES: Archives of Civil Disobedience is a long-term curatorial project,
a process of collecting and distributing literature, which refers to civil participation,
activity and reaction, via donations of individuals, representatives of non-government
sector, organizations and associations willing to act in the direction of building open
and contemporary democratic society. The living library presents an open collection
of collective knowledge, formed by citizens themselves. It is continuously growing and supplementing, reconsidering the idea about the “knowledge” and how it is
manifested under conditions of radical changes in social and political context.
At the same time, the individual understanding, public expression of attitudes and
participation, through choices and donations of books related to a preferred topic
are the basis that contributes in the shaping of the content of the “living” library
but, simultaneously becomes evidence of the collective understanding of the actual
circumstances and creates critical discourse towards the same. Briefly, the Living
Library generates new forms of civil association and functions as an open platform
promoting a principle of direct democracy.
In its last stage, the process of realization of the project means creation of alternative corner, physical space in the Scientific Institution Cultural Center – Bitola, that will
exist independently as public debating space, efficiently and free of charge spreading of knowledge, using different forms of distribution of the same via new media,
reading groups, workshops, and the same will offer accessibility and possibility for
democratic approach to ‘subversive’ literature not used in official university curriculums and libraries. For the needs of the project LIVING LIBRARIES: Archives of Civil
Disobedience, a public invitation has been published, to all those who would like to
donate and share books they find especially important to read and discuss in the
today’s social and political context. http://zivibiblioteki.wordpress.com

Part of this display are:
28.11. 2014/ 12h/ Serious Interests Agency (SIA)
debate/ open reading group regarding the work of a Curatorial Platform from Zagreb
and one of its segments – Practicum (Ivana Mestrov, Ana Kovacic)
Title: Male Worker Female Worker / Male Artist Female Artist
Reading group text: from the magazine “Kulturen Rabotnik (Cultural Worker)”, which
was published from 1948 till 1991 by Prosveten sabor from Croatia, with an agenda
oriented towards the worker’s culture and its theoretical context as well as the emancipation of the workers throught culture.
29.11.2014/ 21h/ CAC Mobile/ Montage Gallery
- Presentation of the collaboration of the Group ABS from Croatia on the Faculty
of fine arts in Skopje within the drill lessons held by the teaching fellow Slobodanka
Stevceska, M.A. (Paining Program of Studies), as part of their project “ABS Practice
Imagined as a Class Struggle Within the Highly Educational Art Class”

The Politisation
of Debris*
EXHIBITION BY
Kristina Bozurska
and Zorica Zafirovska

Image:
Behind the Red Line
Zorica Zafirovska, 2014, drawing on paper,170x120cm
* The exhibition title was proposed by Blanca de la Torre

The Politisation of Debris*

OPEN CALL

Towards the end of 2014, an Open Call was announced inviting young
visual artists to propose their art works for participation in a public exhibition
to be held in the gallery spaces of Serious Interests Agency (SIA), in Skopje.
The main purpose of this Open Call was to enable the potential participants
in the exhibition, to propose a constructive and creative response to specific aspects of the local context of our city, Skopje, in Macedonia.
The international jury commission comprised the following members: Petra
Bischof of Art∡ngle; Blanca de la Torre, a curator at the ARTIUM MuseumCentre of Contemporary Art in Vitoria-Gasteiz, Basque Country, Spain;
Marta Popivoda, a film /video maker and a cultural worker based in Berlin
and Belgrade, who recently received the Berlin Art Prize for the Visual Arts;
as well as Dr. Nebojsha Vilik, an Art historian and professor teaching at the
Faculty of Visual Arts at the University St. Cyril and Methodius in Skopje.
The shortlisted artists for the proposed exhibition, selected from the numerous and wide-ranging applications sent in response to our Open Call, were
Kristina Bozurska, Zorica Zafirovska, Goran Menkov, Dusan Pejcev and
Zoran Sekerov.
The final selection of participants in the exhibition, reflects the jury commission’s intention for the exhibition (in keeping with the theme of the Open
Call) to be concieved as a reflection of the current events and conditions in
our city, rather than permitting the exhibiton to become a voice for different
topics as represented by the works of several individual artists. Instead, the
selected works deal with a single issue - the position of the local worker,
which influenced the jury’s decision (with a different number of votes from
the various members of the jury) to select Christina Bozurski and Zorica
Zafirovska’s art works to be presented at this exhibition.
As suggested by Petra Bischof, the selected artworks speak both on a universal and a symbolic level (Bozurski) as well as in a local and direct manner (Zafirovska) for the position of the modern worker, while Marta Popivoda
recognises positions that enable a transformative reading of gender related
themes, creating thereby alternative readings in the creative spheres.

* The exhibition title was proposed by Blanca de la Torre

Jury members comments

Jury members comments

Blanca de la Torre

Petra Bischof

Kristina Bozurska and Zorica Zafirovska are concerned with the issue of
human dignity: Zorica deals with the subject of the human body (the human
being) directly, while Kristina deals with the subject through the wasted
object, through the debris of discarded, man-made objects.

Kristina Bozurska’s three works can be seen as a triptych. All three works
deal with the anonymity, or even the invisibility of workers. The pile of used
and dumped gloves, used like a ‘pars pro toto’, where a part of something
is taken as representative of the whole (a pair of gloves for one worker),
seems to symbolize this anonymity. The invisible man, as a silhouette of
words, is yet another worker, hands in pockets, with a robust, sturdy body,
dressed in simple clothes.

Kristina Bozurska speaks through the objects of human waste, through
the leftovers where traces remain, producing works that speak through a
forsaken humanness. She employs garbage to question today’s consumer
society and issues of mass production; in this instance, the discarded items
are directly represented in a series of paintings depicting workers gloves,
quite worn out and eroded. Perhaps disposal objects can have more meaning than others. Waste has more life, more character than objects which
haven’t yet been used, especially when it comes to items related to work.
Zorica Zafirovska’s artistic work deals with the ‘disposability’ of human beings; she objectifies the human body as a strategy with which to criticize its
own process of commodification within a social system that dehumanizes
the human being. At first glance, her series of drawings can appear almost
too simple, but it is precisely in their simplicity that their strength resides.
It is through this sense of modesty that the artist’s critical input comes to
the forefront. The drawings speak for themselves, depicting men working
without adequate forms of protection, the drawings make reference to the
current situation of individuals employed to work on various construction
sites in the city, related to the ‘Skopje 2014’ project.
Neither of the artists shows a flair for simple provocation; instead, they
bring to the public debate issues related to the interplay of labor, politics
and economy, revealing the injustice behind certain mechanisms of workers’ conditions within capitalist practices and economies. As a chronicle of
the relationship between maintaining real-estate profits and the enforcement of human rights, the exhibition reveals the perversity of the exploitation
of labor, whereby the individual is assigned to a residual plane. The work
of both artists becomes the witness of this reality, taking the systematically repressive relations of labor as a critical tool, with which to develop an
analysis of the alienation of manpower - a transaction whereby human life
is irrevocably degraded to the status of a neglected object.

The works made me think of the numerous workers who are without any
claim to fame involved in the ‘making of ‘new Skopje’, or otherwise involved
in any construction site in the city. Bozurska’s three works relate directly to
the local context of the city of Skopje, depicting an issue which has already
been addressed – and is now being addressed anew through an art work
(be it directly linked to Skopje or to a more universal notion of the working man). Perhaps this does not represent a particularly new concept or
approach, as such, but it is nevertheless convincing in its simplicity and
directness.
The paintings show a clear line of the brush, and are well-composed, while
the “Used and Dumped” painting, revealing aspects of photo-realism, is
impressive through its dimensions and attention to detail. The paintings,
together with the pencil drawing on the wall, have a poetic - or better still,
an aesthetic quality - regardless of the profane object/subject matter.
Zorica Zafirovska’s work entitled ‘Behind the Red Ribbon’ is a direct response to Skopje 2014 and critically reflects the neglecting of human rights
of the construction workers – namely, the right to work under safe conditions. The faster and cheaper the buildings and monuments of Skopje 2014
are built, the better (for the commissioners), while basic security measures
for the workers are being seriously disregarded. Zafirovska’s work is, in this
sense, the most direct reaction to the present city-context of Skopje.
The drawings of the construction workers have a playful, light touch,
reminiscent of children’s drawing books or of the kind of drawing used in
children’s lexicons to illustrate/explain certain words and terms. This ‘sense
of lightness’ is in striking contrast to the seriousness of the themes being
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Marta Popivoda

Petra Bischof continues

depicted by the artist’s works; this inherent tension in the work, is perhaps also
representative of the frailness of the unprotected construction worker. Combining
drawing and text into a short narrative, like an excerpt from a story-book, Zafirovska’s work is easily readable and accessible for the viewer, while conveying
(without being simplistic), a clear, powerful and necessary message.

____________________

The two young artists from Macedonia, Kristina Bozurska and Zorica Zafirovska,
through their artworks, are examining and engaging with the reality of workers in
contemporary Macedonian society. With this gesture, they are (at least for a moment) politicizing a field of interest, which would otherwise be seen by most, as
an uninteresting theme for artworks. The artists comprehend their work as a social
practice, which can act and intervene, or at very least discuss the broader social
reality.
As two authors who are dealing with this significant macro-political topic, they invite us to re-examine our own position, role and complicity with the system within
which we remain ‘Invisible’ (Bozurska), the system which treats us as ‘Used and
Dumped’ (Bozurska)… sending us to oblivion, to the debris of history, somewhere
far ‘Behind the Red Tape’ (Zafirovska).

Marta Popivoda is a film and video maker, artist and cultural worker based in Berlin
and Belgrade. Popivoda received a Masters degree in Film and TV directing from the
Faculty of Dramatic Arts in Belgrade; in 2011, she began an MA in Experimental Film at
the Department of Art and Media at the University of the Arts in Berlin, from which she
received the DAAD scholarship.
Popivoda is a member of the editorial collective TkH Walking Theory, a theoretical and
artistic platform from Belgrade, through which she initiates and participates in local and
international art projects.
Blanca de la Torre has, since August 2009, been working as a curator at the ARTIUM Museum-Centre of Contemporary Art in Vitoria-Gasteiz, Basque Country, Spain.
She had previously received a fellowship at the MUSAC Museum in León (2004), and
collaborated with the First Singapore Biennale in 2006.
She is the curator of numerous important exhibitions, such as: Diálogos; Video(S)torias;
Piel de Gallina. Regina José Galindo; Let’s Spit on the Genius; Time of Emergencies; Montage of Attractions; Of More Than One Voice, and Katarina Zdjelar; as well as
director of projects such as: Biting the Hand that Feeds You, From Here to Everywhere,
Profiling Postcity, UN (Inverse), Deals, Shapes and Void, Midnight in the City, Santiago
Sierra No Global Tour, etc.
Dr. Nebojsha Vilik is an Art historian and Professor at the University St. Cyril and
Methodius in Skopje, Macedonia. In 1989 he defended his doctoral dissertation on the
topic The Subject in the Art of the 20th Century, at the Department of Art History at the
Faculty of Philosophy in Belgrade, Department of Modern Art.
Over the past seven years, he has been researching the topic of ‘Political art’ which
refers to the position of art in relation ‘to /with / by / for’ the social community. He is
author of over 180 articles, as well as eleven books and publications. He has curated
over fifty exhibitions in Macedonia and abroad, and has participated in more than 40
international symposia and conferences.

Marta Popivoda
Petra Bischof is the strategic director of Art∡ngle in Belgrade, Serbia, an independent organization dedicated to the development of inclusive, democratic, and prosperous societies in the region, through active engagement in supporting cultural development. The organization Art∡ngle works primarily in the Western Balkans focusing on
regional collaboration, seeking also to establish partnerships with the wider region, including other parts of Europe. While the civil sector (independent cultural organizations)
is the primary partner in the organisation’s work, Art∡ngle also promotes new crosssectoral relationships and strategic alliances. Art∡ngle was established in 2012, using
the experience of Pro Helvetia (Swiss Cultural Programme in the Western Balkans), of
which Bischoff was the strategic director in Skopje.
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Kristina Bozurska
Project ‘Used and dumped (the working hands)’
Oil on canvas, 300 x 150 cm. 2014

Post-conceptual
contemplationS

Image: Postconceptual contemplation, 2014, ink on paper, 100x70cm

Post-conceptual
contemplationS
by

OPA Professional

is а project by OPA group (Obsessive Possessive Aggression), working
on the borderline of art, media and performance. OPA researches social,
cultural and everyday issues, as well as researching the ways of thinking
and behavior of certain communities in shifting social and political conditions.
OPA was founded in 2001 by visual artists Slobodanka Stevceska (*1971,
Skopje, Macedonia) and Denis Saraginovski (*1971, Skopje, Macedonia).
Both artists studied at the Faculty of Fine Arts in Skopje. OPA has had solo
exhibitions in Macedonia, Estonia, Slovenia, Croatia, France, Germany,
USA and the Netherlands. OPA has also exhibited widely in group exhibitions and festivals, such as: Transmediale, Berlin; Transeuropa - European
Theatre and Performance Festival, Hildesheim; Freewaves’ Biennial of
New Media Arts, Los Angeles; Moscow Biennale of Contemporary Art,
Moscow; etc. OPA has received residency fellowships in Estonia, France,
Germany and Switzerland.
www.o-p-a.org

Something in Nothing

This catalogue essay coincides with a new step in my life: returning to Skopje,
Macedonia, after 16 years in London, and establishing a new platform for art and
curatorial experimentation, through a wide range of media - public exhibitions;
online exhibitions; international residencies and an agency. This context is relevant for this essay, especially as it coincides with my newly-formed perspective
of the cultural scene/art system in Macedonia that I am currently revisiting. It is
likewise relevant in view of the fact that the OPA group’s proposal for an exhibition deals precisely with the very conditions which define the visual arts at this
very moment in Macedonia.
I enjoyed observing Dana and Denis preparing the exhibition, gently unfolding
the immense sheets of paper, carefully maintaining the flatness of their surface
and closely checking for dust particles and indentations. The paper sheets (300
gsm, white, grey, red, black sheets…) contain fine and precise drawings with a
multitude of lines made by coloured marker pens. Feeling somewhat anxious
about the growing desire to indulge in the sense of visual pleasure provoked
by these interwoven lines, I ask myself: how were those lines made? Why do
they interlock in the ways that they do? By asking myself those questions, I am
stepping into the ‘safe grounds’ of contemplating the production of fine art. But
instantly, the question arises within me - am I trapped in that most misleading
and misguided approach to the evaluation of visual art - assessing the work of art
according to the artist’s method of (physical) production of the work?
I recall a review of Matthew Barney’s exhibition at the Serpentine Gallery, in the
Telegraph newspaper: ‘Matthew Barney - perhaps the most original artist alive
- has his first UK show this week. Dorment was given exclusive access to his
extraordinary creative process...’ *1
After numerous years of working as an artist, I still find those highlighted words
puzzling. What does it mean to describe something as being ‘most original’?
How do critics define ‘originality’? How is Richard Dorment actually, physically
observing this ‘extraordinary creative process’?
The members of OPA have often tried to dematerialize the work of art (Announcement, 2011; Bollocks, 2009); furthermore, they also made themselves into
a service (Professional Site-Specific Installers, 2004), but they have never previously contemplated a ‘return to the origins’ of fine art production, where words
such as ‘original’ or ‘extraordinary creative process’ may be applicable.
One wonders if there are any particular motives that influenced OPA to create
OPA Professional project? If this remains (intentionally) unclear, the following set
of thoughts explain (with certainty), why OPA Professional has been selected to
inaugurate the opening of the Serious Interests Agency in Skopje.

*1
Richard Dorment, Title: Matthew
Barney: A visionary straining at the
leash, 18.07.2007 www.telegraph.co.uk

*2
Although this shift in the understanding and creation of visual art is
characteristic of recent Macedonian art,
this approach extends beyond borders
and could be seen as a current international ‘fashion’ in contemporary art.

Reason 1 - In the recent work by younger generations of Macedonian artists,
the return to beauty, formalism and visual attractiveness, is evident – it is work in
which classical norms of aesthetics prevail. In this work by younger Macedonian
artists, there is little, or no, direct (or even hidden) critique of the art-world as a
system. There is no interfering with the position of authority, elitism or conformism, nor is there any serious engagement with social/political issues, which
otherwise characterises the work by earlier generations of artists - the generation
to which OPA belongs. *2
Perhaps the OPA Professional project, is an attempt by OPA to come closer to
the contemporary flows within the art-world, an attempt to make themselves
more appealing or relevant to certain critics, curators and potential art buyers.
OPA Professional represents a certain fading-out, or withdrawal of OPA’s position as conceptual artists, in order to align themselves with the contemporary
canons in our society, as this seems to be the only framework within which artists
in Macedonia today can operate.

Reason 2 - While revisiting the Macedonian art scene, I realised that many
artists do not ‘stay true’ to their aims. Indeed, a number of artists are producing
work that may appear to have been authored by two completely different artists.
For example, the public may encounter an artist whose work is genuinely sociopolitically engaged, while simultaneously the same artist produces other works
primarily dealing with pure (abstract) forms, stylish colour schemes and general
compositional issues. Such artists occupy two totally different identities, which
could not even be associated with a ‘pret-a-porter’ fashion production (where the
same collection is translated and produced into a cheaper version for the wider
public) as the artist’s two identities are essentially against one another.
This form of duality, or even schizophrenia, is supported by both the art institutions and various funding bodies: cultural workers; art critics, curators, art buyers
and finally also the media – who are all essentially responsible for this approach
of ‘anything goes’. This situation in the sphere of culture, is a reflection of a
general inconsistency in the society around us, where politicians opportunistically
swap sides – from left to right, right to left, and again from right to left... without
really taking a position and stating a firm set of beliefs.
Does this exhibition, therefore, represent an attempt by OPA to ‘join the club’ or
an attempt to find ways in which to enable another, alternative, ‘factory-made’
(self-generative) mode of artistic production?

List of works

Reason 3 - OPA Professional intentionally applies the methodology of various
techniques, skills and styles learned while the members of OPA studied at the
Faculty of Fine Art in Skopje, Macedonia. This exhibition consists of ten works on
paper, that could be judged according to the artists’ ability to apply an academic
set of skills and visual, aesthetic values, such as: the quality of line weight, the
ability to artfully apply a well-balanced colour scheme, etc. OPA Professional
project could therefore be evaluated from the standpoint of academicism, by local academics.
We (SIA) would like to invite local academics and critics to make their assessment and evaluation of the exhibited work according to such criteria. However,
before any such attempts are made, I would like to ask the following. Does this
kind of work make their other works, produced by the OPA group collaboratively
since 2001 - non-academic and therefore irrelevant, even non-existent? The ten
exhibited drawings are signed with the signature OPA Professional; should OPA
therefore sign their other projects with the name OPA Amateurs?
And, by extension, could/should the work by all other Macedonian artists, that
have likewise endeavoured to escape academic and aesthetic canons, be signed
as work by amateur creators? Neither OPA, nor any of us other Macedonian artists whose work is more conceptual, contextual, site-specific, performative, etc.
- have been formally educated for these specific ways of thinking and working.
In conclusion, I am not certain whether or not OPA, in their project OPA Professional, are applying any aspects characteristic of their previous work - a sense
of layering, criticality, an aspect of cynicism or ‘game strategy’. However, I am
certain that by exhibiting these 10 drawings of ‘nothing’, that there is ‘something’
in this exhibition. Something that accurately and acutely mirrors the current conditions within the Macedonian art system and society in general.
Macedonian artists, be anxious about what you see in this exhibition.

Nada Prlja, 2014

Something in Nothing

2014, acrylic on paper, 70x100cm

Archaic Beginning

2014 acrylic and marker on paper, 70x100cm

Caught in the Net

2014 acrylic on paper, 100x70cm

Communication Error

2014 acrylic on paper, 70x100cm

Order in Chaos

2014 acrylic on paper, 70x100cm

Entities

2014 acrylic on paper, 100x70cm

Infinity

2014 marker on paper, 70x100cm

Enraged Bull

2014 acrylic and ink on paper, 70x100cm

Pebble in the Shoe

2014 acrylic on paper, 70x100cm

Eternal Flame

2014 acrylic on paper, 70x100cm

NAMING
BY
ALBAN MUJA

Image:
My name, their City
C-print, each 80 x 60 cm, Photo by Atdhe Mulla, 2012

Vladimir Jancevski

NAMING

The active creative subject who struggles to extend its life even after its
theoretical death, as well as art that deals with the co-called small narratives and personal stories have been influenced by the ongoing social
processes and the effects of fragmentation, in parallel with the major social
changes in the region in the 1990’s. Instead of retreating under the pressure
of the social reality, they are once again perceived through the perspective
of the artists, fulfilling the need for an alternative, (semi)open criticism of
social relations. Following this approach, various complex and important
issues have been raised about the boundaries of the personal (individual)
and the common (collective), relations that too often remain undefined and
subject to constant change.
Alban Muja (*1980), according to many critics 1, is one of the most important contemporary artists from Kosovo, belonging to the younger generation
which is concerned with the critical re-assessment of the complex, slow
and contentious processes of the transformation of their society. In the
case of Muja, the issue of naming remains to be one of his central interests
since the start of his career (“Free Your Mind”, 2004).
The exhibition entitled “Naming” consists of several separate projects by
Muja that have been united by the common interest in the phenomenon of
naming: “My Name, Their Town” (2012), represents a series of photographs
depicting persons from Kosovo who have been named after certain towns
in Albania; ”The Tonys” (2010), photographs showcasing nine boys born
in 1999 (or thereafter), who were given the name Tonibler in honour of the
then British Prime Minister Tony Blair who was hailed as one of the main
guardians of the Kosovo Albanians during the war in Kosovo; as well as the
two videos “Palestine”(2005) and „Tibet“ (2009), documenting personal
testimonies about the process of their own naming.

Tevž Logar (ed.), Alban Muja: I Never Knew How To
Explain (Ljubljana: Škuc Gallery, 2013), with texts by Tevž
Logar, Sezgin Boynik, Başak Şenova and Chris Reitz, in
Slovenian, Albanian and English.
2
Sezgin Boynik, The Politics of Naming. in Alban Muja:
Naming, exhibition catalogue (Sarajevo: JAVA Gallery of
Contemporary Art, 12-22 April 2013).
1

All the showcased works speak volumes about Muja’s fascination with the
phenomenon of naming, but from various aspects and in different contexts.
Treated in various different media and covering different individual stories,
they help cast light on the individual motives for naming in each of the
individual “stories”. This emphasizes the importance of a deceptively simple
re-framing through the perspective of the artist and justifies the function of
an even minimal specific intervention through the chosen medium.
The re-framing of personal stories connected through the long-standing
interest of Alban Muja in the phenomenon of naming and the artist’s “collector’s” intervention, serve to show how the personal is questioned and
rethematised (and reinforced) as a socially relevant issue. Namely, two of
Alban Muja’s projects are thematically linked to two historical points, two
historical tragedies: the first is the inability of the Albanians to overcome the
“ideological barrier” between Communist Albania and Kosovo which was
part of socialist Yugoslavia (in the period 1948-1991), while the second
is the tragedy of Kosovo which culminated in 1999 and was turned into a
triumph after the long awaited liberation.
The reasons for connecting places and persons may be various: gratitude,
nostalgia, the impossibility to visit one’s own home town. In the case of
the “My name, their City” series, all of these individual decisions to name
their children after their home towns or their favourite ones, portray the
individual yearning (of those absent from the photographs) to overcome
barriers, rather than any collective visions which would try to transform
moments of suffering into some form of triumphalism or nationalistic
ambitions. With this, Muja opens for reassessment the space inbetween
the collective, the historical and the individual, human side of the dream
of unity, opposing it to the idea of the gross conquering vision based on
interpretations of history.
Sezgin Boynik in his article on Muja remarks that his works are also about
a “break with the instrumentalistic concept of the Kosovo identity “2 and
the refusal to communicate within the field of identity politics. However,
one could add that this is not a matter of simple avoidance, but rather an
attempt to suspend the conflicting tendencies and to show faith in the possibility of an alternative approach to this issue. Despite the many decades
of lamenting the end of art and questioning and disputing the purpose and
effectiveness of art, it can still be observed that phenomena such as this
one draw Muja’s attention. When treated adequately and sublimated through

W. J. T. Mitchell, Picture Theory (Chicago: The University
of Chicago Press, 1995).
4
Victor Burgin, Medium and Specificity in James Elkins
(Ed.). Photography Theory. (New York:Routledge, 2006),
363-369.
3

an artistic discourse, they can be reformulated and rescued from the category of the curious and made available for further reflection of the deeper
structures underlying these phenomena.
Every medium has its own logic and history that help define the parameters of “addressing”. In the visual media it is the rhetoric of the image in
its dual sense, as defined by W.J.T. Mitchell through the questions “What
Do Pictures Tell Us?” and “What Can We Tell About Them? “ 3 - and the
communicability (sensibility and intelligibility) of the visual content through
the chosen media (possibilities, limitations and effects) compared and
in conjunction with other media. Victor Burgin, one of the most relevant
theorists of photography after the emergence of conceptual art, by applying Greenberg’s modern concept about the “specificity of the medium” to
the field of photography (and video, too) as defined by the “apparatus“4
(both in technical and systemic terms), opens the media to additional selfreflection, but at the same time also to a radical critique of the institutions
of the system which define the medium and effectiveness of the contents.
This has really proven to be the central interest of the expanded field of the
science of the image, which has also been a source of rejuvenation for the
art sciences. Especially today, when in the era of enormous visual production and after the so-called “pictorial turn” attempts are made to come
out of the shadow of the linguistic turns and to decrease its interpretative
influence. This is due to the fact that it has become clear that “iconic logic”
has been neglected, making it a point of interest for the new theory of the
image.
As Muja himself has stated several times, the media is not his focus, rather
it is the issues which it thematises and puts into question. Still, the choice
of photography and video in his case is justified by the way they function, through frontal exposure and direct communication, establishing the
necessary parameters for the others to be able to speak out and/or be seen
through the medium. He remains unpretentiously on the border of resolution
and does not impose an answer (most often there is no simple way of doing
that), but rather he provides the space for the issue to become visible and
subject to continuous re-examination.
Even though the issue of naming in the works of Muja is focused on local
Kosovo phenomena, their presentation in Macedonia, though surreptitiously
and unintentionally, yet very appropriately allows ample space to pose those
unanswered questions related to identity, both personal and collective, as
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well as allowing the possibility for their resolution or, at least, coming to terms with
the inability to resolve them in the ways that have been offered so far.
The exhibition by Alban Muja in the Serious Interest Agency (SIA) in Skopje is also
important for the fact that this event opens new possibilities for intensifying our
cooperation with the art scene in Kosovo. This is of great importance in the current
conditions when, unfortunately, it is difficult to find Albanian artists in Macedonia
seriously engaged in dealing with social phenomena, which has an adverse effect
on the development of a more integrated scene and overcoming the inter-ethnic
barriers.
Too often the discussion about the presence of Albanian artist on the art scene in
Macedonia is reduced to the mere act of trying to ensure proportional presence
in the annual programs of the national galleries and for the most part remaining
within the rigid institutional frameworks and the traditional understanding of art.
However, instead of that, this exhibition goes further and emphasizes the emancipatory potential of the new artistic practices aimed at a more open, unburdened
and critical reassessment of the specific national identities for the purpose of
fighting the tendencies towards ethnic demarcation and hermetically closing oneself within one’s own community.

Alban Muja (born 1980) is a visual artist and filmmaker. Muja lives and works
in Prishtina. He completed his BA and MA at the Academy of Fine Arts at the
University of Prishtina, Kosovo.
Influenced primarily by the processes of social, political and economic transformation in the wider surrounding region, he investigates history and sociopolitical themes and links them to his position in Kosovo today. His work covers
a wide range of media, including video installation, short film, documentary film,
drawing, painting, photography and performance.
Muja’s work has been been exhibited at various festivals, art fairs, group and
solo exhibitions, including Škuc Gallery, Ljubljana; The National Gallery of
Kosovo, Prishtina; Miza Galery, Tirana; Center for Contemporary Art ‘Station’,
Prishtina; Viennafiar, Vienna; Myymala2 Gallery, Helsinki; UnionDocs, New York;
Able Kulturverein, Berlin; Siz Gallery, Rijeka; ‘2nd Biennial of Contemporary Art
in the Atomic Shelter, Konjic; ‘Mediterranean – Arrivals and Departure, Ancona;
“Qui Vive?” Moscow International Biennale, Moscow; 28th Ljubljana Graphic
Biennale; Museum of Modern and Contemporary Art, Rijeka; Slovak National
Gallery, Bratislava; Museum of Contemporary Art of Vojvodina, Novi Sad; 1st
International Tehran Biennale; Columbia University, New York; Berlinale’ 60
Film Festival, Berlin; Delaware Contemporary Center for Arts; VOLTA 5, Basel;
Cyberfest, St Petersburg; 53rd International Short Film Festival Oberhausen;
Open Space, Vienna; NGBK, Berlin; Brot Kunsthalle, Vienna; ARTspace Media
Art, New York; Göteborg Museum of Art, Göteborg; Cetinje Biennale 5, Cetnje;
Nova Gallery, Zagreb; City Museum, Ljubljana.
Muja has attended various residencies and received a number of fellowships:
Tobačna 001 residency/ City Museum, Ljubljana; Apartment Project Residency,
Istanbul; Young Visual Art Award at ISCP Residency, New York; ARTSLINK Residency, New York; KulturKontakt Residency, Vienna; Backyard International Artist
Residency, Kuda-Center for New Media Novi Sad; International Artist and Writer
Residency, Santa Fe Art Institute, New Mexico; Braziers International Artist
Residency, Braziers Park, Oxfordshire.
Since 2012, he has been a resident lecturer of Conceptual Art at the Department of New Media at the Faculty of Art, University of Prishtina. He occasionally
lectures on his work and contemporary visual art.

La Mystérique
(the path of
Grace)
BY
Hristina Ivanoska

Image:
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The exhibition La Mystérique (the path of Grace) by Hristina Ivanoska
features new works in diverse media inspired by the written work of
Simone Weil, a Jewish-born French philosopher, Christian mystic
and political activist, and Luce Irigaray, a Belgian-born French feminist,
philosopher, and cultural theorist.
The works reflect on the idea of doubt and purpose when faced with ones
political, social and spiritual self. Weil, a devoted Christian, questions
her faith in God as she no longer believes that baptism can confirm ones
saintliness. The work in the exhibition is a continuation of Ivanoska’s
research into individual actions against the established social and political roles and norms, as defined by the conventional social and political
systems.
The exhibition is part of the international symposium “Curating Exchange
3: Curating a society and production of power” organized by Press to Exit
Project Space and curated by Yane Calovski. The symposium addresses
how theologically, politically and economically driven discourse curates
socially critical concepts today, or rather, how the discourse of the state,
theology and politics intersect in current cultural context.

Hristina Ivanoska
Ivanoska graduated with a BA and MFA from the Faculty of Fine Arts in Skopje.
She has exhibited in a number of individual and group exhibitions and projects
in Maceodnia and abroаd, such as Bucharest (2013), Graz (2013, 2009), Berlin
(2011, 2008), Moscow (2010), Stockholm (2008), Ljubljana (2008), Belgrade
(2007), London (2006), and others. She was awarded a reserach residence
via ArtsLink at the Cleveland Institute of the Arts (2004) and was an artist in
residence at IASPIS, Sweden (2008). Ivanoska works on collaborative projects
with Yane Calovski since 2000; in 2004 they established Press to Exit Project
Space in Skopje, a platform for artistic reserach and curatorial practices.

Iskra Geshoska

La Mystérique – from
transgression to
liberation
“Dear friend, I don’t know if you are aware, but in the meantime
I have returned to God. For me this doesn’t mean just accepting a
few external precepts of the religion which are to be blindly
followed. This means refitting the soul in accordance with the
pain of the body, just like one refits an old shabby suit, which
after you turn it upside down, you throw it in the fire, out of which,
I don’t know by what miracle, you take out a new suit, which by all
means will keep all the memories and traces of the old, yet will be
completely different.”
Antonin Artaud
Letters from Rodez (1946)

La Mystérique (the path of Grace) represents a para-aesthetic experience.
The processes of contemplating, understanding, interpreting and
constituting of the world, of man in the world and of man outside the
world, are all articulated in the work of Hristina Ivanoska. The primary act
in this complex intimate, onto-theological, as well as political and identity
exploration is the para-aesthetic shaping of yearning located in-between
the real, the symbolic and the imaginary. Ivanoska’s work positions itself
opposite theoretical dogmatism and aesthetic limitations, deconstructing
logocentric and meta-language systems based on fixed rational and closed
autonomous esthetic presuppositions, methods, meanings and criteria. In a
certain sense, it constitutes a critique of the boundaries and limitations of
the aesthetic, the political and the ontological. La Mystérique can be seen
as a guideline on how to think the political in terms of desire, of yearning
and yearning in terms of the political. Along her “path of grace”, trying to
find her place in the processes of the discourse of love in its pure form,
Ivanoska utilizes strong references to the works of Simone Weil and Luce
Irigaray and their experiences of the “body” in their struggle with the world
of norms. Through the nine works on paper, she creates a fabula which is at
once an anti-allegory, a geographical map of historical knowledge and how
to be liberated from it, of rebellion as well as of acceptance, of violation but
also of recreation of memory. Before us lies a labyrinth, a diagram of love,

of pain, of ecstasy and death as the ultimate outcome of the remembrance
of life. Thus, we have before us an open work created to simultaneously
play with the ecstatic and wild nature of yearning, of desire, but also with
their economy which has become a part of the accepted social exchange in
the regulated culture of the expected. We are standing in front of an open
space where the dream takes place for the constant search for the meanings of identity, as well as their deconstruction. La Mystérique is a rhizome
directed against the violence of systemic thinking and understanding
of the world.

This visual-linguistic gesture by Ivanoska raises multiple questions: Is this
story a story about love and death? Is it about utopias? Is it about the transgression of the expected requirements of culture? Is it about the necessity
to perceive the continuity of the known before you can sense the touch of
that which is unknown, yet so desired? To succeed to break out of the prison
of culture without being seen. Few things are akin to death as much as the
fulfillment of love. Love and death are the two main characters of this story
that neither has a plot nor an ending. This is a story which is a sublimation
of that circle of life’s sound and fury which transports the body through all
of its dilemmas, through the cult of its fragmentation to pain and its
ascension on the ladder of peace and on the journey to the Absolute.

“We should find anew the one who speaks, who sees and thinks, re-establishing
the self in an imprisoning self-sufficiency and in the clarity comprised of the
shadows of self-denial,” says Irigaray in the reference text which Ivanoska
takes as one of her starting points. “We search for the soul which has
escaped itself, leaving an opening so it can re-enter itself again. The self
is caught, trapped in the multiplicity of images and shrouds, fettered in
chains and configurations which lead it thus fragmented to its unity.”

La Mystérique speaks the language of transgression. Transgression
means to transgress, violate the common, normative flow of the given
and expected law of culture, of the order of the community, even of the
identity. In geological terms it refers to the invasion of the sea into the
land. The pain and suffering invade and spread all over the body, just
like the sea into the land.

However, from a phenomenological sense we use transgression to denote the
thing that characterizes artistic epiphany, which means stepping beyond the
pragmatic and the instrumental into the otherworldly sphere of human reception.
This is a matter of ecstasy, or that of Lacan’s jouissance. Transgression marks the
entry into a qualitatively different state of thinking, feeling, existing, of ahistoricity,
non-narrativity, of absent presence, of present absence, of the inexpressible.
That is the only way that people who are bereft of social and pragmatic life
concretisation can achieve true mutual understanding and create art, create life.

Carrying out her artistic, as well as personal transgression, Ivanoska uses verbal
and visual texts to construct corridors, passages, gates between the stage and
the world, between the body and the language, between history, memory and the
moment. The soundscape of this work is filled with cries, screams, pain, silence,
mistakes. This provokes the symbolic code from within, questions the guarantees and the legitimacy of the expected. Through her wanderings on the intimate
path to the mercy of identity, Ivanoska breaks the norms regulating freedom,
whether emotional, political, gender or sex. This decision to transgress, to
break the boundaries of what is considered to be culture, is a constant struggle.
Ivanoska gently, yet powerfully, through the use of strong references in its
visual and narrative syntax, does precisely that – she creates a landscape, a
new reference, illustrating the fact that struggles are not just carried out between
megacultures, megareferences and laws, they are also struggles carried out on
the inner path leading inside those mega-narrations. This way, Ivanoska warns
us to pay attention to a paradox – breaking the rules leads to the creation of new
rules, a new grammar, a new language which continues from the previous given
situation, while at the same time it deconstructs and recontextualises it, giving
it a new and different semantics. Breaking the ban is subject to rules as much
as the ban itself. The sense of the transgression is to discover new horizons,
but also new boundaries of freedom. Sometimes it seems that transgression
shows the greatest care for the rules. This position serves as a justification of both
the narrative and esthetic creed of Ivanoska – she has an explicit interdisciplinary approach which is not reduced just to mere innocent collaging of styles, but
it showcases the whole dramatic range of the struggle waged by the key identity
references integrated and woven into her work along the path of her life through
love, suffering and all the way to death.

The ontological perspectives, which are highlighted through the selection of
the texts and the personalities that shape the background of the verbal and visual

text of Ivanoska, give birth to rhizomatic branching-outs on a large scale. Consequently, Ivanoska establishes an aesthetic and politics of decentralised discursivity
– in her every gesture, every sign, every reference creates a palimpsest reflection
of the countless layers of identity phenomena. Anything and everything can be
something else. Everything is a wondrous spider web of meanings
(letters that overlap, visual symbols that are transparent, dioptrics that are
endless), which is monolithic in its golden formal narration, yet with a rich range
of colours in its semantics. Ivanoska creates subversion, rupture, breakdown, it
might even be said that she creates an identity revolution. Her silenced scream is
a scream of one who insists to bravely walk the path to knowledge of one’s individual existence, bound by fact, history, memory. The temporality of the present
visuals and of the absent bodies whose narratives are inscribed with precision and
immortalized in Ivanoska’s concept is conducted in binary oppositions: order and
anarchy, ecstasy and resignation, simultaneous yearning for both the exceptional
and normalcy, transience versus idealizing eternity and permanence which have to
be gifted either through mercy or the redefinition of the mercy of God. What brings
peace in the turmoil which is presented by the author is the principle of mutuality,
the balance of the horizontal (historical referentiality) and the vertical (semantic
rhizomaticity) – the secular versus the sacral vertical. These few steps lead to the
path through the circle of life, where pain, hurt, re-examining of the body and of
Eros (love, life itself) can help you feel the very existence and thus justify death.
Through this “script” for the entropy of sense and trauma as fiction, Ivanoska, with
La Mystérique introduces us to the adventure of transgressing the dimensions of
the body, of breaking the emotional and political narratives.

