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Cnasyo

Poaot u CeKCyaJIHOCTa BO
Aumntpos

MaKeAOHCKaTa YMeTHUYKA
npakca u Teopuja
Unitepsjy co Hebojwa Bunuk

CaaBuo /Iumurpos: IIpog. Buauk, Koaxy eo
MaxedoHcKailla ymeiliHocili 00 9QO-iliuilie 200UHU HA
Hasamy ce Wpetiupaaili Mottiusu/wieMu NOBP3aHU CO
HexelllepoceKCyanHu npakcu, /bybosu, udeHiuitiettiu?

He6Gojmia Buauk: Manky, CKOpPO BOOIIITO HE Ce
TPETHUPAAT HUTY OBHE MOTHBH, HUTY OBHE TEMU. [[OKOJIKY
U Ce POjaBaT, Kaj HUB OTCYCTBYBA IIOHETIOCPETHO YKAXKY-
Bamb€ WJIU yIaTyBarbe Ha Mpalllamkara, MpobJieMUuTe UIn
aCIeKTUTEe Ha OBHE IIPAaKCH BO KOja OMJIO OJ] MOKHHUTE
KOMyHUKAaTHBHH dopmu. Kako mpumep OU IO MOCOUHIT
npejior-mpoekTot ,Wet Dreams® Ha Hukosa BesikoB u
Hejan CniacoBuk 3a 6mibopy usiosxkbara ,,CkaHzan” Ha
Copoc lleHTapoT 3a coBpeMeHU yMeTHOCTH - CKOIIje of
1997 roauHa (HeocTBapeHa), BO KOj MOTHUBOT € KOITyJIa-
IMja Ha MalIku nap (mpeHeceHa Ipeky dororpadwuja),
HO TeMara e KpUTUKaTa Ha moutukara Ha CopocoBuTe
doHmanuu 1 1eHTPH 32 COBpeMeHA YMETHOCT, IIITO 3HAYH
JleKa MOTHBOT € YIOTpeOeH HaJIBOp Of] CYIITHHCKUTE
acIleKTH Ha HeXeTepoCeKCyasHOCTa. BTopuoT mpumep
6u 6miia ussoxkbara ,,/KeHCKH HapIu3MHu“ Ha KypaTop-
kata Coma AbGariueBa, mocraBeHa Bo My3ejoT Ha COBpe-
MeHata ymeTrHocT BO CKoIlje BO 1999 rojuHa. Mako
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Slavéo

Gender and Sexuality in
Dimitrov

Macedonian Art Practice
and Theory
Interview with Nebojsa Vilik

Slavco Dimitrov: How much has Macedonian art
since the 90s addressed motives/subjects related to
non-heterosexual practices, loves and identities?

Nebojsa Vili¢: Little; or, rather, these motifs or themes
have virtually not been tackled at all. Wherever they have
as much as surfaced, they have lacked a more immediate
suggestion of, or reference to, the issues, problems
and aspects of these practices in any of the potential
communication forms. Such was the example of Nikola
Velkov’s and Dejan Spasovic’s project proposal “Wet
Dreams” for the 1997 (unrealised) billboard exhibition
“Scandal” of the Soros Center for Contemporary Art —
Skopje, in which the motif was male-couple copulation
(rendered through photography), but the theme
was a critique of the policy of Soros’s foundations
and contemporary art centres, which meant that the
motif was employed outside the core aspects of non-
heterosexuality. The second example concerns the 1999
“Female Narcissisms” exhibition by the curator Sonja
AbadZieva, at the Museum of Contemporary Art in
Skopje. Although the exhibition was concerned with the
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n3s10x0aTa ce oJjHeCcyBa Ha BOBEIYBAETO HA MOJKHATA
mapajurma , KeHCKa YMETHOCT®, BO HU3JIOKEHUTeE Jiesa
Ha MaKeJIOHCKHUTe YMETHHYKHU OTCYCTBYBa U MOTHUBOT
U TeMaTa Ha HEeXeTEPOCEKCYaJHHOT OJHOC Ha JKeHa-
Ta, TYKy, Hal[pOTHB, JieJlaTa ce 3aHNMaBaar co 1mpobJie-
MOT Ha IIPUCYCTBOTO U peLeNIujaTa Ha XeHaTa BO
XeTEPOCEKCYaTHUOT OAHOC, 0OapeM BO OHHUE JieJia
KoumTo ro 3adakaar Toj mpobsiem. CBOEBHIHO Toa
€ TMPUCYCTHO U BO €/leH IOJIOI[HEKEH MelyHapoaeH
IIPOeKT Ha KypaTtopkara CysaHa MuseBcka, HIMeHYBaH
Kako ,Kanurasn u non® (2001), ocTBapeH HU3 PA3IUYHI
siokaruu Bo ['pasckuoT Tproeeku IeHTap Bo Ckorje,
BO KOj, 01 (HEeMUHHUCTUYKH AacleKT, ce TpeTupaar
mpobJieMuTe Ha KeHaTa BO ommtecTBoTo. Ho, u oBue
IIPOEKTH He ce 3adaTHja co MOTHUBUTE/TEMUTE 32 KOU
IIpaInryBare.

HemmTo e cMeHeTO BO ITOCJIEZTHO BpeMe, BO IOCTIETHUTE
HEKOJIKY TOZIMHHU, KOTa BO HEKOJIKY HaBPATH ce HallpaBHja
obuu, MOpaM /1a KaXaM - CKPOMHH I10 006eM, YMETHUYKH
Jla ce mporoBopu Ha oBHe TeMU. CBOEBUIHO, HAaKO
HAJ[BOP OJi IIOCTOjaHO NPO(ECHOHAIHO [IEjCTBYBAbE,
e mpoekToT Ha Kouo AHZIOHOBCKH, M3BeZleH MHHATATa
roguHa Bo Ilomra 2 (manrepckara ciysk6a) Bo Ckorje.
Ho, 0B0j IpoeKT moBeKe ce oIpesielyBa BO pAMKUTE HA
MOIIUPOKOTO JiejyBalbe Ha opranusanujara MACCO,
OTKOJIKY IITO IpeTeHVpa IIOCEPUO3HO J1a HaBJIe3€ BO
paMKHTe Ha WHCTUTYIHOHAJIMU3ANMjaTa BO CHCTEMOT
Ha JINKOBHUTE YMeTHOCTU Bo MakenoHuja. 3aToa, mpey
CHTe, TyKa U BO OBaa CMHCJIA IIPETHIYAT IIPOEKTHUTE HA
Besmmmup KepHoBcku. 32 MeHe, UCKJIyYUTETHO BayKeH
HACTaH BO MaKeJOHCKATa TEKOBHA YMETHOCT € (aKTOT
IIITO OBOj aBTOP U CO €JHO BAKBO /IeJI0 ja 00U TyIaBHATA
Harpaza Ha rocyiefHoro buenase na mutaau [, The Walk®,
c1. 1] ¥ Toa o7 Z1Ba acmeKTa: MPBUOT, U HAjBAXKHUOT, €
11To 2KepHOBCKU ITPOjaByBa UCKIYIUTETHO KYJITUBUPAH
1 ypbaH YMETHUYKH PAaKOIHC, a BTOPUOT € IITO €

introduction of the possible paradigm of “female art”,
the works exhibited by the Macedonian female artists
lacked both the motif and the theme of women’s non-
heterosexual relations; on the contrary, the works dealt
with the problem of the presence and reception of the
woman in a heterosexual relationship, at least in the
works dealing with this issue. In a way, this was also the
case in a later international project of the curator Suzana
Milevska, entitled “Capital and Sex” (2001), which took
place at various location in Skopje’s City Shopping Mall,
and which, from a feminist point of view, dealt with the
problems of women in society. Yet, these projects too
failed to tackle the motifs/themes that you are talking
about.

Things have changed recently, over the past few years,
and there have been several attempts — modest in
volume, I must say — to artistically speak about these
topics. One such project, though outside the realm of
steady professional involvement, was Koo Andonovski’s
project last year at Post Office 2 (the window service) in
Skopje. However, that project is to be described more
as part of MASSO’s broader line of action than as an
effort to more seriously penetrate the institutionalised
fine arts system in Macedonia. Hence, ahead of all, here
and in this sense, are the projects of Velimir Zernovski.
In my view, it was an extraordinarily important affair
in Macedonian contemporary art that precisely this
author, with precisely such a work of art, won the main
prize at the last Youth Biennale [“The Walk,” fig. 1]. This
importance arises from two reasons, I might add, the first
and foremost being that Zernovski evinced a remarkably
cultivated and urbane artistic hand, the second being
that the award went to the theme that this artist dealt
with (though some might argue against this claim).
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HarpajieHa (Mako oBa HEKOj MOKe Jja TO OCIIOPYBa) TeMa-
Ta CO KOja 0BOj YMETHHK ce 3aHuMaBa. TOKMy OBa BTOPOBO
€ CBOEBHJIEH IpecelaH BO IMOHOBOTO HCYUTYBambe Ha
yMEeTHHUUKATA Ipoayknuja Bo Makenonuja. Co ocobeHO
HETPIEHHE ja OYeKyBaM HeroBara u3JIok0a HIHaATa
roguHa (Kako Jesl OJ HarpajaTta) U TOa TOKMY BO
My3ejot Ha coBpemeHaTa ymeTHOCT BO CKorije - Toa ke
3HaYd U Ke Ouje (ce HajleBaM) BaKHO IIOMECTYBamhe
Ha peleniyjaTa Ha HEXETEPOCEKCYaJTHUTE OJHOCH BO
MaKeIoHCKaTa KyJITypa Boomirro. OcobeHo MITo Toa Ke
ce CIy4d BO Haj3HavajHaTa HAIMOHAJIHA yCTAaHOBA 3a
COBpEMEHA YMETHOCT, OJTHOCHO, IIITO Jp;KaBaTa ke Mopa
Jla To (puHAHCHUPA, OCTBAPH U MIPETCTABU OBO]j IIPOEKT.

C. .: Kaxsu ce penpesenitiayuuilie Ha Hexelllepocex-
cyanHuitie HYb08U U npakcu, bapem oHamy kade wWilio
ucitiuitie ce 3aciianeHu, U 600NWilo, daau ou moicene
Haxpaitiko da eaabopupailie 80 00HOC MmoOleauilie HA
penpeseHilayUU HA CEKCYAAHOCIIa, wienotlio u podoil
80 MakedoHcKailla ymetliHu4ka npodyxkyuja?

H. B.: Beke xaxaB - ckpoMHU 1no obem. [lypu u BO
paMKuTe Ha JejcTByBameTo Ha JKepHoBcku. Ho, Mo-
»kebM Taka e W mojobpo, Oujejku Ha TOj HayuH (Ha
HAYMHOT Ha KOjuITo YKepHOBCKH YMETHUUKHU I'O TPETUPA
po0JIEMOT) HEXETEPOCEKCYATHOCTA Ce ITOCTaByBa KaKO
pesysTatr Ha ypOaHUTETOT, @ MHOTY ITOMAJIKY, KaKO IITO
HAjYeCTo ce MPABH - CO arPECUBEH HAIIaJ], CO HEITOCPeieH
TOBOP ¥ IIPEMHOTY Pa30UpPJIUB ja3uk (IITO, TJIaBHO, OU
[IpeAU3BUKAJIE, IPETIIOCTABYBAaM, HETATUBHU PEAKIIUH).
OBa ro BesaM OWEjKU MHUCIaM JleKa MaKeOHCKaTa
CpeliHa Cc€ YIITe He € I[OATOTBeHa 3a MEeTOOT
HAa CKaHJaJ WIH IIOK, BO cMHciIa Ha CepaHOBHOT
sA3Mouan Xpwucroc“ [Andres Serrano, ,Piss Christ®,
1987] [ci1. 2], co mITO MO3UTUBHO OU ce edeKTyupasa
npeaBuzieHaTa mopaka. Of pyra crpaHa, He BepyBam
Jeka Bo MakezioHuja 61 MOKeJo /1a ce eeKTyupa, Iypu
1 J1a e I00pO KOHIeNTyaJTu3uPaH HACTAHOT UJIH JIEJIOTO,
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Precisely the latter was something of a precedent in the
more recent reading of art production in Macedonia. I
am indeed looking forward to his exhibition forthcoming
next year (as part of the award) precisely at the Museum
of Contemporary Art in Skopje. This (I hope) will mean
a shift in the reception of non-heterosexual relations in
Macedonian culture in general. More so as it is due to
happen in the most important national contemporary
art institution — that is, as the state will have to fund,
organise and promote the project.

S. D.: What are the representations of non-heterosexual
loves and practices like — at least where they exist —
and, generally, could you elaborate briefly on the
models of representation of sexuality, body and gender
in Macedonian art production?

N. V.: As I said, they are modest in volume. Even in
Zernovski’s work. Yet, it may be for the better, as this way
(the way in which Zernovski artistically approaches the
problem), non-heterosexuality emerges as an outcome of
urbanity, and far less through the otherwise commonly
used methods, such as aggressive assault, blunt speech
and too conspicuous language (which, I assume, are likely
to provoke negative responses). I say this because I think
that the Macedonian environment is not yet ready for
the method of scandal or shock, as the ones engendered
by Serrano’s “Piss Christ” [Andres Serrano, ,,Piss Christ,“
1987] [fig. 2], that would positively deliver the message
intended. I hardly believe that it would be possible in
Macedonia to effectuate this message, even if the event
and the work were well conceptualised, simply because of
the poor and lacking experience and research into 1970s
conceptual art, which have, in turn, undermined public
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1opajiu cy1abuTe ¥ HEJIOBOJIHY UCKYCTBA U UCTPAXKYBaba,
a oTTyKa u npudakameTo BO jaBHOCTA, BO PAMKHUTE Ha
KOHIIENITyaJIHATa YMETHOCT OJI CeJlyM/IeCETTUTE TOJIUHI
Ha MHUHATHOT BeK. 3aToa BejlaM JleKa MOXKeOU TOKMY
TAKBOTO CYIITHJIHO, JUCKPETHO IUIACHpahe Ha TeMara
(ma He 3ab0paBHUMeE - cemak CTaHyBa 300p 32 YMETHOCT,
a He 3a KaMIIalkha) OBO3MOXKyBa KpeaTHUBHA cyOBep3yja,
BO CMHCJIAa HAa BOBE/IyBale Ha TEMAara BO IPOCTOPOT Ha
YMETHHYKOTO, a OTTYKa, BO PAMKHTE Ha IMOJIUTUKATA Ha
YMETHOCTA, ¥ BO PAMKHTE Ha jaBHOTO.

C. I.: Joxoaxy 2o 3ememe npedsud gaxitioili dexa
neppopmaHcolll Kako cospemeHa YmeuwHudka npak-
ca 8o cegetlicku pamxu (na dypu u medy ymettiHuyu o0
Hawetio Hajbaucko cocedciliso) npeiliciiagysaiue
oifickouHa 0acka, He camo 80 CMUCAA HA pesu3uja Ha
ymetliHuuKuoill Meduym, WyKy U 80 CMUCAA HA padu-
KAAHO U NOAUlIUMKU aH2a)dcupaHo npeucnuiiysarbe
Ha no3uyujaiia u penpe3eHiiayujaiia Ha diceHuilie
U CcexcyanHo HeHOpmaillusHuille uldeHiiuilielu 60
ymettiHociia, kaxko Bue 6u ja de¢puHupane no3uyujaiia
Ha mMaxedoHckaitia nepdopmaitiueHa ymeiliHuUKa npax-
ca 80 oj KoHilexcit?

H. B.: Bo makefjoHCKaTa yMeTHOCT, lieppopMaTUBHATA
mmpakca (a co Toa 1 mepopMaHCOT, KaKO e/{Ha U3Be/i0eHa
/nepdopmaTiBHa/ yMeTHHYKAa u3pa3Ha ¢opma) e
CKyZqHa. 3HaeTe, HeKou DAbOTH He ce CJIydyBaaT Cco
OJUIyKa, TYKy CO CO3peBame W Ha OKOJIHOCTHUTEe U Ha
HCKYCTBOTO HAa YyMeTHHUKaTa cieHa. TO4HO e Toa Jieka
HEKOM YMEeTHUIU O COCEICTBOTO IO MCKOPHCTHjA
TOAQ, HO MPUBHJ € JieKa Orie MHOTY U JieKa 3arovyHase
cera, nmo 1989 ropguHa. HamporusB. Mwuciam neka
HCTpaKyBamaTa Ha MOXKHOCTHUTE Ha IeppOpMaTUBHUTE
IIPAaKCH He CeKorall Mopa Ja ce IIOMCTOBEeTyBaaT CO
PAaIMKAIIHO U ITOJINTUYKH aHTAKUPAHO IIPEUCIIUTYBAbE.
Toa e mpeMHOry KpyTO IOCTaByBame Ha CyLITHHATa Ha

acceptance. Therefore, I say, perhaps precisely such a
subtle, discrete introduction of the theme (after all, let us
not forget that we are talking about art rather than some
campaign) would allow for creative subversion, enabling
this theme to be steered into the realm of the artistic and,
thereby, into the sphere of politics and art and the realm
of the public.

S. D.: Considering the fact that performance as a
contemporary art approach worldwide (and even
amongst artists from our neighbouring countries) has
served as a springboard not only in terms of revising
the art medium but also in terms of a radical and
politically engaged re-examination of the position
and representation of women and the sexually non-
normative identities in art, how would you define the
position of the Macedonian performative art practice?

N. V.: Performative practice in Macedonian art (and
thereby performance, as one performative form of
artistic expression) is meagre. You know, some things do
not arise from someone’s decision — rather, they occur
as both the circumstances and the experience of an art
scene mature. True, some artists in the neighbouring
countries have used this but it is an illusion that they have
been many and that they have started only recently, after
1989. On the contrary. I think that the explorations of
the possibilities that performative practices offer do not
always need to be seen as synonymous with the radical
and politically engaged re-examinations. That is too rigid
adelineation of the essence of performance. Indeed, it has
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nepdopmancort. /la, Toj 3adakan Bo Uiu OUI KOPHUCTEH
3a THE IPENCIUTYBamba, HO HEMY, T€HEepaJHO, HE MYy €
CBOjCTBEHO 71a OU/ie MM UMIUIMITUTHO HE € aHTQXKUPaH.
Toj ja ucupmyBa cBojaTa CyIITUHA BO, KaKO IIITO BEJIUTE,
speBu3njaTa“ Ha YMETHUYKUTE TPAAUIMOHAJIHU U
MOJIEpHU JIUCIUIUIMHU (HAa yMeTHOCTa KaKo MeaumyM/
IocpeyBad), co IITO TOj CAMHOT CTaHyBa cHenuduieH
sMenuyMm“. Bo oBaa cMmuciia, KpajHOTO UCIPTYBambe U
HCIpIyBame Ha 1eppopMaTHBHOCTA CE JJOCTUTHYBA BO
HacranmuTe Ha r/T/pynara ,Living Theatre“. Tokmy BO
Hero, nep¢OpMaTUBHOCTA IO JOCTUTHYBA CBOjOT BPB U
CBOETO YHUIIITYBAFhE - BO3BUIILYBAETO HA KATA/THEBUETO
JI0 BUCOUMHUTE Ha YMETHUYKOTO T'0 UCITPObIeMaTU3npa
CaMOTO YMETHHYKO, a He KaTa/IHEBUETO.

Bo BakBHM OKoOJIHOCTH, 32 nepdopMaTHBHA YMeTHHYKA
mpakca MokaM Jila 300pyBaM caMo 3a efieH Jieii/
rnepuoy, oZ TBOpeuITBOTO Ha Mckpa Jumurposa u Hopa
CrojanoBuk. CTOjaHOBHK, 3a ’KaJ, OX ,JIMKOBHHOT"
nepgopmanc ce npedsiv BO My3UYKHOT U TaMy OCTBapU
HEKOJIKy BredatiuBu u3Benbu. Ho, Bo MakesoHCKaTa
ucropuorpaduja octaHyBa 3abejiekaH HEJ3UHHOT
nepdopmaHe Bo 6a3eHOT 32 pubu BO eZfHa pubApHUIA BO
o/APyMOT Ha I'paj/IcCKUOT TPrOBCKU LIeHTap KOH KpajoT
Ha JieBe/ieceTTUTe TO/IMHHU, KOTa Taa, CoceM roJjia IUINBA
3aeHO co pubure 3a mpozjaxkba, BO caMHOT U3JIOT HA
pubapHUIaTa, Ipej, CUTE MUHYBAaYU. 3apajid U3BECHU
LIIyMOBH‘ BO u3BenOaTa, MeHe Iep(OPMaHCOT MHU
OCTaHa JIeJIyMHO HejaceH, HO CAaMHOT HACTaH e Ipece/laH
BO MaKeJJOHCKATa JIMKOBHA YMETHOCT BOOIIITO - TOA €
IIPBUOT aBTO-aKT Ha eJlHa MaKeJJOHCKAa YMeTHHYKa U
TOAa IPUKA’KaH HA TOJIKY (PPEKBEHTHO MeCTO CO MHOTY
MMHYBa4Y¥ BO JaBHHOT IIPOCTOpP. 3a pasjuKa of] Hea,
JIMMUTpOBa BOHEKOJIKYTOIUIIIEH aHT?KMaH U3BeJlecepuja
noBp3aHu nepdopMancu (CTPUKTHO MPUAPIKYBAjKU ce
KOH CTPYKTypaTa Ha pUTYaJHUOT MOJIyC, IIITO € CYIITHHA
Ha cekoj nepdopmanc). Hexoun ox HUB cepro3Ho 3adakaa
BO II0/IpayjaTa Ha eCeHIIMjaJHOTO »KEHCKO, HO He U Ha
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embarked upon, or been used for, such re-examinations
but, in general, it is not typically or implicitly engaged.
It exhausts its essence in, as you say, the “revision” of
the artistic traditional and modern disciplines (of art
as a medium), whereby it itself becomes a particular
“medium.” In the light of this, the final delineation and
exhaustion of performativeness is achieved in the actions
of the group/troupe “Living Theatre.” Precisely in this
medium, performativeness reaches its summit and its
downfall — the exaltation of the quotidian to the heights
of the artistic has problematised the very artistic, rather
than the quotidian.

Considering these circumstances, I can speak of per-
formative art practice in only one part/period of
the works of Iskra Dimitrova and Nora Stojanovic.
Stojanovi¢, unfortunately, moved from “visual” to
musical performance and made several impressive
performances. However, what remains inscribed in
Macedonian historiography is her performance in a fish
tank in a fishmonger’s shop in the basement of the City
Shopping Mall in the late 1990s, when, stark-naked, she
swam together with the fish for sale, in the very shop
window, before the eyes of all passers-by. Because of
certain “noise” in her performance, the performance
remained somewhat unclear to me, but the event itself
was a precedent in Macedonian fine arts in general — it
was the first self-nude portrayal of a Macedonian female
artist, exhibited at such a busy public place, full of so
many passers-by. Conversely, over the several years of
her work, Dimitrova delivered a series of inter-related
performances (strictly adhering to the structure of the
ritual modus, which is the essence of every performance).
Some of these seriously delved into the realms of the
essentially female but not its genderness or identityness,
which is what your question drives at.
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HeroBaTa poAOBOCT UJIKM UACHTUTETHOCT, IITO € HaMepa
Ha Baireto npamniame.

C. A.: Jaau Bu e no3Haillo xako8 e cillagoill Ha
MaxedoHCKUlle coO8PpeMeHU YMeTTHUYU KOH NPaWaraiia
Ha cexcyanHocilia u podolll KaKo no3uyuu kou ja
odpedysaaill/deduHupaaill ymelliHuuKaiia npooyxyuja
HU3 npu3ma Ha podosailia/cexcyanHaitia no3uyuja Ha
astuopoiu?

H. B.: I1a, ue 6am, mopam aa npusHaam. Ho, Toa He ce
JIOJDKHM caMO Ha MojaTa HEMHOOPMUPAHOCT, TYKY MHOTY
IMOBeKe Ha HENMOATOTBEHOCTa HAa YMETHHUIIUTE Ja TH
HCKaKyBaaT COICTBEHUTE CTABOBU IO OBHeE IIpalllamha.
EnnocraBHO, OBHe IIpalilamka KaKo /12 He Ce MPUCYTHHU BO
MaKeIOHCKaTa CTBapHOCT, Ta OTTaMy He ce HU IIPOjaByBa
WHTepec 3a HUB. MucjiaMm Jieka Toa JIeJlYMHO Cce JTOJIKU
U Ha CTPABOT OJ] IOMOJHOCT, IIITO € MHOTY YeCT CJIy4aj
Kaj YMETHUIIUTE: MHOTY YeCTO 3aHHUMAaBaIbeTO WU
TPETUPAETO Ha €JleH aKyTeH WU aKTyeJieH MpobJieM
Wi TeMa Op30 ce oCy[yBa OJi CTpaHA Ha KOJIETHTE.
Ho, Toa e moman gen ox mpobsiemor. Cemak, cMeTam
JIeKa MaKeJIOHCKMOT YMEeTHUK, MMOPaJiu HU3a MPUYUHU,
KaKo Jla ja of0erHyBa OBaa TeMa, KaKo Jla He caka Jia
ce COPOTHUCTAaBU HA OMIITOTO, 3aJIeKaHO U 3aUYMaeHOo
pa3bupame Ha HOBUTE CUTYaIlMd KOU IO HAIUIMBYBaaT
MAaKeJIOHCKOTO (a ¥ He caMO Hero) OIIIITECTBO.

Op apyra cTpaHa, Toa IITo € YIITe oceuduIHo e dhak-
TOT JleKa OTCYCTBYBaaT CTABOBUTE HA XeTePOCEKCYaIIIUTe
BO OJIHOC Ha HeXeTepoCeKCyaJHUTe Ipakcu. Bo
Koja Owio cmucna: adupMaTHBHA WM HETHPAUKA.
[Topasu Toa ce cTeKkHyBa BIEYATOK (He IOTPEIIEH)
JleKa 3a HexXeTepOCEeKCYaJlHHUTe IPaKCH ToBOpaT CaMo
HexeTepoceKkcyannuTe. HexerepocekcyaynnuTre Kako Jia
ce OCTaBeHU CcaMH Ja ce M300paT 3a IPUCYCTBOTO HA
OBHEe TEeMM BO IOJ[payjaTa Ha YMETHHUUYKOTO, a CO TOA

S. D.: Are you aware of the views of the Macedonian
contemporary artists about the issues of sexuality
and gender as positions that designate/define the art
production through the prism of the author’s gender/
sex position?

N. V.: Not really, I must admit. Still, this is not only
because of my ignorance; rather, it owes much more
to the artists’ unwillingness to express their own views
about these issues. These issues simply do not seem to
present themselves in Macedonian reality, so there is
no apparent interest in them. I think that in part this
is also down to the fear of being perceived as trendy,
which is very common among artists: quite often dealing
with or tackling an acute or topical problem or subject
is frowned upon by colleagues. But this is the lesser
problem. Nevertheless, I think that the Macedonian
artist, for a variety of reasons, seems to avoid this theme
and seems unwilling to confront the general, stagnant
and stale understanding of the new situations flooding
the Macedonian society (and other societies).

On the other hand, what is more peculiar is the fact that
the views of the heterosexuals about non-heterosexual
practices are nowhere to be seen. In any sense: affirmative
or negative. That is why one is under the impression (not
wrongly) that only non-heterosexuals talk about the non-
heterosexual practices. Non-heterosexuals seem to have
been left to fight alone for the presence of these themes
in the realms of art, and therefore in the realm of the
public. The (affirmative rather than pejorative) solidarity
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U Ha jaBHOTO. TOJIKy IMOBUKyBaHATa U TeOPETH3UPAHA
(adbupmaTHBHA, a He IEKOpPaTHUBHA) COJUAAPHOCT BO
JIEHEITHUIIaBa KaKO /Ja OTCYCTBYBa OJf MaKeJIOHCKaTa
ymerHnuka creHa. Ce pasbupa Jeka oBa e OHaa
CHTyaIja Bo Koja Toa e moyeTHaTa aza Ha OTBOPAKHETO
Ha OBHE IIpalIama. Toa IITo JOMOJTHUTETHO 'O OTEXKHYBA
OoBOj mpobseM e ¢akTor Ha TabokaTa ,3ara3eHoCT”
BO MOJIEPHHUCTUYKHOT GopMaIu3aM Ha MaKeJOHCKUTE
YMETHUIIH, IyPHU U Kaj OHUE O/ HajMJIaJlaTa reHepanmja,
IIPOCJIE/IEHO CO BIIEUATOKOT JIeKa OJ1 HEro HUKOTall HeMa
Jla N3JIe3eMe.

Onx gpyra crpaHa, Hak, BO CJIy4ajoT co u3joxkbara
~KEeHCKH HapIU3MH‘, TOrall BO JHEBHHOT BECHHUK
~MakezoHHuja eHec” HOBMHapKaTa JacHa ®paHroBcka
BOZIEIlle Pa3TOBOPHU BO CepHja CO YYECHUUYKHUTE HaA
u3okOaTa. Kako 3aeHUUYKU 3aKJIyUYOK OJf HUBHHUTE
W3jaBU W CTAaBOBH IIPOM3JIETYBA JIeKA THE CaMHTE
BOOIIIITO HE YYyBCTBYBaaT, HUTY IaK pa3MHUCIyBaaT
JleKka co3jaBaaT , KeHCKa“ YMETHOCT, IITO € eIHa Off
10jIOBHUTE Te3u Ha AbarimeBa. OBa JIONOJTHUTENHO ja
yCJIOKHYBa OoBaa coctojba. Cemak, ce MOKakKyBa KaKoO
HY)KHO JleKa MopaMe Jila IpaBHMe pazjiuKa IoMery
’KEHCKa YMETHOCT ¥ YMETHOCT Ha KeHuTe (II1To, YUHAM,
€ CJIy4aj co oBaa M3J103k0a).

C. [.: Koja mucauilie dexa e OCHO8HAIlA NPUYUHA
3a oiucyciieouio Ha YmeuHU4YKU penpe3eHiliayuu
Ha HexeillepoceKcyanHuilie npakcu/nybosu, Kaxko u
Ha otlicycilisoiio Ha po0o8o cybeep3usHU penpe3eH-
wayuu?

H. B.: Xm... Cé ymre cMeTaM JeKa MaKeJIOHCKOTO
OIIITECTBO, BO IIeJIMHA WJIM BO CHUTE HETOBU ACIEKTH,
e - OeckoH(}IUKTHO U HeKoHQIUKTHO. /o mojaBara
Ha ,llpBata apxubpurasa“ W HHUBHHOT IPOTECT Ha
CKOIICKHOT IUIOIITAJ[, CKOPO U Jla He ce cekaBaM 3a
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evoked and theorised so often nowadays seems to be
lacking on the Macedonian art scene. Of course, this is
that situation where the raising of these issues is in its
initial phase. The fact that the Macedonian artists, even
those of the youngest generation, have “waded deep” into
that modernist formalism, coupled with the impression
that we will never get out of it, further complicates this
problem.

Still, in the case of the exhibition “Female Narcissisms,”
the journalist Jasna Frangovska, then writing for
the Makedonija Denes Daily, conducted a series of
interviews with the participants in the exhibition. Their
statements and views begged the common conclusion
that they themselves neither felt nor thought that they
were creating “female” art, which was one of AbadZieva’s
starting assumptions. This further complicates the affair.
Yet, it turns out that we must distinguish between female
art and art of women (which, I think, was the case in this
exhibition).

S. D.: What, in your opinion, is the main reason for
the lack of art representations of non-heterosexual
practices/loves, or for the absence of gender-subuversive
representations?

N. V.: Erm.... I still think that Macedonian society, as
a whole or in all of its aspects, is conflictless and non-
conflictive. I can hardly remember any other serious, or
at least sizable, confrontation with that which constitutes
society in Macedonia before the emergence of the “First
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JIpyra, IOCEpHO3Ha, Wiau OapeM He BO TOJKaB 00OeM,
KOH(pPpOHTanyja co OMIITeCTBEHOCTa BO MakesoHUja.
Co oBa He cakaM Jla Ka)kaM JleKa YMETHUIIUTE Ce
IJIAlIaT PAJMKAIHO Ja TH HCKAXKaT CBOUTE CTAaBOBU
(mako u BO OBa MMa BHCTHHA), TYKY Ji€Ka, IIITO € YIITe
IIOCUMITOMATUYHO - BOOIIITO HE ' HU MHUCJIAT OBHE
teMu. OcoOeHO MaKeIOHCKUTE JIUKOBHHU yMeTHUIH. Co
0Ba KaKo Ja ce IOTBP/AYBa HE CaMO He3aNHTEePECHPAHOCTA
Ha MaKeJIOHCKUTE YMETHHIIU 3a TeMara, TYKy, MOKe0H,
HEeJIOBOJIHOCTA, OTCYCTBOTO HAa HACTAHU U HA KDUTHUYKATA
Maca Ha HaCTaHHTe o7 oBaa cdepa Koja O ro mpuBJIeKIa
HUBHOTO BHUMaHWe. Ho, 3a Bojja Ha BHCTHHATA,
MaKeIOHCKHUTE YMETHHUIIH BOOIIIIITO He ce IPOMU3HECYBAAT
IIPEKY CBOETO TBOPEIITBO HUTY 32 HU3a IPYTY CEPUO3HU
(ajme nma He KaaM - IIOCEPHMO3HM) IIpamiama 3a
MakKe/IOHCKaTa OIIITECTBEHA CTBAPHOCT, a KaMo JIM 3a
oBa. IloryieiHeTE IITO CE U3JI0XKYBA BO FjIepUUTE: 90%
oJ1 TeMUTE (JIOKOJIKY BOOIIIIITO U T MMA) CE€ OJHECYBAAT
Ha HEIITO IIITO T'0 OIIPe/IeTyBaaT MaKeOHCKIOT YMETHUK
KaKo CyOjeKT Koj KBee Ha HeKoja Jipyra IUIaHeTa, a He
BO €/THO ,,)KEIITKO“, TeT0OHO, a CO TOA U OZATOBOPHO BpeMe.
Yecro ce mpaimryBaM: ako BeKe He 4MTaar, cypdaar Jau
O6apeM OBHE HAIIM YMETHHUIIW, IJIeZ]aaT JIX IITO UM Ce
CJIydyBa OKOJIy, TJlefaaT i (6apeM cera co TOj IIyCTH
MHTEpPHET MHOTY HeIITa ce MOKHU, HEJH) CO IITO Ce
3aHUMaBaaT HUBHHTe Koseru? Ho, Tpeba fa ce mpusHae
JleKa 1oozieTHU (pOpMH U IIPOjaBU Ha CIIPOTHCTaBYBAbE,
Cemak, ce CIydyBajle BO paMKHUTe HAa MaKeJOHCKaTa
yMmeTHOCT. 11 Toa TOKMy mpeky cyOBep3uBHU (HO He,
ce pa3bupa, U JIECTPYKTHUBHH) pellpe3eHTaIiU, KaKo
mTo Beke HamoMmeHaB. CMeraMm Jieka Taka Tpeba na
ce IPOJOJIKY, OWJIEjKM aKO CHCTEMOT He MOXKeTe Ja
ro CMEHHTe WU IPOMEHHUTE OJHA/BOp, Tpeba ma ce
obuzeTe Toa Jja ro cropute oxHaTpe. Bo oBaa cmucia

o| ja monmpasbupam cy6Bep3MBHOCTA, CaMO KaKO TaKBa

n
Lol

Taa HeMma Jia Oujie U JIeCTPYKTUBHA (BIpoueM, Toa He €
HHU IIeJITa Ha YMETHOCTa, Wiiu OapeM Beke He). U Taka,
JIypA M CKPOMHO MMajKu TH, 33/I0BOJIHO M OJIFOBOPHO

Archibrigade” and their protest on Skopje’s main square.
This is not to say that artists are afraid to express their
views radically (although there is some truth in that too),
but rather that they do not think about these issues,
which is even more symptomatic. This is particularly
true of the Macedonian visual artists. This seems to
confirm not only the Macedonian artists’ lack of interest
in the issue but perhaps also the scarcity or the lack of
a critical mass of such presence and events that would
draw their attention. However, to be fair, Macedonian
artists in general have so far failed to express through
their art their views on a variety of other serious issues
concerning the reality of the Macedonian society, let alone
this issue. Just have a look at what is being exhibited in
the galleries. Ninety percent of the themes (if there are
any themes at all) are something that characterises the
Macedonian artist as a subject living on another planet
rather than in a “hot” and dismal time — and, therefore,
in a time of responsibility. Oftentimes I ask myself this
question: if they do not read, do these artists of ours at
least surf the net, do they at least bother to take a look
around them, do they see what their colleagues deal with
— that wretched Internet at least makes many things
possible now, doesn’t it? However, we need to admit
that individual forms and expressions of resistance have
nevertheless occurred in Macedonian art. And, as I have
already mentioned, they have done so precisely through
subversive (yet not destructive) representations. I think
that this is the path to be taken, because if you cannot
affect or change the system from without, you should try
to do so from within. It is in this sense that I understand
subversives; only as such will it not be destructive (as
a matter of fact, destruction is not art’s purpose, or at
least not any more). And so, modest as these forms are,
I contently and responsibly claim that the future or next
historisation of Macedonian art will be founded upon
them.

9
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BeJiaM J€KAa Ha HUB Ke ce TeMesIn HJHaTa UJIHN cjieJHaTa
I/ICTOpI/ISaI_II/Ija Ha MaKe€JOHCKaTa YMETHOCT.

C. A.: /laau mucauilie Oexa mottiusuilie Ha CEKCYaAAHOCI
80 ymettiHocilia 80 MakedoHuja ce xetliepOHOPMATLUBHO
detliepmuHupaHu?

H. B.: 3naete, na 360opyBam 3a crapaTa, WiId IypU U
cpezHaTa reHeparyja Ha yMETHHUIIY, 14 U J1a KaXaM JieKa
TOUKaTa Ha IJIeJlalhe Ha CEKCyaJIHOCTa M POJIOBOCTA ce
TPAJUIIOHATIHO XETEPOHOPMATHUBHO J€TEepMUHUPAHU.
Ce mpamryBaMm IITO € cO MJjaauTe? AKO Ha CTapuTe
MOXKaM TOa Jila UM TO IIPOCTaM Kako pe3yiTaT Ha
’KUBEEHETO BO TOTAITHATA U TAKBATA CKOIICKA KYJITYpa,
Kako ypbaHa, Toral, ce IparryBaM, 30IITO ypOAHUTETOT
OTCYCTBYBa BO CEH3UOWIMTETOT Ha OBaa TeHepanuja
MJIaJ YMETHHIM, KOM KaTaJIHEBHO ce CyAHpaaT Hu
OIICTOjyBaaT BO CETAIIHHOB (KaKOB-TAKOB) CKOIICKH
yp6anuTet? Ce I1amam Jia 0ArT0OBOpaM Ha OBa IBOYMEhe
3apa/il MOXKHUOT 3aKJIy4OK: Moxke6u CKoIje ce yIuTe He
IO JIOCTUTHAJIO PAMHUIITETO HA IOTIIOJIH YPOAHUTET U
TOA HE CaMO KaKO II0jaBHOCT (3a IITO MMa eJIEeMEHTH),
TYKy, IpeJl c€, KaKO KYJITYpOJIOIIKa CTPYKTypa Koja
W3HeIpyBa WM para ypbaHu cybOjektd co ypbaH
ceH3uOmwInTer. TOKMy BakBUTE CyOjeKTH OM MOKese
WIN ce OHHE KOW ja HOcaT JlelleHTpajau3anujata Ha
KYJITYPHOTO WJIM YMETHHYKOTO jaz[po, a IpeJt ce, HaJIBOP
0/l MHCTUTYIIMOHAJHATA IIOCTAaBEHOCT Ha KyJITypaTa
u ymerHocta. Tokmy TakBuTe, ypbaHu, cybjeKTH ce
HOCHUTEJIUTE HA MUKPO-HAapPaTUBUTE 32 KOU TOBOPHME.

AKo crapaTa reHepainuja Tparamie II0 KOPEHHTe Ha
MaKe/JIOHCKHOT HAIIOHIEH HAEHTHTET (BO paMKUTE
Ha HHUBHHUOT MOJIEDHUTET KAaKO IIPOEKTUBHOCT Ha
HAallMOHAJIHOTO), 30IITO MJIQJJBe He Tparaar IIo
HUBHUOT CKOIICKH, MHPKO-CTPYKTYpeH ypOaH uJieH-
TUTET (BO pPaMKHUTe HA HUBHHOT IIOCTMOJIEPHUTET KAKO
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S. D.: Do you think that the motifs of sexuality in art in
Macedonia are hetero-normatively determined?

N. V.: Look, if I was talking about the old or even
about the middle generation of artists, I'd say that the
perspective on sexuality and gender was traditionally
hetero-normatively determined. What I am wondering is
what the matter is with the young ones. If I could forgive
the old ones because they lived in that urban Skopje
culture of another time, I wonder why urbanity lacks in
the sensibility of this generation of artists — these young
people who confront and exist in today’s (middling)
urbanity of Skopje on a daily basis. I am fearful to
answer this perplexing question because of the potential
answer — perhaps Skopje has not reached the level of full
urbanity yet, not only in terms of expression (for which
there are elements) but primarily as a cultural structure
that brings forth or gives birth to urban subjects with
urban sensibility. Precisely subjects of this kind could
be or are those who carry the decentring of the cultural
or artistic core, primarily outside the institutional setup
of culture and art. Exactly such, urban, subjects may be
the carriers of the micro-narratives that we are talking
about.

If those of the old generation searched for the roots of the
Macedonian national identity (within their modernity as
something that projects the national), why do not the
young search for their micro-structural urban identity
of Skopje (within their post-modernity as something
that projects the individual)? I can single out only a few
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IIPOEKTUBHOCT HA IIOeUHEYHOTO)? Moskam Jja u3B0ojamMm
CcaMO HEKOJKYy YMETHUIHM BO YHEIITO TBOPEIIETBO
ce OTCIMKyBa Toa. 3HA4YM, ako craHyBa 300p 3a
JleleHTPUPAIbeTO Ha roJIEeMHOTHAPaTUB (01 OIIIIITOTO KOH
[IO€JIMHEYHOTO), TOTaIll 0UeKyBaM BO HUBHOTO TBOPEIIITBO
MaJIMOT HapaTHUB /1A Ce IIPOjaBH KaKO YPOAHUTET, IOTOUHO
- KaKko IOCJIeJIUIA, pe3ysaTaT, 0/ipa3 Ha ypOaHUTETOT.
A ToxkMy BO ypbOaHUTETOT (2 HEe BO pPYPaJIUTETOT,
HAallUOHAJIHOTO,  JPJKaBHOTO, UJAEHTHUTETHOTO) Ce€
IIPOjaByBaaT M IMpAIIamhaTa 32 HEXEPETOCEKCYaTHOCTa,
KaKO IIITO TOQ, HAa IOYETOKOT Ha OCYMECETTUTE TOTUHI
Ha 20 BeK, r'0 HaIIpaBUja MoBeKke OePINHCKH U KeJTHCKU
YMETHHIY, BO PAMKHTE Ha TepMaHCKaTa IOCTMO/IepHA
ymeTrHOCcT. KOHEUHO, OATOBOPOT Ha OBa IIpallame
e - 71a, THe ce Taka JerepmuHupanu. Ho, He ce corya-
CyBaM CO OIIPAB/AYBAIETO JIeKa TOA € KYJITypOJIOIIKA
MaTpHIa HACJIeZIeHa OJ1 IIPA/Ie/IOBIIUTE U ,,[IETBEKOBHOTO
Typcko porctBo“. M 3aroa ja oOBMHYyBaM MJIajiaTa
reHeparnyja: Taa Mopa Jia pasbepe fieka u Taa Mopa Ja
BJIMjae BO Pa3BojoT (ako TpebGa M BO MEHYBameTO) Ha
KyJITYPOJIOIIKUTEe MaTpunu u mapagurmu. Cekoj BO
JIOMEHOT Ha CBOETO JI€jCTBYBAbE.

Wiy, mak, KOHEYHO, MOXKeOU ce 3ajakKyBaM JieKa BO
Ckomje BOONIITO Cce CIydyBa HEKAKOB YypOaHHUTET.
Moxebu (ako ce wu33eMaT HEKOJIKYTE IIOCOYEHU
JINKOBHU yMeTHUIN) ,IIpBaTa apxubpurana“, enex iei
0/l IIPOTPAMCKHTE COAPKHUHHU Ha ,103-ka“ (6e3 PMG
Collective), rpadurucrure ox ,Biosquad®, ciucanuero
sMapruna“, majiata rpyna CTpejTepu OKoy Backo
Bymb6ukc XXX (anmac F.P.O.) u my3ukara Ha bej [ ©ui
(criopenr MeHe, equHCTBEeHaTa ypbaHa My3HWUYKa II0jaBa
B0 MakenoHuja, kora 6mso!) ce caMo ocaMeHH ITPOjaBU
Ha CKOIICKMOT ypOaHHTeT BO HacTaHyBame (BO IITO,
HCKPEHO, He OU cakaJ ia BepyBaM).

artists whose works reflect this. So, if the issue at hand
is the decentring of the great narrative (from the general
towards the individual), then I should expect to see the
small narrative expressed in their works as urbanity —
that is, as a consequence, result, a reflection of urbanity.
And it is precisely in urbanity (rather than in what
constitutes the rural, national, state or identity) that the
issues of non-heterosexuality are expressed, and that
was what a number of Berlin or Cologne artists did in
the early 1980s in German post-modern art. Finally, the
answer to your question is: yes, they are so determined.
However, I beg to disagree with the justification that it is
a cultural matrix inherited from our great-grandfathers
and the “five centuries of Turkish rule.” And that is
why I put the blame on the young generation: it must
understand that it too must influence the development
(even the change, if need be) of the cultural matrices and
paradigms. Everyone must do that within their sphere
of work.

And finally, I may be just fooling myself that there is any
urbanity in Skopje. Maybe (beyond the few visual artists
I referred to), the “First Archibrigade,” one part of the
“103” programme (without the PMG Collective), the
“Biosquad” graffiti artists, the “Margina” Magazine, the
small group of straighters around Vasko Bumbix XXX
(alias F.P.0.) and the music of Bei the Fish (in my opinion,
the only urban musical phenomenon in Macedonia,
ever!) are only solitary expressions of Skopje’s emerging
urbanity (and I truly like to believe in this).
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C. [.: Koaky ymeitiHuukaitia Kputiuka 2u UHKopnopupa
Kailieeopuuilie Ha podoili U CeKCYaNHOCla Kako
uHiliepnpeiiaiiu8HU U KpUiiuvKu peweiuku?

H. B.: EBe engen npumep: Bo 2007 roguna, Bo Hamu-
oHayTHaTa rajepuja Ha Makegonuja (moBTopHO) Coma
AbarimeBa ja opraHusupanie wussoxobara ,Super(H)
eros‘ Ha TeMa €pOTH3MOT BO MaKeJ[OHCKaTa MOJEepHa
U COBpeMeHa JIMKOBHA yMmeTHocT. O rosieMuoT 6poj
U3JIOKEHU JleJla He MOKaM Jla Cce ceTaM HUTy Ha
€HO KOEITO TH TpeThpa OBHe TeMH. J[oMHHHpaa
MAacCKyJIapHU TIOTJIEAN BP3 XETEPOCEKCYaTHOCTa, a CaMO
JleJI, MHOTY MaJl JieJ ce 3aHuMaBaa co (PeMUHUCTUYKUTE
acriektu. (N.B. 3abenexesiMBO € BO MOUTE OATOBOPH
JleKa Tpalramata Ha (PeMUHU3MOT, UAKO Ce POJOBHU
mpaiiama, He TH IOMCTOBETyBaM CO IIpalllarbaTa
Ha HEXETEPOCEKCYyasTHOCTa, MAaKO U THE CE POJOBHU
mpariama.) 3a pasjuKa of] usjoxkbata Ha Biagumup
BesTMuKOBCKM BO BTOpAaTa MOJIOBMHA HA OCYMIECETTUTE
TOAWHHU OJf MHUHATHUOT BeK, MocTaBeHa BO KyiaTypHo-
nHbOpMAaTUBHUOT 1eHTap Bo Ckomje, Ha wucrara
Tema (M3103k0a HAa KOja BO IIOTIIOJTHOCT JOMUHHUPA
XeTepOCEKCYaTHUOT IIOTJIE] Ha aBTOPHUTE), OUYEKYBasB,
BO MeryBpeMe, U O/ YMETHHIIUTE Jla CO3AaAaT, HO U Off
KypaTopKaTa Jia T BOBeJie OHHeE Jiejla KOU ITIOMHAKy Ke
O/ITOBOPAT Ha CMEHETOTO ,YHUTame“ Ha CEKCYaTHOCTA
KOe€ Ce MMa CJIyuYeHO BO MefyBpeMme.

CakaMm Ja KakaM JeKa JieJl o/ ,BUHATa“ 3a oBa ja
HOCHMeE U HHUE KPUTHYapuTe U Kyparopure. VIcTopucko-
YMETHHU4YKaTa IIpaKCa Ha TEeMaTCKU U3JI0K0uU Bp3
OCHOBAa Ha UCTOPUCKHU BeKe BPEJHYBAHUTE YMETHHUYKU
ocTBapyBama € caMO eleH Jea OJf paMKara Ha
CHCTEMCKOTO JiejcTByBambe. EJleH Apyr /e ce omHecyBa
Ha T.H. MPOJAYKIIUCKUA W3JI0KOHM, OJTHOCHO, H3JIOXKOU
Ha KOW Ce CO3/]aBaaT HOBH JieJia 32 IOTPeOUTe Ha THE
n3s0:x6u. Co apyru 360pOBH, aKO He IMOCTOjaT Jiesia Ha
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S. D.: To what extent does art criticism incorporate the
categories of gender and sexuality as interpretative or
criticism standards?

N. V.: Here is an example. In 2007 at the National
Gallery of Macedonia Sonja Abadzieva (again) organised
an exhibition entitled “Super(H)eros,” the theme being
eroticism in Macedonian modern and contemporary
visual art. Of the numerous works exhibited, I cannot
recall a single work dealing with these themes. The
exhibition was dominated by masculine views on
heterosexuality and only a part of them, very few, dealt
with feminist aspects. (N.B. It is notable in my answers
that I do not equate the feminist issues, although they
are gender issues, with the issues of non-heterosexuality,
although they too are such). Unlike in the case of
Vladimir Velickovski’s exhibition on the same subject in
the second half of the 1980s that had taken place at the
Culture and Information Centre in Skopje (an exhibition
entirely dominated by the authors’ heterosexual views),
I expected not only that the artists would have in the
meantime created works with a different response to an
already changed “reading” of sexuality but also that the
curator would have introduced such works.

What I am trying to say is that we too — both the
critics and curators — are to “blame” for this situation.
The historical and art practice of organising thematic
exhibitions based on already historically acknowledged
achievements is only one part of the framework for
systematic action. Another part concerns the so-called
production exhibitions, i.e. exhibitions for which new
works are specially created. In other words, if works on
these topics do not exist, then we are to provoke their
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OBHE TEeMH, TOTall HHe Tpeba Ja ro HUCIPOBOIMpPAME
HHUBHOTO CO3/IaBarbe, 0e3 pas3/InKa IITO HEKOU KPUTHYAPH
(Buktopuja BaceBa Iumecka, 3;matko TeomocueBcKH)
U HeKou yMeTHHIH, ocobeHo Cranko IlaBiecku, BO
HHU3a CBOM IIPOEKTU I'O KPUTHUKYBaaT OBOj KypaTOPCKU
KOHIIENT Ha ,HapadaHa“ ymerHocT. Op wuckyctBo (of
MojaTa JioceralrHa KypaTopcka Ipakca) 3HaM JieKa Iypu
Y TOTalll ce HauyBa Ha OTIIOPH WX HecHaorame. Jlobap
IpUMep 3a Toa e MpoeKToT ,,House-Chaos. The Woman
and the Destroyed Home Discourse Re_ Built“ og 2002
roguHa. Co Toa, 0ATOBOPHOCTA 3a cocTojb6aTa Tpeba aa ja
CIIOoZIeTNME 3a€/THO.

C. A.: Ilocitigjaiti au uciiopucku u ilieopucku Hay4Hu
ttipydosu 3a ymeitiHociia 60 MaxkedoHuja kou 2u
adpecupaaili npawarailia Ha poooill, ceKCyarHociia u
ymeiliHoctua?

H. B.: Hcropucku U TEOPUCKO-HAYYHU TPYAOBU He
noctojaT nocera. Ho, mocrojat Tpu IyOJuKauuUd KOU
MOXKe /Ia ce IMOKa)KaT KaKo IOYeTHO pedepeHTHU, WU
O6apem kako mpumapHa rpara. Toa ce ucroumeHuUTe
KHUIIKA IyOJMKAallMK OJf IIOCOYEeHUTe W3JI0KOM Ha
AbGanmeBa, Muiiescka 1 Buiuk.

C. A.: Zlaau moixce Oa ce 3abenexcaili pasaukiu 60
npeyenyujaiia Ha cexcyaaHocilia u poootll Medy makxe-
doHcKuille ymelliHUYU U Kpuiiuuapu Ha ymeiiHociia
80 dujaxpoHucka nepcnexiiuea (nped u nocae 2000
2o0uHa, Ha npumep)?

H. B.: (Buau ogrosop Ha npamae 7.) I1a, Bo moroyiem
Jlen He, HO JIeJIYMHO U Ja. AKO He JIpyro, ToTalll CUTyp-
HO ce 3a0eJeKyBaaT Pa3/INKH BO CEH3UOMITU3UPAHETO U
pa3bupameTo Ha CEKCYaJTHOCTa, AyPH U Ha pojioBocTa. Ha
MIPUMED, Jia TU CIIOPeAUMe €POTCKUTE/EePOTH3UPAHUTE
CIMKU-aKTOBU Ha Jlazap JImueHocku (eBe, 1a ro 3eMeMe

creation, regardless of the fact that some critics (such
as Viktorija Vaseva Dimeska, Zlatko Teodosievski) and
some artists, especially Stanko Pavleski in a number
of his projects, have criticised this curatorial concept
of “commissioned” art. My experience (as a curator)
tells me that even in such cases there is resistance and
failure to cope. One good example of this was the 2002
“House-Chaos — The Woman and the Destroyed Home
Discourse Re_ Built” project. Therefore, we need to share
the responsibility for the existing situation.

S. D.: Arethere historical or theoretical academic works
on art in Macedonia addressing the issues of gender,
sexuality and art?

N. V.: There have been no such works so far. But there are
three publications that might prove initially referential
or, at least, serve as a primary building material. These
are the booklets accompanying the exhibitions I referred
to when I spoke about Abadziva, Milevska and Vili¢.

S. D.: Are there any differences to be observed in
the perception of sexuality and gender among the
Macedonian artists and art critics in a diachronic
perspective (for example, before and after 2000)?

N. V.: (See the answer to question 7). Well, mostly
no, but yes in part. If nothing else, there are certainly
differences to be observed in the sensibilisation to and
understanding of sexuality, even gender. For example,
let us compare the erotic/eroticised nude paintings by
Lazar Licenoski (there you are, we're using the example
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€THUOT OJi OCHOBOIIOJIOKHHUI[UTE Ha MaKeJOHCKATa MO-
JIepHA YMETHOCT) O/ HETOBUOT O€JITPaJICKU TIEPHUO IIPEJ
Bropara cBeTcka BojHa [ci1. 3] v CITMKHUTE HA BCTaTa TEMA
Ha Anekcanyiap CTaHKOBCKH, O/ KOj OMJIO mepuof, [ci.
4]. Bo mipBUTE € JOMHUHAHTHO MAIIIKOTO (DETHIITH3UPAEHE
Ha ’KE€HCKOTO TeJIO (ypH U KaKo ,,ceKC-00jeKT"), mo/IeKa
BO BTOPHTE TaKBaTa MAIIKOCT (IIpojaBeHa KaKO CyIep-
HAMOKHOCT Ha MAaIIIKOTO BP3 KEHCKOTO) € CBeJleHa Ha
apojija M capkasaM BO KOUM MAIIIKOCTAa HajuecTo ce
IIpojaByBa KaKO M3JIMB Ha (pycTpamuu, MHOTY IIOBEKe
OTKOJIKYy Kako (deTHIM3amuja Ha KeHCKocTa (Kako
YyucTa TeJiecHocT). [J1e/1ajku o1 aclieKT Ha YMETHUYKUTE,
Hpena ITackanu, BO HEKOJIKY HaBpaTH, I'0 yHoTpebyBa
COIICTBEHOTO TEJI0 KAKO aKT BKJIOIIEH BO €HA ITUTaTHA
IocTalika Ha Jejlata off HCTOpHjaTa Ha yMeTHOCTa
(ManeoBata ,OnuMminuja“, Ha @IpuUMeEp, BO JEJIOTO
,II]pOCTOPHO-BpEMEHCKA aBTEHTUYHOCT 1“ 071 2004, CJI.
5). [lenoro, mak, ,3a OHTOJIOIIKATa MTPOMAIIEHOCT Ha
daranmureror” Ha Kanera Banresu o1 2002 [ci1. 6], Beke
BO JKE€HCKAaTa TeJIECHOCT He IIPOHA0Ia HUTY 3a/10BOJICTBO
(MaptuHOBCcKH), HHUTY cobsasHyBambe (CTaHKOBCKH),
HUTY YMETHHUKH MaTEPHjasl O KICTOPHjaTa Ha yMETHOCTA
(ITackasu), TYKy KO/ 32 OTBOpame Ha audepeHnjaieH
KYJITYPOJIOIIKH JTUCKYPC, TOJIKY MHOTY aKTyeJIeH BO
MIOCJIEZTHOTO JleceTyieTe. Bo oBaa cmucia, pasjiuKuTe
ce jaByBaaT (Mako ¥ TOHATaMy BO HEJIOBOJIEH Opoj)
KaKoO TMOWHAKBO pa3buparbe M CEeH3UOWIN3Uparhe Ha
CeKCyaJIHOCTa U HEJ3BHHHMOT TPETMaH BO pPaMKHUTE Ha
YMETHHUYKOTO OOJIMKyBalbe, HaJIMHUHYBajKH ja IIPUTOA
HMCKJIyYMBO MalllKaTa ,yImoTpeba“ Ha oBaa TeMa H
HaBJIETYBajKU BO cdepaTa Ha UHTEPEC U Kaj }KEHCKUTE
YMETHHUIIH.

C. [A.: /lanu ce cexasame Ha HeK0ja u3jasa Ha YyMettiHUK
wau Kpuitivuap/xypaitiop xojawitio 6u ja depuHupane
Kako napaduemattiudHa pedaexcuja 3a cuiliyauujaitia
80 MaxkedoHuja no o00HOC HA nNpawarwaiia Ha
cexcyaaHociia, podoill u ymeiHociia?
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of one of the founders of Macedonian modern art) from
his Belgrade period before WWII (fig. 3) and Aleksandar
Stankovski’s paintings on the same subject, from any of
his periods (fig. 4). The former are dominated by the male
fetishisation of the female body (even as a sex object),
whereas in the latter this masculineness (expressed as
super-superiority of the male over the female) has been
reduced to a parody and sarcasm in which masculinity
chiefly appears as a discharge of frustrations, much more
than fetishisation of femininity (as sheer corporeity).
As far as female artists are concerned, Irena Paskali
has on a number of occasions used her own body as a
nude work incorporated in a method of quoting works
from history of art (for example, Manet’s “Olympia,” in
her 2004 work “Spatial-Temporal Authenticity 1,” fig
5). On the other hand, Zaneta Vangeli’s 2002 work “On
the Ontological Failure of Fatality” (fig. 6), no longer
finds in female corporeity pleasure (Martinovski), or
scandal (Stankovski), or artistic material drawn from
history of art (Paskali), but rather a code for opening a
differential culturological discourse, so topical during
the past decade. In this sense, the differences emerge
(though they are later insufficiently numerous) as a
different understanding and sensibilisation of sexuality
and its treatment in artistic formation, overcoming the
exclusively male “use” of this theme and entering the
female artists’ sphere of interest.

S. D.: Can you think of any statement by an artist or a
critic/curator that you would define as a paradigmatic
reflection on the circumstances in Macedonia concerning
the issues of sexuality, gender and art?
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H. B.: He. IllTo ce ogHecyBa, 6apeM, Ha TEKCTOBHUTE
BO IlepHO/IMKaTa U MOHOrpadCcKUTe IpojaByBama U Ha
YMETHUIIUTE U HAa KpUTHUYapuUTe, Ccelak, He MOXKaM Ja
M3/IBOjaM HEKOja TaKBa M3jaBa, a KaMo Jid, MaK, Taa Jia
ouzne u ,mapagurmatudHa“. OBa ro mpocjeayBaM U CO
JIOJDKHOTO WM3BUHYBake JleKa He ceKoraml ycreBaM Jia
TH cJIeflaM HaCTaluTe M H3jaBUTE HAa CHUTE CYOjeKTH Of
MaKe/IOHCKHOT YMETHUYKH CBET BO C€ [TOT0JIEMUOT OPOj
IeyaTeH!, eJIEKTPOHCKU U JUTUTATTHU MeTUYMHU.

C. [.: 00 60-itie 200uHu, Ha WEOPUCKO U NOAUTTUUKO
pavHuwilie oHa willo npetliciiasysawe ceoesudeH
noAutliuuKU U coyujaneH aH2aMcmMaH 60 O0O0HOC Ha
npawarwaiia Ha xceHuille U xomocekcyaayuilie bewe
delliepMUHUpPAHO HU3 npu3mailla HA noAauiluxuite
Ha udeHiliuilielli, OOHOCHO 3acilianyeare  Koe
bpaHewe apsymeHiliu 3acHOBaHU 8p3 epdewailia 3a
eceHyujanHociia uau nocebHocilia Ha katlieeopuuilie
Ha JxceHailla uau xomocexcyaayuite. Bo ymeitinociua,
b6apem oHaa Kojawlitio bewle NOAUTHUYKU U COYUJANHO
aMeaxcupaHa, peaaiiugHo ucitiuilie @HeHomeHUu ce
pedaexiliupaa npexy pasauvHuilile MoO0eau HA XHceM-
CKOUIO NUCMO UAU XCeHeKallla YMellHOoCll, nuuiysdarsbe
u ieoperbe HU3 cneyu@duuHo DJHCeHCKOWo ileno, 2ej
ymeiiHoclli, 00HOCHO cneyugduuHailia nepcnexiiuea
u cneyu@uvHuoil u3pas Ha xomocexcyaayuile UilH.
Bo ymetinuukailia xpuiliuka ucitiuge npobaemu ce
pedaexitiupaa/ili npexy pewellikuilie Ha eMuHUZMOTI
uau 2ej u »esbejckuilie ciiyouu, OOHOCHO npe-
ucnuwyeaweitio Ha YymellHuUuKaila uctiopuja co
Mmanuparse u peuHiliepnpeitiayuja Ha asiliopu HceHu
UAU XOMOCEKCYaNyl.

/lenec, 80 ceeilicku pamku, HU3 no3uyujaitia Ha uma-
HeHiIHallla kKpuilluka, nociugemMuHUIMO U KEUP
lileopujaitia Ha npumep, cuille osue 20pecnomeHailiu
nosuyuu ce dosedysaaiti nod npaware, a co wWoa ce

N. V.: I can’t. At least I can’t recall seeing one in the
periodicals or the artists’ or critics’ contributions to
various monographs. I could not possibly recollect such a
statement, let alone designate it as “paradigmatic.” Here
I wish to offer my due apologies for not being always
able to follow all the contributions or statements by all
the players in the Macedonian artistic world that might
have appeared in the increasingly numerous printed,
broadcasting and digital media.

S. D.: Since the 1960s, on a theoretical and political
level, that which constituted a kind of a political and
social engagement concerning the issues of women
and homosexuals was determined through the prism
of the identity politics — that is, an advocacy defending
arguments based on the claims about the essentiality or
specialness of the categories of women and homosexuals.
In art, at least in what was politically and socially
engaged, relatively the same phenomena were reflected
through the various models of female writing or female
art, of writing and creating through a specifically
female body, gay art, i.e. the particular perspective
and the particular expression of the homosexuals etc. In
art criticism these problems (were) reflect(ed) through
the screen of feminism or the gay and lesbian studies
— that is, the re-writing of art history by mapping
and re-interpreting authors who were women or
homosexuals.

Today, worldwide, through the position of immanent
critique, post-feminism and queer theory, for example,
all of the above positions are challenged and thereby
the very categories of gender or sexual identity are
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dexoHcilipyupaaiti u npobaemaitiudupaaiti camuitie
Kailiecopuu Ha podotll UAU CeKCYaaHUOl udeHiuilell,
Kou ce enedaaill Kaxko eeke usauilieHu nNo3uyuu 3a
noauttiudxa 6opba u 3a ymetliHUUKO iBoperse.

Kade cwmettuaitie Oexa ce Haoda MaxedoHcKailia
YMelliHOCI 80 080] KOHIUEKC, U1U NAK 80 KOJa HACOKA
cMmetliaitie Oexa iipeba da ce poxycupa ymetiHuuxkaita
npodykuyuja, kpuitiuka u uciaopuja?

H. B.: Ila, ke ucagHe AeKa CUTE OBHE IIOCT-JBHKErba
BO MaKeJ0OHCKaTa YMETHOCT, KaKO O7[pa3 Ha €HO CIIOPO
onITecTBO (KaKBO IIITO € MaKeIOHCKOTO), Ke 3aBpIIaT
TIpE]T YIIITE IMTPETXOTHUTE U J]a 3aII0YHAT...

Ho, na mojmam co pen. Mmam cepuo3Ha 3abestenika
3a ynorpebaTa Ha MOMMMUTE, a OTTYKa U KaTErOPUHTE,
»’KEHCKa/Tej yMETHOCT® WJIH ,KEHCKO,/Tej mucMo®. Muc-
JlaM Jieka OBUe JBe paboTu He Tpeba Aa ce Mmelnaar, a
0cobeHO He Jla ce ynoTpeOyBaaT BO BaKBH TaKCATHUBHH,
U CO TOAa aHAJOTU3WPAYKH, HAaOpojyBama. YMeTHOCTa
HE € caMO ITUCMOTO, ja3UKOT, TYKy, IPeX c€, TOBOPOT,
a OTTyKa U - 3a IITO jJa3UKOT TOBOPU. 3aToa CMeTaM
Jleka ce MpoOeMaTUYHU HCKA3UTe, KAKO IITO BEJIUTE,
yClenu@uuHaTa IepcrekTuBa U crenuUIHUOT U3pas
Ha xomocekcyanuure”. [TepcriekTuBaTa € IpOEKTUBHUOT
TIOTJIE] BP3 HEIITATa, a U3Pa30T € IIyHKTYMOT, JIOKYyCOT
Ha Hemrata. OTTyKa, 3a ,crenuduIHaTa IePCIeKTHBa“
U MOXKaM Jla ce CJI0KaM, HO He pa3bwpam Koj Ou Omt
SCuenuuIHuoT  rej mnu Jesbejcku ,u3pas‘. Ese,
IO CIOMHYyBaTe HAIIWOT TOCTUH Bosdranr Tuimanc
(Wolfgang Tillmans) (mo6utHukoTt Ha TapHepoBaTa Ha-
rpajzia 3a 2000 roauHa) [ci1. 7], KOj ©Male caMOCTOjHO
IIpeTCTaByBakbe BO rajiepujata ,Press to Exit“ Bo Ckomje
BO 2005 roiniHa. /[ay HaBUCTHUHA CMeETaTe JIeKa cCaMo T'ej
YMETHUIIUTE ja ymoTpeOyBaaT JEeKCOHCTPYKTUBUCTUY-
KaTa KoOHIennwja (BO OAHOC Ha KOMIIAKTHOCTA W
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deconstructed and problematised and become perceived
as already too threadbare positions for any political
struggle or artistic creation.

Where do you think is Macedonian art in this context
now or what direction do you think art production,
criticism and history should focus on?

N. V.: Now, in the end it will turn out that all those post-
movements in Macedonian art, as an illustration of a
slow society (such as the Macedonian) will have finished
before the preceding ones have even begun....

But let us consider these things one at a time. I have
serious objections to the use of the terms, and hence the
categories of “female/gay art” or “female/gay writing.”
I think that these things are not to be confused, and
especially that they should not be used in such itemised
and thereby analogising enumerations. Art is not only
the writing or language but, primarily, the speech and,
therefore, that which language talks about. This is why
I think that statements such as the ones you made, as
“particular perspective and particular expression of
the homosexuals” are problematic. A perspective is the
projective outlook on things, while the expression is the
punctum, the locus of things. Hence, I could agree about
the “particular perspective” but Idonotunderstand what a
“particularly” gay or lesbian “expression” would be. Look,
you mentioned our guest Wolfgang Tillmans (winner of
the 2000 Turner Prize) (fig. 7), who had a sole exhibition
at the “Press to Exit” gallery in Skopje in 2005. Do you
really believe that only gay artists use the deconstructivist
approach (in relation to the compactness and coherence
of the composition in the art work, as a concept of the
modern age), or the accumulation of heterogeneous
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KOXEPEHTHOCTAa Ha KOMIIO3HI[HjaTa BO YMETHHYKOTO
J1e710, KaKO KOHIIENIHja Ha MOZEPHOTO 700a), OJHO-
CHO aKyMmyJjaigjaTa Ha pa3HOpPoAHU dororpadCcku
CerMeHTH U 3allUCH U HapaTHBU (KaKO KOHIIENIMja Ha
MOJIEPHUCTUYKOTO /106a), WM JIeKa TaKBaTa OOJIMKOB-
Ha KOHIIETNIIIja HHXEPEHTHO € PO/IOBO ompesiesieHa? 3a-
peM Tej YMETHUIIUTE, U CAMO THE, KOMIOHHUPAAT €/leH
HapaTHB HHU3 aKyMyJalyja Ha, HA IPB IIOIJIe/l, cCOceMa
HENOBpP3aHU MHUKpO-HapaTHUBU? TOYHO e Toa /ieKa mpe-
Ky BaKBHUTE JI€KOHCTPYKTUBUCTHUYKU METOJU 3aIll0YHA
BOBE/[yBahe€TO Ha MUKPO-HAPATUBUTE, OJTHOCHO, IPEKY U
CO HUB Ce JIEKOMIIOHHpaa rojeMuTe Hapatusu. Ho, oBue
YMETHUII CaMO yIOTpeOyBaaT efHa IMoOcTamka (Mako
€ OYHIJIE[THO COBIAlarmeTO Ha ja3UKOT CO TOBOPOT BO
HUBHOTO TBOPEIITBO), BepU(UKYBaHA U MPAKTUKyBaHA
U O] IPYTH, He-Tej yMeTHUIU. VK cakare Ja KakeTe
JIeKa XeTEPOCEKCYaTHUOT TBOPEUYKH H3Pa3 € MOHOJIUTEH,
KOMIIAKTEH, KOXePEHTEH, a HEXETEPOCEKCYATHUOT JIUC-
nep3upaH, JIeeHTPUPAH U, CO TOAa, IEKOMIIOHHUPAH U
nexoHcrpyupas? I1a Toa ro mpaBat HajrOJIEMHOT JIEJT O
MO/IEPHUCTUTE Ha TMOYETOKOT HA 20 BeK. 3apeM Tpeba
cera CUTe HUB /Ia TU IIPe-UCUUTAMe KAKO I'€j-yMETHUIIH ?
Ce comHeBaM Jieka OU MMaJie UCIIPaBHA METOI0JIOTH]a.
CakaM /1a KaskaM JieKa TeIKO ce CIpaByBaM co oBa (u
3a M€He HejaCHO) WHCHUCTUPAIe U 3aToa IpaBaM pas-
JiuKa Mefy TBOpeukKaTa HM3pa3HOCT (WM, aKo cakare
- OOJIMKOBHOCT), OJTHOCHO - ja3WKOT U TBOpPEYKaTa
TeMaTH3anuja (mocTaByBame Ha TeMa WiId pobJyieM Hajl-
BOp Ol IOMEHOT Ha YHUCTO JINKOBHOTO/OBJIMKOBHOTO),
OZTHOCHO - TOBOPOT. [ToMHaKy Ka’KaHO, IITO € ,KEHCKO
HUCMO“ BO UMIIPECUBHOTO 110 (popMmaT zies1o (co AuMeH-
3UU IPEKY 4 M BO BUCOYMHA U 3 M BO paguyc) u 6poj
Ha ynoTpeOeHN MEeHCTPYaJHA TAMIOHHU (MJTjaIHULIH) BO
sycreport -, Enerantenstycrep oz...?“ (Elegant Chandelier
of...?) Ha rpymara ,I'epunku® (Guerrilla Girls) [ci1. 8 u
8a] mocraBeH Ha BJ1e30T BO ApceHaseTo Ha BeHenuckoTo
OueHasle 2005: UMIIpeCMBHOCTa Ha ¢dopmaTa u

photographic segments, records and narratives (as a
concept of the modernist age), or do you think that the
concept so formed is inherently gender determined?
Are gay artists the only ones who compose a narrative
by accumulating seemingly entirely unrelated micro-
narratives? It is true that through such deconstructivist
methods the introduction of micro-narratives began,
i.e. that the great narratives were being decomposed
through and by them. But these artists only use a method
(although the coincidence between language and speech
in their work is obvious) that has been verified and used
by other, non-gay artists. Or are you saying that the
heterosexual creative expression is monolithic, compact
and coherent, while the non-heterosexual is dispersed,
decentred and, thus, decomposed and deconstructed?
Well, that is what most of the modernists were doing
in the early 20™ century. Are we now to re-read all of
them as gay artists? I doubt that we’d have a functional
methodology to do that. What I am trying to say is that I
find ithard to deal with this (unclear to me, too) insistence
and therefore I distinguish between creative expression
(or, if you want, form), i.e. — language and creative
thematisation (setting a theme or a problem outside the
realm of the purely visual/formative), that is, speech.
In other words, what is “female writing” in the “Elegant
Chandelier of...?” by the “Guerrilla Girls” group (fig. 8
and 8a), which is impressive for its size and the number
of menstrual tampons (thousands of them), placed at the
entrance to the Arsenale of the 2005 Venice Biennale?
Is it the impressiveness of the form and format of the
chandelier, the use of tampons as art material, the use of
the shock method to draw the audience’s attention as a
marketing strategy (let us not forget that the group has
an activist position!) or the demystification of one of the
most unpleasant periods of the month for most women,
i.e. one of the more specifically female situations? What
are we talking about here: the language that suggests or
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dopmaTor Ha Jycrepor, ymnorpebaTa Ha TaMIIOHUTE
KaKO YMEeTHUYKHU MaTepujaj, ecKIloaTanyjara Ha MIOoK-
METOJIOT 3a /Ia ce IPUBJIeYe BHUMAHUETO Ha IybInKaTa
KaKO MapKeTHHINKA cTparerrja (a He 3abopaBUMeE
JleKa Io3WIfjaTa Ha IpylaTa € - akKTUBUCTUYKA!) miu
nemuctuduUKamnyja Ha eeH O/ HajHENpPHUjaTHUTE Iie-
pHOIM BO MeCelOT 3a IOBEKETO JKEHU, OJHOCHO eZHa
o/l HajcnenuUUHUTE KeHCKU cuTyanuu? CTaHyBa JIU
TyKa 300p 3a ja3WKOT KOj IIOCOYyBa HJIA TOBOPOT KOj
objacHyBa/TosikyBa? Viu, mak, ce paboTu camo 3a eZfHa
¢dbuHO cnakyBaHa foceTka (IITO MUCIaM Jieka e)? Bo koj
MOMEHT, O/ KOj CETMEHT, O/ KOja CTPYKTypa MOXKe Jja ce
OuYeKyBa IIPOjaByBambeTO Ha CyIITUHATA HA YMETHUYKOTO
(Hej3uHATA YMETHUYKOCT) - BO3BUIILYBAKHETO?

I[Tonatamy, BenuTe JeKa BO ,YMETHHYKaTa KPUTHKA
HCTUBE MpobsieMu ce pedJieKTUpaa,/T MPEKy PEIIETKUTE
Ha GEeMUHHU3MOT WJIH T'ej U JIe30€jCKUTE CTYINH, OJTHOCHO
Mpe-UCIUIIYBAETO HA YMETHUYKATa HCTOpPHja CO
Mamnupame U penHTepIpeTalija Ha aBTOPH KOU Owie
)KeHU Wi xoMocekcyannu“. Ce mpairyBaM: 30IITO €
TOJIKY BaJKHO JIa ce Ipe-oIpe/ieiu (HacTpaHa Jajiy € Toa
BOOIIIIITO MO?KHO) BO3BUIIIEHOTO (MJT BO3BUIIIYBAHHETO)
BO €JHO YMETHHUYKO JIeJIO aKO Ce JIOKaxKe, IypHu U post
festum, nexa aBTopoT 6mi rej? IlITo Toa Moxke Aa My
Jnonazne wiu ox3eMe? Jlayi MOMHAKY Ke ro TOJIKyBame
BOBE/IYBAIb€TO HA BO3JAYIIHATA IEPCHEKTHUBA, KaKoO
KOHEYHA KOMIIOHEHTa BO OCTBAapyBambeTO Ha HACTO-
jyBameTO 3a KOMIIAKTHAaTa M KOXEpEeHTHAa KOMIIO3uja
(ToKy MHOTY 3HayajHa 3a peHecaHCHATa YMETHOCT)
BO cimkata ,Mona JIuza“ [ci. 9], mokonky la Bunuu
ro IjielaMe HHU3 IpU3Mara Ha HeroBaTa WHTHMHA,
Mery Jipyrute, u rej onpeaenba? IlIto moxkeme fa mpe-
HCIIUIIIEME TYyKa, 32 €AHa CJIMKA KOJaIlITO o OCTBAapyBa
KOHIIENITOT HA CBOETO BpeMe: IIpOjaByBame Ha
00’KeCTBEHOTO U BO pe-TIpe3eHTalfjaTa Ha MPUpPoJiaTa
co cure cBou ¢eHOMeHN? 3aMuciaeTe, €JHOCTAaBHO
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the speech that explains/interprets? Or, is it just a slick
quip (which I think it is)? At this moment, what segment,
what structure can be expected to give the expression
of the essence of the artistic (its artistic quality) — the
sublimity?

Furthermore, you say thatin “art criticism these problems
(were) reflect(ed) through the screen of feminism or
the gay and lesbian studies — that is, the re-writing of
art history by mapping and re-interpreting authors who
were women or homosexuals.” I wonder why it is so
important to re-determine (and it is yet another question
whether that is possible at all) the sublime (or sublimity)
in a work of art if it is proved, even post festum, that
the author was gay? What could that add or take away?
Would we interpret differently the introduction of aerial
perspective as the final component in the success of the
attempt to achieve a compact and coherent composition
(so important for renaissance art) in “Mona Lisa” (fig.
9), if we looked at da Vinci through the prism of his
intimate, among other things, also gay orientation?
What is there to re-write about a painting that attains
the concept of its time: the expression of the divine and
the re-presentation of nature with all its phenomena?
Imagine, just hypothetically, what it would be like to
re-write the “Mourning of Christ” from the church of
The Holy Mother of God Peribleptos [fig. 10] by the
famous Michael and Eutychios and its significance for
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XUIIOTETHUYKH, Ha IIITO OU JINYEJIO IIpe-UCITUIITYBakheTO Ha
»OIUTakyBamweTo Ha Xpucroc“oxipkBaTa Cs. boroposuiia
ITepusnenta Bo Oxpuz [ci1. 10], Ha npouyeruTe Muxajno
1 EBTUXU], 1 HEJ3SUHOTO 3HAUEH€ 3a BU3AHTOJIOTHjaTa
U MeJVeBaJIMCTUYKaTa €CTeTUKAa, HaJBOP OJ I[BPCTO
3a7laZIeHUOT W KAaHOHHW3WPAH TEOJIONIKUA JUCKYPC 3a
Oo’kecTBeHaTa mIpupoaa Ha lcyc BO CpPeIHUOT BeK,
JIOKOJIy U Ce JIOKake JieKa THe Oujie XOMOCeKCyaTHa
nBojka! Mu, Tpeba siu 1a ce 6apaat Bo (71a ce KpUTHUKYBA,
Jla ce Tpe-UCIHIIYBa) MMOCTOEYKOTO ,MAIIKO ITHUCMO®
cuenupUIHU ,JKEHCKU“ acIeKTH BO: TIOTJIEJIOT Ha
Boroponuna ymnateH koH CeBUIIIHUOT, HEIOMHUPAHETO
Ha TeJOTO WJIM OJapOT Y Hej3WHATa IOTIIOJIHA
He3aMHTEPECUPAHOCT 3a (PUBUUKU/TIPUPOTHO MPTBOTO
Tesio Ha Vcye (3a pasymka of ucraTta, HEIITO IOCTapa,
KOMIIO3UITH]ja BO IpKBaTa ,,CB. [TanTenejmon® Bo c. 'opHO
Hepeswu, ckorcko, c1. 11), KOTa OCHOBHUOT TEOJIOIIKH
JIUCIIyT BO OBaa KOMIIO3MIIHja €: MPHUKAKyBAameTO Ha
enHo (on1 ;BeTe) uMTama 3a MOTEKJIOTO Ha FcycoBara
MIPUPOJIa - BO CJIyUajoB MCKaKaHa KaKo MOHO(MHU3UTCKA
(camo OoskecTBeHa) W TOKMY CIIOpP€]l IOCTaBEHOCTA,
MPUKAKYBAakbeTOo Ha Tnosiokbata Ha bBoropoauna
M CO KOTO Taa OIIITA M TOKMY CO HEIOIMHPAHeTO
Ha OokecTBeHOTO Tesio McycoBo? Bo Teopuwjara Ha
YMETHOCTAa IIOCTOM IIeJI €JHa MeTO/Jia Ha TOJIKyBarbe
KOJIITO Ce OJHecyBa Ha HaMepaTa Ha YMETHHKOT,
YMETHUYKOTO JIeJI0O U yMeTHOCTa (MHTEHIIMOHAJTHHOT
METO/T BO TOJIKYBAHhETO) KOj JOBOJTHO MOJKE /1a ja OTIpaB/ia
OBaa Moja IMO3HUIIHja: aKo JIeJIOTO HE € CO37aZileHO KaKO
TOBOP 32 HEXETEPOCEKCYATHOTO, He TIOCTOH (a 1 He Tpeba
HacHJIa Jla ce BOBEJIyBa, MPe-UCIUIITYBa) ,crenududeH”
HexeTepoceKCyasieH ja3uK KOjJIITO TaMy U Ke TO BOBEJIE.
MucnaMm Jeka Tyka, BO BaKBOTO HACTOJUMBO IIpe-
HCIIUIIyBake, ce paboTH 3a ymorpeba Ha ja3UKOT 3a
WHCTpYMeHTaJIn3alja Ha TOBOPOT, a He CyM JaJIeKy
0/ MHCJIEFLETO JIeKa TOa Ce CJIydyBa IOpajyd TOa IITO
IIPBUOT € KOHCTPYKT, IyPH U HHCTPYKT, aKO MOKaM Taka

Byzantology and mediaevalist aesthetics, outside the
firmly given and canonised theological discourse about
the divine nature of Jesus in the middle ages, even if it
was proved that the two were a homosexual couple! Or,
do you think that in the existing “male writing” (which
is to be the subject of criticism or re-written) one should
look for specifically “female” aspects when considering
the look that the Mother of God casts on the Almighty,
the fact that she is not touching the body or the lier
and her utter ambivalence to the physical/natural dead
body of Jesus (unlike in the same, somewhat earlier,
composition in the church of St. Pantheleimon in the
village of Gorno Nerezi, near Skopje, fig. 11), when
the basic theological dispute in this composition was
the representation of one (of the two) readings of
the origin of Jesus’ nature — in this case expressed
as a Monophysite (only divine) precisely though the
arrangement, representation and position of the Mother
of God and those who she communicates with and the
fact that she is not touching the divine body of Jesus? In
theory of art there is a whole method of interpretation
that concerns the intention of the artist, the art work
and art (the intentional method of interpretation) which
can sufficiently justify my following position: if the work
is not created as a speech about the non-heterosexual,
there is no “specifically” non-heterosexual language
(nor should such a language be forced or re-written)
to introduce it. I think that here, in this persistent re-
writing, language is used to instrumentalise speech, and
I am not far from the view that this occurs because the
former is a construct, even and instruct — if I may say
so — (as everything else in the newer theories), while the
latter is a category of interpretation (inscription) as a
discipline of/within a system. Therefore, interpreting art
in which the immanence of the non-heterosexual speech
is intentional (intended to be such) can and should
occur because speech determines language in advance
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Jla KaskaM, (KaKo M C€ BO ITIOHOBUTE TEOPUU), 4 BTOPHOT
€ KaTeropvja Ha TOJIKYBarbeTO (HCITHIIYBAETO) KaKO
JIMCITATINHA Ha/BO €/IeH CHCTeM. 3aT0a, TOJIKyBabe Ha
YMETHOCTa BO KOja MMaHEHTHO HEXETePOCEKCYaTHHOT
rOBOp € WHTEeHIMOHaJIeH (co Hamepa Ja Oujle TaKoB)
MO’Ke U Tpeba J1a ce CIyYH 3aTOoa IIITO TOBOPOT O[HATIPES
ro OIpe/elyBa ja3uKOT - € eAHO, a peBusuja (mpe-
HCIHUIIYBAakheT0) Ha IejlaTa HCTOpPHja Ha yMeTHOCTa
e Hemro cocema aApyro. OTTyKa, a MOKeOH M MOopaau
TOAQ, Kaj HAC Ce YIITe OTBOPEHO He ce MPOrOBOPHJIO 3a
aBTOP/K/HUTe KOU OWje XOMOCEKCyaIlId U KaKO Toa Ce
o/lpadyBa BO HHBHATa YMETHOCT, HUTY IO JIMHHja Ha
jas3uKoOT, HUTY 110 JINHHja Ha TOBOPOT. (Bo MakejoHCKaTa
rucTopuorpaduja 3a aBTOPKUTE KaKO KEHU, a HE KaKO
XOMOCEKCYaJIKH, 0COOEH MPH/IOHEC Ce BeKe CIIOMEHATHTE
n3J100k0a U KHUra ,KeHcKu Hapuu3Mu“ Ha AGariieBa.)
Bapew 111TO Ce o7fHECYBa Ha ITpe-UCHUIIyBameTo. Cemnak,
He Tpeba Jia ce mpeTepyBsa.

3a mocT-(peMUHU3MOT ¥ CAaMHUOT IHIIYyBaB BO €JHA
II0JIEMHKA BO JIBOHENEJHHUKOT ,PopyM“* BO TEKOT Ha
JIETOTO 2003 TOAWHA, HO TOTAlll HAIIWUTE 3aCTAITHUIIU
Ha (HEMUHUCTHYKUOT AUCKYpPC (Kako INTO TOraml ro
HapeKOB ,MUJINTAHTEH") U3IJIeJla Toa He To pas3bupaa.
I'naBHaTa Te3a BO MojaTa mosuiuja Oerne Jieka CUTe
TEOPUH, IPHUCTANY U IIPAKCU HAJIBOP O/ MAaKeIOHCKOTO
TBOPEUKO WJIM TEOPHCKO jaJ[p0 WJIM CEeTMEHTH, IIpe]|
Jla ce BOBEJAT BO HETO/HUB, Tpeba KPUTHUYKH Jla Ce
IIPEUCIUTAAT U IpUIarofaT (Kako MITo O6U IpeIIoKuI
Bpanmncias Capkamar, - KaTaxpecTUYKH), a He Ja ce
pe3eMaT HEKPUTHYKHY, ,,3/[PAaBO0 3a TOTOBO . CaMo HaKycO
Jla TIOBTOpaM: ce IIOKaXKyBa JieKa OIIIITECTBEHOCTA,
KyJITYPaJIHOCTA U UJIEHTUTETHOCTA OF KOU Ce cOo3/aBa/

*  Bumu ,Jlocue: PactpaBa 3a pemunusmor”, HoeHitiuitieitiu:
Cilucanue 3a tioauiliuka, pod u kyaiiypa, Tom 1, 6p. 3,
2002, 143-172.
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— and this is one matter — but revising (re-inscribing)
the entire history of art is and entirely different matter.
Hence, perhaps because of this, there has been no open
discussion about the male or female authors who were/
are homosexuals and about how that is reflected in their
art, neither in terms of language nor in terms of speech.
At least as far as re-inscription is concerned. Still, things
should not be stretched too far. (AbadzZieva’s exhibition
and book “Female Narcissisms” has contributed
significantly to Macedonian historiography about female
artists as women, but not as homosexuals).

As far as post-feminism is concerned, I wrote about it in a
polemic in the “Forum”* fortnightly during the summer
of 2003 but our advocates of the (as I then called it,
“militant”) feminist discourse did not seem to understand
me. The main thesis in my stance was that all theories,
approaches and practices outside the Macedonian
creative or theoretic core or segments, before being
introduced in it, were first to be critically re-examined
and adapted (catachrestically, as Branislav Sarkanjac
would suggest), rather than be adopted uncritically or
“taken for granted.” Let me repeat something briefly: it
turns out that the socialness, cultureness and identityness
from which the theory of Judith Butler — the guru of
female gender identity — is created/born and within

* See “Dossier: Discussions of Feminism”, Identities: Journal

for Politics, Gender, and Culture Vol 1, no. 3, 2002, 143-
172.
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paramBOKOH OIICTOjyBa TEOpUjaTa HATyPyTO Ha XKEHCKAaTa
pormoBa wuaeHturetHoct Ilyaut bBatsiep, BoommiTo
He € CIIOpe/UIBa CO OHME Ha Koja OMI0 MakeZOHCKa
TeopeTHYapKa I10 UCTOTO IIpallame. 3aT0a ¥ CMeTaM JIeKa
MMa BUCTHHA BO MCKA30T Ha IOYETOKOT HA OBOj OZITOBOD:
JleKa OBHE TEOPUCKH ITOCTU3MHM, KaKO IIpeMpekja WiIu
3aMeHH/U3MeHN Ha HOCEUYKUTEe NapaJurMu, Kaj Hac Ke
3aBpIIAT IIPeJ] YIITE IPETXOIHUTE U JIa 3aII0YHAT...

3aroa e BakKeH 3aKJIYYIOKOT JieKa €O MOCT-PeMUHU3MOT
U KBUP TeOpHjaTa, ,KaTETOPUUTE HA POJIOT WJIU CEKCYyal-
HUOT WJIEHTUTET ... C€ IJIelaaT KAaKO BeKe H3JIUTEHU
MIO3UITNH 32 IOJIUTUYKa 60p0Oa 1 32 YMETHUUKO TBOPEHE .
3a Toa mMMa e/leH MOXKEH OJIFOBOD: IlejlaTa KaMIlama
Oelre mocTaBeHa Ha IorpeliHa ocHoBa. Hamecto n1a ce
paboTy Ha roBOpoT (BO3BHUIILYBAKETO HA CTBAPHOCTA HA
OBHE HJIEHTUTETU BO/HU3/IPEKY YMETHUUYKUOT YHH),
I1€JI0TO BHUMAHHE Ce IIOCBETHU Ha Ja3UKOT (MAEHTUTETOT
KaKO KOHCTDPYKT, HHCTPYKT, JEKOHCTPYKT, OJIHOCHO,
JIEKOHCTPYKIIH]ja HA €CEHITjAIUCTUIKITE TOJIKyBamba Ha
uneHTuTeTHTE). Toa cera oBue MOCT-U3MU 'O YBU/LyBaaT
U IO IIOIIpaBaaT. Y CIexoT Win I0OUBKATa OJ1 Toa € JieKa
HU3 WIN IPEKY YMETHOCTA Ce OTBOPHja HEKOU IIpalllarba
U ce BoBeZioa Hekou Temu. Ho, monmeka ymeTHOCTa
roBOpeIIIe 32 TOJTUTUIKOTO BO IIJTATOHOBCKATA CMUCJIa HA
3a€THUIITBOTO U 3a€JHUIIATA, 32 IIPOCTOPOT Ha JaBHOTO
BO KOe Ce OCTBapyBa IOJIMTHKATAa HAa yMeTHOcTa (WIn
YMETHOCTA KaKO IOJIUTHKA), PEMUHU3MOT 3aroBaparie
IIPOMEHA He caMO Ha MOJINTHYKOTO (MaKO U TOA € eleH
HEroB MMaHEHTEH JINCKYPC), TYKYy U Ha H/Ie0JI0IKOoTO. 1
cera, OTKaKO Ce OCBOHU H/IEOJIOUIKOTO, MOJIUTHYKOTO HA
OBHE TEMHU OCTaHA KaKO JIETUTHUMEH TEMATCKH KOpIIyC
Ha WHTEPECH Ha HEKOH Of] YMETHHUIIUTE. 3aTOa CMETaM
JleKa CHTe OBHE TEMHU cera BJIETyBaaT KaKO peryJapHU
U JIETUTUMHH TEMU Ha M BO YMETHOCTa, 6e3 rmomma u
3aToa ce 3ajaraMm 3a 6Oe3/He/arpecuBeH mpucram. Tue
CTaHyBaaT OOMYHU U JIETUTUMHU TEMHU CO KOH HEKOU

which it exists, are not at all comparable with those of
any Macedonian female theorist on the issue. That is
why I think that there is truth in the statement at the
outset of this answer: that all these theoretical postisms,
as challenges or substitutes for/modifications of the
existing paradigms will in our case be over before they
have even started...

That is why it is an important conclusion that with post-
feminism and queer theory “the categories of gender and
sexual identity ... are perceived as already too threadbare
positions for political struggle or artistic creation.” There
is a possible answer to this: the entire campaign has been
set up on the wrong grounds. Rather than dealing with
speech (exalting the reality of these identities in/through/
by the artistic act), the entire attention has focused on
language (identity as a construct, instruct, deconstruct,
i.e. a deconstruction of the essentialist interpretations
of the identities). Now these postisms are seeing and
amending that. The success or benefit from this is that
though or by means of art, some issues have been raised
and some themes have been introduced. Yet, while art
spoke of the political in the Platonic sense of unity and
community, of the space of the public where the politics
of art (or art as politics) unfolds, feminism advocated a
change not only of the political (although it too is one
of its immanent discourses) but also of the ideological.
And now that the ideological has been conquered, the
political in these themes has remained for some artists
a legitimate thematic corpus of interests. Therefore, I
think that all these themes come into play as valid and
legitimate themes of and within art, free of pomp, and
precisely because of this I advocate a non-aggressive or
aggression-free approach. They are becoming plain and
legitimate themes that some artists deal with. This means
that they are no longer riding on the moment/period and
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yMeTHUIM ce 3aHuMaBaaT. IIITo 3Haum Jeka Taka
M3JIETYBAAT OJ1 KOHjYKTYpHOCTa HA MOMEHTOT/ IEpUO/IOT
U BJIETYyBaaT BO IIO/IpAYjeTO HA TPAEYKOTO YMETHUUKO.
A TOKMy CO HETO, CO YMETHUYIKOTO, CE OCTBApyBa, HEe Ou
PEKOJI BpakameTo KOH, TYKYy, IPEX Ce, 33/Ip3KyBaIbETO
U NIPOJOJIKYBAHETO Ha TBOPEIITBOTO BO PAMKHUTE Ha
IIOJIUTUKATAa HAa YMETHOCTA - 3a JaBHOTO /la ce TOBOPHU
HU3 JaBHOTO U BO jaBHOTO. Ha oBa mpujp:KyBame KOH U
O/Ip>KyBambe Ha CYIITHHATAa HAa YMETHOCTA KaKO IOJIUTUKA
ymaTyBaaT ¥ TEMUTE Ha /IBE CKOPO 00jaBEHU KHUTH BO
MakesoHHMja: efHAaTa HA MAaKeJOHCKUOT ecTeTH4ap
NBan Ilemapocku - ,EcTeTMka Ha BO3BHUIIEHOTO® U
BTOpaTa Ha MaKeJOHCKHOT HCTOpUYAp HAa yMETHOCTa
U JIUKoBeH kputudap bojan MBaHoB - ,MojoT 3aHaet.
Hekoj 61 Mo3keJ1 f1a ce 3ampariia 30IITO OBHE KHUTH He ce
OJIHECyBaaT Ha ecTeTHMKaTa Ha PO/I0BOCTA BO YMETHOCTA,
Ha npuMmep. OAroBOpPOT € eIHOCTaBeH: He II0CTOU
YMETHOCT HaJIBOp O IojpayjaTa Ha YMEeTHHUYKOTO,
Ha/IBOp paMKHTe Ha YMETHOCTa KaKO JUCLUUIINHA U
HaJIBOp O/ CTPYKTypaTa Ha yMeTHOCTa KaKO CHCTeM. A
CHTe THE UMaaT CBOU KaTETOPUU U KPUTEPUYMU 6e3 KOu
YMETHOCT - He ITIOCTOU.

U, kOHeYHO, BO CMUCJIA Ha IOCJIETHOBO, & KAKO MOXKEH
3aKJIyJOK Ha OBaa Hallla pacupaBa, OCTaHyBa caMo Ja
ce I0YeKa BPEMeTO KOTa XeTePOCeKCyasuTe Ke IoYHaT
Jla TOBOPAT 32 HeXeTePOCEKCYaTHUTe TeEMHU U - 00paTHO,
KOT'a OBHE TEMHU Ke Ce TPETHPAAT KAaKO 3aeTHUIKH TEMH
Ha CHTe HUB 3aelHO (KaKO paMHOIIDaBHH cy0jeKTH Ha
eIHa WCTa, 3aeJ[HUYKA CTBAPHOCT U OIIITECTBEHOCT,
KyJITYPaJIHOCT U UIEHTUTETHOCT), KAKO HUBHU 3aeJHUY-
KH TeMH, KaKO TEMU Ha yMETHOCTA-KaKO-CEBKYITHOCT:
KOT'a [IOJINTHKUTE Ha POJIOBOCTA K€ CTAHAT BO IOTIIOJTHOCT
¥ CaMo - IIOJINTHKH Ha YMETHOCTA.
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so they enter the realm of the so-called artistic. And it is
precisely by means of it, by means of the artistic, that, I
would not say the return to, but rather the preservation
and continuation of creativity within the politics of art
take place; to speak of the public through and within
the public. Two books recently published in Macedonia
suggest this adherence to and preservation of the essence
of art as politics: “The Aesthetics of the Sublime” by
the Macedonian aesthetician Ivan Dzeparoski and “My
Trade” by the Macedonian historian of art and art critic
Bojan Ivanov. Some might wonder why these books
do not refer to the aesthetics of genderness in art, for
example. The answer is simple: there is no art outside
the realms of the artistic, outside the frames of art as a
discipline and outside the structure of art as a system.
And all these have their categories and criteria without
which there is no art.

And finally, in terms of this last claim, and as a possible
conclusion to this discussion of ours, I should say that
it remains only to wait for the time when heterosexuals
will begin to talk about non-heterosexual issues and vice
versa, when these themes will be seen as common themes
for all of them together (as equal subjects in one, common
reality and socialness, cultureness and identityness), as
their common themes, as themes of art-as-universality:
when the politics of genderness will become entirely and
only politics of art.

Translated from Macedonian by Ognen Cemerski

163



164

Slavco Dimitrov Gender and Sexuality in Macedonian Art Practice and Theory

Cnuka 1: Benumup XKepHoscku, The Walk, 2008

Figure 1: Velimir Zernovski, The Walk, 2008

Cnuka 2: Anppec CepaHo, M3moyar Xpucitioc, 1987

Figure 2: Andres Serrano, Piss Christ, 1987
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Cnuka 3: Jlaszap JluueHocku, Axid, 1927

Figure 3: Lazar Licenoski, Nude, 1927

Cnuka 4: Anekcanpap CtaHKOBCKM

Figure 4: Aleksandar Stankovski
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Cnuka 5: Upena Mackanw, lIpociliopHo-8pemeHcKa asilieHuyHoC 1,
2004

Figure 5: Irena Paskali, Spatial-Temporal Authenticity 1, 2004

Cnuka 6: XaHeta BaHrenu, 3a oniionowkailia GpomaweHoCl Ha
¢aianuiieimiom, 2002

Figure 6: Zaneta Vangeli, On the Ontlogical Failure of Fatality, 2002

Cnuka 7: Bondranr Tunmanc, Aimaup, 2000

Figure 7: Wolfgang Tillmans, Atair, 2000
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Cnuka 8: lepuna rpnc, Enelaritied nycitiep og..., 2005

Figure 8: Guerilla Girls, Elegant Chandelier of..., 2005

Cnuka 8a: JleoHapao aa BuHuu, Mowxa Jlusa - [lokoHga, 1503

Figure 8a: Leonardo da Vinci, Mona Lisa — La Gioconda, 1503

167



Slavco Dimitrov Gender and Sexuality in Macedonian Art Practice and Theory

Cnuka 9: Odnarysarse Ha Xpucitioc, Cs. boropoawnua MNepusnenta,
Oxpup

Figure 9: Mourning of Christ, The Holy Mother of God Peribleptos,
Ohrid

Cnuka 10: Odnaxysarbe Ha Xpucitioc, CB. MaHTenejmoH, FopHo
Hepesu

Figure 10: Mourning of Christ, St. Pantheleimon, Gorno Nerezi



