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[HEBHUKOT HO PETPOCNEKTUBHATA U3NoXx6a maj-jynm 2019

MaejaTa Ha HeroeoTo goarare of, Kanapa belwe cnoHtaHo aa ro oceou npusemjeto Ha MCY. Toj v kypatopor
MMQaQa BEKe MOATOTBEH KOHLEMT BO KOjLITO Tpebalue Aa ce 3anasu 1 peTPOCNeKTUBHUAOT acnekT. Toj npBobuTtHO
Belwe KOHLUEHTPUPAH BP3 PEKOHCTPYKLM|ATA HO YHMULUTEHWTE MAK PENATUBHO owTeTeHu aena. Ho npoektor
criopeq, Hero MOCTEMEHO CE HACOYM KOH BMLOM3MEHETATd HAMEPd HA OCMMCIYBAHE HA npeara, ocobeHo
HQ TPETaTa Cana, WTO PE3yNTUPALLIE CO AHA MOHYMEHTASIHA BU3Ypa WM MrPa CO PA3AMYHM KOMOMHALMM HA
NeTanaTa 1 rHesgara.

Hajronemara cana rmasHo Tpebalue Ad ro NOTEHLMPA PETPOCMNEKTUBHMOT ACMEKT HA CNEAEHE HO CEBKYMHUOT
onyc Ha CredaHos. [JoHekame 1 ro NOTBPAM PA3BOJHMOT MMI, HO OKLEHTOT Belle CTOBEH BP3 OCBOjyBAE
HO Cé mnorofiemM MPOCTOP HA OMpPedeneHu, MABHO SMAHO MOCTABEHW MHCTanAuuu. 3Hauu, nokpaj ¢doro-
LOKYMEHTAPHUOT WMNYCTPATUBEH Aen, BO ko bea ondarteHn ckopo cute HeroBu akumu Bo Makepowia,
Anrnvja, KaHaga uTH., nornepot 6elle HAOCOYEH KOH AOMMHOHTHO OCMMCIIEHUTE MHCTANMPAHM faena. MNpeky
PEKOHCTPYKLM|O MM KOPEKLM|O HO AENATA CE NOTCETUBME NOCEBHO HA OHA WTo ro pabortelwe o 80-Te roautm
(Ha np. aeHkuTe, HU3MTE Mnu netanata. Pennuka Hanpaeu Ha ,JIuHeapHuot Cepadum” Ha LpBeHa ocHOBQ,
komnosuuujata ,Anrenn-npectonn” (o Haumonanwata ranepuja Ha MakegoHuja) e nocTaseHa HA TemHO
LPBEHA SMOHA MOBPLUKMHA, 34 A4 MO MPOHA|AE BUCTUHCKOTO, OBHOCHO NMPBOBUTHO 3HAYerse. Tod ro HaNpaBsu
u co ,Mucranaumjatra” og 1987 r., xapTMeHaTa UpHA NOANOrA CEra j0 30MEHM CO SMAOT HA KOj € BMEeTHAT
,MOTNEPCKMOT" FecT KOjLUTO CE M3EAHAYYBA CO EKCNIPECUBHOCTA HA LIEHTPASTHUOT ENEMEHT oA cnama. Yeteprara
ronema uHcranauuja ,XepysuM” Ha cuHa nospuwuHa notekHyea op 2019 r. CredaHos ja npedepupa
NPUMEHATA HA MPAKTMKATA HO BOEHM SUAHKM OCHOBM. JKONTOTO HA CNAMEHUTE CTPYKTYPHU € CO HOMEPA Aa ro
anAMUMPA BEPOjATHO KAKO LPTAYKM EMIEMEHT HO MHULMPAHKTE GOpPMU. M BO OBME KONOPUCTUUKM MHTEPBEHLIMM
Ce NOTBPAYBA 3HAKOBHOCTA, MOTBPAEHA KAKO UIPA CO MOHYAEHATA MPOCTOPHOCT HA M3NOXOEHMOT AMBUEHT.
Mako penymHo Toj e 06e3nnyeH co NPETXOAHUTE ,TPAAUTENCKM” aTaum, TOj CKOPO MAEANHO O COBAAAd, CO
Manu pe3epBu OKOMY AUCTAHLATA HA KOMMIETHUOT epeKT Ha HeroBmTe MHCTaNnAumu. M nokpaj osue HeonxomHu
KPUTMYOPCKM AMCKYPCHM HO 30OKPYXYBAHE W COMEAYBAHE HO HETOBOTO TBOPELUTBO, €3 HUKOKBU PE3EPBH,
TOO HE MOTCETW HA FONEMMHATA M MHOBALMCKA NAPAAMIMa (mokasaTen) WTO MOCTOjAHO e MHBONBMPAHA BO
HEroBMOT MPMCTAN KOH CEPUO3HO TEMENIHU M KOHLEMNUMCKM OCMUCIIEHN MPOEKTHU.

Crapara sugHa ,JluHeapHa uHtepseHupia 17 og 1983 r. ckopo uenocHo ja nNoBTopu Mo OBOj MOBOA BO
CPeAHATa cana, HO jd MOBP3A HA HEKO|j HAYMH CO MOHOBWTE TeMM HA rHesgaTa. Edektute 3a uyno MolwHe ce
BKJIOMKja BO AMBMEHTOT HO OBOA HAjMaNA cana U AaAoad ceoj bener Bo BKynHuWOT Bnevatok. Ha eneH sup,
6ea NOCTABEHU TPU OPUTMHANHU KNACKYHM LPTEXM M NAOTEPCKU PeNpOayKLMM Of rHE3AATA WTO M paboTh Bo
Kanaga.

Bo tpertara cana ce cozpane eaHa ycnoeBHo npu¢aTeHa MHTEPAKTMBHA MOCTABEHOCT, KOJALUTO MOHYAM MPUKA3HA
KOjO MMA ,KPYXeH” TeK HO OCBOjyBAHE NAPANENHO U HA HEj3MHO unTare. Bo nonosuHaTta Ha npoctopot
BOMuWHMpPa T.H. pennuka Ha , Ocuno rHespo” og 2005 r. (90x120x150) koe ce NnpeTBOpH BO MOHYMEHTAIHO 1,
Ha Koe 6ea AOAAAEHM OOMONHUTENHU EKCMIAH3MOHMUCTUYKM CIMPANTHU CETMeHTH wTo Tpeba Aa ce cornenaart u
OA MHOKOB PAKYPC (XOPU3OHTANHO, BEPTHUKASHO MAM Of AoNeH unm ropeH pakypc). Toj nornes koH peueHTHOTO
[eNno 1 ro HAMPABK HA|BNEYATNIUBKMOT aen of nanoxbarta. Co matepujanute WTO ocTaHAA Toj ro u3eene Hes
HWUKOKBQ MPETXOAHA Hajaea nepdopmancort (,Anren”) Ha napkuuror Ha Mysejor. Crneaejku v nMHeapHo
06nMKyBaHATA GOPMA HO OHTENCKUTE KPMIja M3rOPEHUOT MATEPH|AN MOJACHO [0 MOTEHUMPALLE MAE[ATA HA
nmHeapHocTa. EdemepHocTa Ha HeroeuTe Aena AMPEKTHO e anIUUMPAHA BO BAKOB TWN HA u3pasysarbe. Osa
BOXM W 30 THE3AOTO WTO ro obiMKyBale HO efHO of ApsjaTa Bo AsopoT Ha Mysejot. CnyyajHo otdpnenuTe
LENOBU Of PeLeHTHUTE MHCTanaumu 6ed, UCTO TAKA, BO GOKYCOT HA HALIMTE COMeayBaksal.

Kpeatusruort wmpok TepeH Ha CrepaHOB HEOUYEKYBAHO MM OCBOM CMMMATMUTE HA MOMNAAATA Ny6nuka, HO U
HO OHME CTPYYHM NIMLA LWITO jO MO3HABAA MM LyPH CEra ce COOYeHM cO Hero. [locre oBOj BNeYATNMB YMH CO
HEroBO JIMPEKTHO Y4eCTBO BO MOTBPAYBAHETO HA HETOBATA KAY3d BO MAKEAOHCKATA YMETHOCT W MOLIMPOKO
CaMo ce obuayBame [a {a NETUTUMMPAME M 4O NPUAOAOLAEME ONPEAENEHN MO3UTUBHU HOCOKM M MOTTULM.



The Diary of the Retrospective Exhibition May - June 2019

The idea of the author’s coming from Canada was to spontaneously conquer the ground floor of MoCA. He
and the curator had an already prepared concept, which was to also maintain the retrospective aspect. Initially,
he was concentrated on the reconstruction of the destroyed or partly damaged works. In his opinion, however,
the project was gradually led towards the intention — modified in its appearance — of designing the first, and
in particular the third hall, which resulted in a monumental line of sight and a game with various combinations
of the kites and nests.

The largest hall was to mainly emphasize the retrospective aspect of following the overall opus of Stefanov. To
an extent, it did confirm the developmental element, but the stress was placed on conquering an increasingly
larger space of certain, mainly wall-mounted installations. Therefore, in addition to the photo-documentary
illustrative section, which exhibited almost all of his actions in Macedonia, England, Canada, etc., the view
was turned to the dominantly conceptualized installations. The reconstructed or corrected works reminded us
especially of his work in the 80’s (e.g. bundles, arrays or, kites). He created a replica of the “Linear Seraphim”
(2002) on a red base; the “Angels — Thrones” composition from the National Gallery of Macedonia (1994)
was positioned on a dark red wall surface, so that it may find its true, i.e. primal meaning. He did the same
thing with the 1987 “Installation” - this time, he replaced the black paper base by a wall decorated by a
“house painter’s” gesture, equalized with the expressiveness of the central element made of straw. The fourth
big installation — “Cherubim”, placed on a blue surface, originates in 2019. Stefanov prefers the practice of
colored wall bases. The yellow on the straw structures is probably intended to be applied as a drawing element
onto the initiated forms. Even these coloristic interventions confirm the semiotic feature, confirmed as a game
with the offered spatiality of the exhibition ambience. While partly disfigured by the previous “constructionist”
attacks, it almost ideally conquered the space, with minor reserves about the distance of the complete effect of
his installations.

In spite of these necessary critic discourses on summarizing and realizing his body of work, with no reserves
whatsoever, this reminded us of the great and innovative paradigm (indicator) that is constantly involved in his
approach to the seriously fundamental and conceptually thought through projects.

On this occasion, he almost completely repeated the old wall-mounted “Linear Intervention 1” (1983) in the
middle hall, but linking it in a way with the more recent topics of the nests. The effects miraculously fit very well
info the ambience of this — smallest in size — hall, leaving its trace in the overall impression. Three original,
classical drawings and plotting reproductions of the nests he is working on in Canada were mounted on one
of the walls.

In the third hall, a conditionally accepted interactive set up was created, offering a story with a “circular”
course of conquering, in parallel with reading the story. The middle of the space was dominated by the so-
called replica of the 2005 “Wasp Nest” (90x120x150), which turned in a monumental one, complemented
by additional expansionist spiral segments that are to be also looked at from a different foreshortening angle
(horizontally, vertically or from a bottom or a top angle). It was this view of the recent work that made the biggest
impression at the exhibition. With the leftover materials, he executed the performance “Angel” at the parking lot
of the Museum, with no previous announcement at all. Following the linearly shaped form of the angel wings,
the burnt material more clearly emphasized the idea of linearity. The ephemeral nature of his works is directly
applied to such a type of expression. This also goes for the nest he shaped on one of the trees in the Museum'’s
yard. The accidentally rejected parts of the recent installations were also in the focus of our realizations.

Stefanov’s creative wide terrain unexpectedly attracted the interest of the younger generation, but also of the
experts that either had known it or were faced with it for the first time at that moment. Following this impressive
act involving his direct participation in the affirmation of his cause in the Macedonian art and beyond, we are
only attempting to legitimize it and ascribe certain positive directions and impulses to it.
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19 jyuu/june - 15 centemepu/september 2019

lpabere Bo npoctopot/Grabing of the Space, 1985
BO YECT HA [IPATAH METKOBMK /IN HONOUR OF DRAGAN PETKOVIC
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Og unknycort , Mpoctophu rhespa” /From the Cycle “Spatial Nest”, 2019 ¢
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Cnyuaijum rueapa/Coincidental Nests, 2019



BoeeaHu 6enewikm u npouecutTe HaO KOHCTUTYUPAHE HA
NPeTNnoCTaBEeHUTE BPEAHOCTU HO HEFOBMOT MHCTUHKT KOH COBPLUEHOTO

Bo penatusHo 6orarara ckynntopcka kapuepa [murop CredpaHoB nponssene NpeLM3HO KOHUMMMPAHU Aend
LUTO MOBTOPHO, BO LENOCT, 3ACNYXYBAAT KPUTMYKO pedEPEHTHO TONKYBAHE. [NABHMHATO € CO3naAeHd BO
MakegnoHuja 3anouHyBajku ywTe Bo cammot noveTtok Ha 80-Te rogmHM, CO CKOPO MAEHTUYHM KOHLEMLMCKM
peanu3aumMm Bo 3HOKOT HA MOCTMOAEPHM3MOT, LUTO Ce MOKMOMYBAAT U CO PEANU3UPAHUTE MHCTANALMM BO
npupogeH unm ypban ambuent so Anrnuja og 1990 1., Ho u co onune Bo Kanapa no 1995 r. kage wro Toj xusee
u pabotu.

WMucranaumm (og umknycot ,Huau"), lpapckm nnowtag, Kasanapum
Installations (From the Cycle ,Arrays”), City square, Kavadarci, 1981

Mo 3aBpLWYBAHKETO HA CTyAMMTE MPBATA HErOBA PENEBAHTHA MHCTOANALUM|A € KOHCTPYMPAHA Of 4YeTupu
ofBoeHM enemeHTH Ha rpapckuot nnowrtag eo Kasagapuu, 1981 r, a bewe 3abenexaHa o TorawHute
HOBMHAPU U of KpuTHuapuTe. OBOj HOCTOH O MHULMPALLE HETOBOTO BKITy4yBAHE HA M3noxbata ,Mnapa
reHepaumja 4" 1982 r. co gena op umnknycort ,Oenkn”, 1981 r. u gee pena umknycot ,Huan”, 1981 r. (ase ce
Bo concteeroct Ha MCY, Ckonje, TpetoTto e yHuwTeHo). Toj belwe HarpaaeH TOKMy 3a HMB, LUTO AENYMHO [a
crefea NOrMKATA HA , ApTE-NoBEPa”, HO U CO KOHLENT WTO BO cebe ja COApXM eTHO-reHe3aTa BO aMBUeHTOT
BO KOjwwTO TOj XMBeewwe. CnojoT Ha GOPManHMTE U MAEHUTE MHTEHLMM HA OBTOPOT Bed CTABEHM BO KOHTEKCT HA
C& MOMHTEH3MBHOTO HABMEryBAHE HA MOCTMOAEPHM3MOT Kaj Hac. HapatusHocTa u , nosajmennte” nckycrsa
ce Ky4YHUTE MOMEHTM HO HEFOBOTO AE|CTBYBAHE HO MAKEAOHCKATA SIMKOBHA CLLEHA CKOPO €AHA AELEHH|a.
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Introductory Notes and the Processes of Constituting
the Assumed Values of His Instinct towards Perfection

In his relatively rich career as a sculptor, Gligor Stefanov produced precisely conceptualized works, warranting
yet again full critical and reference interpretation. The major part of the sculptures was created in Macedonia,
as early as at the very beginning of the 80's, with almost identical conceptual realizations in a post-modernism
trend, overlapping both with the installations erected in a natural and urban environment in England in 1990
and with the ones assembled in Canada after 1995, where he lives and works.

Following the completion of his studies, his first relevant installation was constructed of 4 separate elements at
the Town Square in Kavadarci in 1981, duly noticed by the journalists and critics of the time. This event initiated
the inclusion of works from the “Denki” (Bundles) cycle 1981 and two works from the “Nizi” (Arrays) one 1981
(two are in the ownership of the Museum of Contemporary Arts, Skopje, and the third one was destroyed) in
the “Young Generation IV” exhibition in 1982. It was exactly these works that he was awarded for — works that
partly followed the Arte Povera logic, but also a concept encompassing the ethnic genesis of the environment
in which he lived. The combination of formal and conceptual intentions of the author were put in the context of
the increasingly intensive penetration of post-modernism in our country. The narrative feature and “borrowed”
experiences are the key elements of his almost a decade-long work in the Macedonian artistic arena.

Og unknycort ,Husu”/ From the Cycle: ,Arrays”, 1981 Og unknycor ,Ldenkn”/ From the Cycle: ,Denki”, 1981

WMucranaumja (oa umknycot ,Huan")/Installation (From the Cycle: ,Arrays”), 1981



3atoa oHa wro cnean Bo HasepeHute 80-Tu roanHM € HETOBOTO MCKITYYMBO M OMCECMBHO MHCUCTUPAHE HA
KOPUCTEHETO HA CNama (MOMasky Namyk, KOHOM, rPaHku, Tpeea wiu jarnen). MapanenHo e HacouveH Ha
cocToj6aTa Ha NMHEAPHUOT OBIIMK, HO M HO HEroBATA ,KONIOPUTHOCT”, CO WITO Ce JO3BOJYBA A CE NOTBPAM
HEroBaTA MPUCYTHOCT, HAJY4ECTO WMAEHTUPMKYBAHA CO MOHOXpPOMHOCTA. Ha oBa ce HaopoOBP3yBa HEroBOTO
HOCTOjyBQbE AEKA CAMO CTAHAAPAHUTE OBMLM FO LOCTUIHYBAAT CTEMEHOT HA 6E306IMYHOCT, KOKO CTEPEOTHMEH
k. OBue pasmmuciyBarma HE MPMBMMKYBAAT [O OHAG MMCIA [EKA CAMO WABNOHM3MPAHATA YMETHOCT
yecTo Moxe aa bupe 6es wabnowu. Bakeara normka e BpsaHa 3a Heroearta , ckynnTypa”, KOjALITO BOBEAYBA
POAMKAITHM MPOMEHM BO MIACTUYHATA MMUCAA KAj HAC, M CO 4030 Ha nepcnekTueu. Kaj Hero akueHTMpameto
HO 0B{EKTOT € MPEABUAIMB CETMEHT KOjLUITO OXMBEA PABSIMYHN MHTEPNPETALMM, KOKO PE3YNTAT HA PESIATUBHO
chATEHOTO MMHMMQIMCTMYKO BAjAPCTBO, WITO NMPOWU3BEAE HEOBMYHO OBNMKYBAHE, MHUMAEHTHO CHATEHM M
KQKO KOJQXHM CMOEBH.

Mctpaxysara co npupoaHu matepujanio,/Research with natural material, 1982
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Because what follows in the 80’s mentioned earlier is his exceptional and obsessive insistence on the use of
straw (less so cotton, hemp, branches, grass or coal). He is simultaneously focused on the state of the linear
shape and on his “colorfulness”, thus allowing for the presence of the latter — identified in most of the instances
by monochrome - to be confirmed.

This is upgraded by his persistent belief that it is only the standard shapes that do achieve the level of formlessness
as a stereotype. Such reflections take us closer to the known thought that it is only pattern art that may often
lack any patterns at all. This kind of logic is tied to his “sculpture”, introducing radical changes into our plastic
thought, including also a touch of perspectives. In his work, emphasizing the subject is a foreseeable element
that has lived through various interpretations, as a result of the relatively understood minimalist art of sculpture,
which led to unusual shaping, incidentally also understood as collage blends.
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To us, his works are the base measure for understanding the art of not only the 80’s, but of the 90's as well. It
was exactly him that was the key participant in the new incidences of the anti-form (group or linear installation
or intervention), participating also at the same time in the efforts to encourage criticism on the understanding of
the developments in the art arena of the period mentioned. Back then, his shapes were justified not only as an
expression of the personal vision, but also as an example of the cultural “syntax” of production in relation with
the nature of the materials used.

Stefanov managed the conceptualization of his installation in such a way that provided him with an opportunity
to recognize the so tangible, tactile subjects (with self-assigned symbols, contained in the titles: arrays, bundles,
kites, nests, but also Cherubims, Seraphim or Thrones of universal meanings, occasionally linked in his case
with the respect for the Orthodox Church codes) with an assumed associative value, yet arisen as a vital factor
whose order is linked to the laws of sculpture as well.

What was the moral aura he deserved for the absolute dignity of his art to join the already forgotten pluralistic
nature of the European cultural and artistic ambiance? This position will be used for his promotion and support
of the then contemporary Yugoslavian art and acceptance of this type of expression, intentionally avoiding the
populist and ideological motivations. This points to an almost absolute affirmation of his stance, both within the
facts of the general “mental project” and within their own concepts of art.

The primary features of the then prevailing artistic practice convincingly refutes the assumptions of the entropic
character of the so-called ideas reaffirmation art, whose “absolute circulation” of time and the acquired beliefs
in the needs of erasing the differences between justification, delusions subjective to various types of revision,
modification or reinterpretation of “neo-isms”or “post-isms”. This is the period characterized by an erosion of
the stance sustaining the “specific subject” by external factors — as the non-deformed, partly non-evocative
shapes that they are - allowing for the surface being read as a physical substance. At first sight, we always tend
to assert that it is a traditional exhibition (presentation) of sculptures or drawings, and thence assume intentional
misinformation. The modern aspect with sufficient narrative results in the unexpected combined effects of items
whose context and references are recognizable. His act of organizing the plastic shapes produces situations
in which the method that becomes the artistic or social norm is constructed, just like postmodern distant quotes.
Thence, he directed his ideas towards the specific shape — the installation. This method, which embeds the
essence of his worldviews, bears witness to the tendentious distancing from the traditional forms of the artistic
expression. This is to say that his expression style, with the acceptable distance from the traditional sculpture
expression, is not a rebellion against himself. Stefanov’s sculptures are materialized with no particular irony,
with specifically contained references to the then relevant moments, which are very open and more easily
readable. In fact, he keeps going back to the warmth of the straw, less so to cotton, firmly clinging into the floor
of the appearance of the concrete. In view of the elementary, what is created are shapes with “sketches” of the
already known dynamics and their formal meaning.

He marked the tendentious distancing from the conventional organization of the works through an articulation
of the conceptual combinations in the solutions in the specifically selected space, and especially in the material
chosen. This was done for the first time in the “Sheepfold intervention” (Pazin), and then in “Intervention with
Cotton”, Museum of Contemporary Art, Skopje, 1982.

hatl ¥ TP

MutepseHupja co namyk, MCY Ckonije/lintervention with Cotton, MoCA Skopje, 1982



Toj MoLwHe paHO ce 0buayBA CBOjATA EKCMPECMBHA MOK 44 |0 OALANEYM Of MATepujanute u aa ce obuge
00 TO OCBOM MPOCTOPOT MPEKY JIMKOBHW TPATW, MPeKy BYKBASHO IMHEAPHU ,MHTEPBEHUMM” CO jarneH unu
tenkn rpanku (MKL, Ckonije, 1983, CL| 3arpe6, 1984, CKL, Benrpag, 1984) unj sHakoseH npeanssuk ce
obennHeTUTE BU3YENHU edpeKTH, HO MOTMONHO OCMWUCIEHATA LENOBUTOCT HO METKATA — AePUHUPAHA KAKO
nuHeapeH ambueHT (pennvunpan napumjanHo 1 Ha osaa petpocnekTvea). Bo obete cutyaumm ce nostopyea
LOMWHALM|OTA HO JIMHEAPM3MM, HO U HO OHWe WTO pedepupaaT cBoeBnaHa nnactmyHocT. [lapanenure ce
HEMMHOBHM BMAE[KM 30 ABTOPOT € HA|BAXKHO A MO UCMOSHM MPOCTOPOT M AA O OAPEAM HA efeH MOKOMIIEKCEH
HOYMH, MOTBPAYBAjKM |G EKCKIY3MBHOCTA HAO CrobOAATA HO KPEATMBHOCTA BTemeneHd Bp3 fobpara
MHPOPMUPAHOCT, YMETHHMK YMja €CTETCKA CYOBEP3UBHOCT € YMETHUYKO KPEHO.

JluHeapHa uHTepBEHUM|a

,,q)OKTOT 3d MHUMOEHTHOTO MU HOiqecTO 3040LUHETOTO BKNYy4YyBAHE HA MOKEOOHCKATA COBpPEeMeHa YMETHOCT
BO OMNWTHUOT MHTEPHAUMOHANIEH KOHTEKCT HA JIMKOBHATA |'|pO6J'IeM(]Tl4KCI o4 KpOiOT HO WweeceTTmTe U
ceayMaeceTTmTe roguHn, CEKAKO HE COAPXM ANMPMUOPHO HETraTUBEH NPea3HAK, HO TOi ro cyrepmpa npawasketTo
30 PELEenTUBHUOT KOPAKTep HA yMeTHocTa. [1pobneMaTMkaTa Ha peLenuujaTa BO OBOj ClyHdj He Ce ucupryBa
BO GAHANHOTO CUFHAAM3WMPArE HA BAMjaHM{aTa, BMAE|KM MOTTMKOT MPETNOCTaBYBA M AMcnosvuMia (Mmu
ycBOjyBarbe). JaycosaTta npemmca 3a Toa Aeka ,yMETHOCTA ja CTEKHYBA CBOjATA OCOBEHOCT BO U3MECTYBAHETO
HO BMAOKPYTOT NoMery NPUMPOAHATA TPAAMLM|A M CENEKTUBHATA peLenLum|d, KIACMYHOCTA KOjd 3a0CTAHYBA M
NOAMNAAYBAYKMOT NPECBPT HA KAHOHOT”, MOLWHe AO6pPO O NOTBPAYBA BMTANHOCTA HA TO| Npouec. TOKMy BO
MMIOT KOra OKTMBHUOT KAPAKTEP HO YMETHUYKATA peLenLuymja Ke ce KpeHe Ha HUBO HA KPEALy|a ce onpeaenysa
n buTHeTo Ha naactuyHuot npoekt Ha CredaHos.

Co AMXOTOMM|O HO YECTO MON3yBAHWTE MOCTOBKM BO TPETMOHOT HQA JIMKOBHWUTE MEAMYMM, €AHA KOja ro
Harnacysa ,nuTepapHuoT” npetekcT (Metadopata, cumbonoT u ekcnpecusHuTe GAKTOPK) M ApYra koja noara
OA HEOKOHCTPYKTMBUCTMYKM MO3MLMM (CO QKLEHT BP3 MAACTUYHO-MPOCTOPHUTE WM YECTO NepuenTUBHUTE
deHoMeHn) ce 3amarnysa NOrMefoT BP3 HW3A MAACTUYHM MOJOBM LUTO CE& HAOFAAT BO MeFynpOCTOPUTE HA
oBue nonaputeTu. Taka, co BOONWTEHUTE onpeaenbu ce 3aHEMAPYBAAT U OHUE MAACTUYHW HOCTOjYBAHA LITO
A€|CTBYBAAT HA MNAAHOT HO CUCTEMATCKUTE QHANM3W HO COMCTBEHUTE COCTABHU AENOBM.

Co npekuHWUTe HO CTATMYHWUTE MOAENM HA KNACMYHWUTE MEOMYMM BP3QHWM 30 YTBPAEHMTE KOHBEHLMM HA
MOXHOCTMTE HO MATEpPM|anoT, MPOCTOPOT, M3BPMULIAHA € W FPaHMLATA NOMEry CAMKATA M CKYNnTypaTa.
MomecTyBaHETO CO TOA Ce COreayBa BO NPOLWMPYBAHETO HA NOAPAYETO HO NOCMBUAUTETOT HA AENOTO, KO
KOKO [A3IMLLUTE HO 3HAYEHETO FO AMHAMM3MPA YYECTBOTO HA PELMMNUEHTOT. J1OrMUMTETOT HO OTBOPEHMOT NPOEKT
Ha CredbaHOB BKTy4yBA IEMOHCTPALM|A HO CEAMOAHEBHA NOCTANHA , rpagba” Ha aenoto. CeBKyNHUOT NpocTop
HQ ranepujaTa e TONoC HA NAACTUYHOTO MPOMMCIYBAHE, O IMHUATA € HeroB KoHcTUTyeHc. KoHuenuuckuor
PEAYKUMOHM3OM BP3 €A€H NIMKOBEH ENEeMEHT - JIMHWM[OTA, M BP3 HEj3MHATA MOBPLIMHCKA WM MPOCTOPHA
enabopauuja, noapasbupa 1 CooaBETHA AECTBUTENHOCT M TEH3M|A, KAKO ,HOAOMECTOK” 30 CUMPOMALITBOTO
HQ MATEPU|anoT - LPTAYKM [arNEH, O M FPaHKK 04 BMHOBA no3a. OBoj ,HOAOMECT” BO eKCPEeCcHBHOCTA NPeA Ce,
ce cornefyBa BO OOAMEPEHOTO NPUBINXYBAHE KOH CTPY|ATA HO eKCNPECUOHNUCTUYKMTE, CETUIHW BPEAHOCTU HA
COBPEMEHMTE NIMKOBHM TEKOBM, HO CEMAK CO AOBOSIHO MOMECTYBAHE Of NMOrope CNOMEHATUTE AMXOTOMMM HA
METAPU3NYKO- EKCMIPECHUBHUTE M HEOKOHCTPYKTUBUCTUYKMTE MOCTABKM.
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YnaTyBOHETO HA YUTIMBATA FEHE3d HA OBME MIACTUYKM MOCTYNAUMM, MPER CE, HO OHWE He TONKY MNaaM
CTPYM HO YMETHWYKATA AKTUBHOCT, KOjd FO BKITY4yBA MPOCTOPOT, AMBUEHTOT M MHCTANALMMTE BO MPOLECOT HA
CBOETO JIMKOBHO PA3MUCITYBAHE, BO HUKO] CITy4d| HE MOXAT A MM AEBANIOPU3MPAAT CUITHUTE TPATU HA COCEMA
MHAMBMAYQNHATA, MPENO3HATAMBATA U IMKOBHO OCBEAOYEHATA YYBCTBEHOCT.

ABTEHTMYHOCTO HO KpeauujaTta, onpeneneHa CO COMAC|ETO HA CETUITHO-EKCPECHBHUOT MPOCEAe U CO
NPOMMCIIEHATa 13BeAba HA KOHLUENTOT, My obe3benyBa HO OBOj MAACTUYKM MPOEKT CTATYC HA MPBUYHA M
LeNOCHA IMKOBHA M3PEYEHOCT BO PAMKMTE HO OHOj AieN Of MIIOAATA MOKEAOHCKA YMETHOCT KOjd CE& MPUAPXYBA
KOH CEH3MbUnuTeToT M KoH npobnematukata Ha oTeopeHoTo geno.” (Mwupocnas Monoeuk, Jluneapha
nutepseHunja, Ckonje, lanepuja Jom Ha mnagute ,25 maj”, 1983 r. — cat.exh.)
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At a very early stage, he attempts to distance his expressive power from the materials and have a go at winning
the space through artistic traces, through literally linear “interventions” with coal or thin branches (Youth Center
“25 May”, Skopje, 1983, Student Center Zagreb, 1984, Student Cultural Center, Belgrade, 1984), whose
challenge in terms of symbols are the united visual effects on the fully conceptualized wholesomeness of the
view, defined as linear ambience (replicated partially to this retrospective as well). In both situations, there is
domination of linearisms, as well as of shapes preferring a plasticity of their own. Parallels are unavoidable, as
what matters most for the author is that he fills in the space and defines it in a more complex way, endorsing the
exclusivity of the freedom of creativity based on being well informed and an artist whose aesthetic subversion
is an artistic credo.

Linear Intervention

“The fact of the incidental and often late inclusion of the Macedonian contemporary art in the general
international context of the issue of fine art at the end of the sixties and the seventies contains by no means an a
priori negative prefix, but does suggest the issue of the receptive nature of art. The issue of reception in this case
is not exhausted by the banal giving out of signals by the influences, as the impulse also assumes a disposition
(or adoption). Jauss's premise that “art acquires its particularity by displacing the view between natural tradition
and selective reception, the classic aspect lagging behind and the rejuvenating turnabout in the cannon” is @
rather well confirmation of the vitality of the process. It is exactly at the moment at which the active character of
the artistic perception rises to the level of creation that the essence of Stefanov's plastic project is determined.
The dichotomy of the often used assumptions in the treatment of the artistic media — one highlighting the “literary”
prerequisite (the metaphor, symbol, and expressive factors), and another one starting from the neo-constructivist
positions (with an accent on the plastic-spatial or the frequently perceptive phenomena) blurs the view of a
series of plastic phenomena located in the in-between spaces of these polarities. Thus, generalized definitions
neglect even those plastic efforts that impact the plan of systematic analyses of the work’s own constituent parts.
The interruptions of the static models of the classic media linked to the established conventions on the abilities of
the material and space erase even the boundary between the painting and the sculpture. Thus, the displacement
is evident in the expansion of the area of possibilities of the work of art, which — as a gnarl of the meaning -
makes the recipient’s participation dynamic. The logics of Stefanov’s open project includes a demonstration
of a seven-day gradual “construction” of the work. The entire space of the gallery is a topos of the plastic
deliberation, and the line is its constituent. The conceptual reductionism over an artistic element — the line, as
well as over its surface and spatial elaboration, also means appropriate resoluteness to act and tension, as a
“compensation” for the poverty of the material — art charcoal, as well as vine branches. This “compensation”
in the expressiveness is mostly visible in the moderate approaching to the school of thought of the expressionist,
sentient values of the contemporary artistic developments, yet with a sufficient distance from the above
mentioned dichotomies of the metaphysical /expressive and neo-constructivist installations.

Referrals to the readable genesis of these plastic postulates, primarily to the not so fresh currents in the artistic
activity, which include space, ambience and installations in the process of his own artistic deliberation, may in
no way devalue the strong traces of the completely individual, recognizable and artistically proven sensuality.
The authenticity of the creation, defined by the concord of the sensual/expressive approach and the deliberate
execution of the concept, provides this plastic project with a status of an initial and complete artistic expression
within the segment of the young Macedonian art holding onto the sensibility and the issue of the open work of
art.” (Miroslav Popovikj, Linearna intervencija, Skopje, Dom na mladite ,25 maj” - cat. exh.)

JlnHeapHa nHTepseHumja 1
Hom Ha mnagure ,25 maj”, Ckonije
Linear Intervention 1, Youth Centre

“25 May”, Skopje, 1983




[NpBunTE IMHEAPHM NPOEKTU CE MOLLHE EAHOCTABHM, MOMANKY M BUM3APHM BO HAYMHOT HA M3BefyBatbeTo. [peky
jarneHot, 6e3 NOTPebHOTO 3HaYere Kpeupad penjedbHOCT Koja BEeTyBA PA3HOBMAHM LOXMBYBAA. [lpeky
cepMjaTa Ha , LpTexu” BO KOM ce NOTBPEAYBA KAKO LipTAY, MOMEHT Kora ce obuae Aa 13Beae H13 Ha GOpPManHu
MHCTPYKLMM — YyAOTO HO AOMMPOT MOPALLE A4 [0 3AMEHM BM3yenHaTta nepuenumja. M Bo HMB e pocTurHat
BPBOT HO €KCMPECUBHUOT MHTEH3MUTET, O MOMASIKY C€ AOMPEHM IMYHMTE EMOLMM, HO KOM TOj CENAK MHCMCTUPA.
O6ajuara, kypatopot Mupocnas [onoBuK 1 yMeTHUKOT, reHepaumcku 6ancku, Ha NPBATA NPe3eHTaumMja Bo
Ckonije, Bo ogbpaHuTe [ABA TEKCTA MM MOYMTYBAAT MIABHWTE MyHKTOBM BO OBME MPOEKTM.

,Co Toa WTo ce HAOFAM BO MPA3HA rafnepuja HEKONKY AEHA Npes M3noxbara, BO efeH oapefeH NpocTop M
CO BPEMEHCKO OrpaHMYEHO [1€[CTBYBAHE [OC CYM BO HELLTOTO BO HECEKO|AHEBHATA NMPOBOKATMBHA CUTydLM|a.
Bo Hea ce oaBMBO NOMHAKOB TBOPEUKM UYMH, FANEPUCKMOT MPOCTOP CTAHYBA €AMHCTBEH LEHTAp 3d MIACTUYHO
PA3MUCIYBAHE, AOAEKA SUOHUTE MOBPLUMHM CE COMO OCHOBA 30 LPTAHE.

JInneapHa nutepsenumia 2, CLL 3arpe6/Linear Intervention 2, SC Zagreb, 1983
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The first linear projects are quite simple and less bizarre in terms of the manner of execution: through the charcoal
and without the meaning required, they create a relief-like feature, promising various experiences; through the
series of “drawings” affirming him as a sketcher, the moment at which he attempted to carry out a series of
formal instructions — the wonder of the touch had to replace the visual perception. The pinnacle of expressive
intensity was also reached in those works, with the personal emotions — on which he does insist — being touched
to a lesser extent.

Both curator Miroslav Popovikj and the artist, close in terms of the generation they belong to, respect the main
points in these projects in the two texts selected at the first-ever presentation in Skopije.

“By standing in an empty gallery several days before the exhibition — in a defined space and with a time-bound
activity — | am in the thing, in this unusual provocative situation. A different act of creation takes place in such a
situation — the gallery space becomes the only center for plastic reflection, while the wall surfaces provide only
the base for sketching.



TNuneapra nntepserumia 3, CKL, Benrpan/Linear Intervention 3, SKC Belgrade, 1984

Bo koHTekcT Ha TakeaTa paboTa ce MCTaKHYBAAT ABE KAPAKTEPUCTUKM: MPBO, BO TBOPEYKMOT MPOLIEC € BUASTUBO
HOCTOHYBAHETO HA JIMKOBHWOT €NeMEHT; BTOPO € M3BOPOT M HAYMHOT Ha ynoTpebata Ha MaTepujanor.
MpupoaHuTe, Hesajapcku matepujanu (Tpeea, namyk) i cHaKaM BO HMBHOTO ENEMEHTAPHO 3HAYeHe.
Mp1BpEeMeHOCTa, MEKOCTa, CMPOBOCTA ce MOCeBHM BPEAHOCTH, WTO CeKoralw r1 noTeHumpam. [pu cekoja
WHTEPBEHLM|Q T UCTOKHYBAM W3BOPHMTE M TAKTUIHW BPEAHOCTH, CEKOe APYro AOTPAAYBAtbE € MOAPEAEHO HA
OBOj KBANITET U HE € eCTETU3UPAtbE.

CeKako BO TOKBA CUTYALM|a CE MPOLUMPYBAAT M3PAZHUTE MOKHOCTH, Ce BPULIAT FPAHULMTE TOMEFy CKYANTypaTa
W cnukata T.e. uptexor. CosnaBam eaHo cnobOAHO AMKOBHO AENO KOE HE3ABUCHO Of TEePMWHOMOLIKMTE
onppeaHnLy (aMBHeHT, MHTEePBEHLM|Q, MHCTANALM|a) U3Pa3yBa MOMHAKBO NACTMYKO PA3MMCIYBAH:E M 4yBCTBO.”
(Murop Credaknos, Linearni ambijent, Beograd, Galerija studentskog kultornog centra, jynu, 1984)

Bo Heroeute kpeatMBHM noTdatu nocteneHo ce para ocnoboAeHOCTa Of, MMMNEPATMBOT HA YNOTPeBHOCTA Ha
»BaneHrot npeamet”. [peBenyBarETO HA BU3YeNHATA CEH3ALM|A HO OBIULMTE BO CTATYC HO HUBHA OMPOCTOPEHA
Wrpa, ce BOCMOCTABYBAAT M NPABMIIATA HO HOBOOCTBAPEHATA NPOCTOPHOCT KOH Y4ECTBYBAHE BOH Of, BUBOKPYTOT,
3HQYM BIIEMYBAHbE HO MOCETUTENOT BO MEFY30HMTE HO OAAENHM LENOBM BO MPOCTOPOT HA ranepujaTa.
UnutrpaHata of HEro HOCTANTMYHA NATMHA MPOM3IE3EHA Of CEKABAHKETO HA MUTOBKTE, BP3AHM 3a AETCTBOTO,
YMjO AMHAMMKA WMCMOSHETA CO MPETNOCTABEHATA ArpeCcHBHOCT, Belle BO YNora Ad ro NOTTUKHE ABUXKEHETO.
Toa 3HO4YM AEKa MOTEKNOTO HO HAPATUBHMOT MMMYC BO HEFOBMOT MPEAM3BMKYBAYKM MOATPECUBEH AN Of
PETOPMKATA CO MOBEKECTOJHU MHAMKALMM, € MPOMU3NE3EHO Of MHTYMTUBHUTE MEXAHW3MM HA adMpMaLMia Ha
,MINACTUYHUOT 3HOK" OTCAMKAH HA MPETCTABEHATA MMETKA.
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In the context of such a thing, two features stand out: firstly, the origination of the fine art element is visible in the
process of creation; the second thing is the selection and manner of use of the material. | understand the natural,
non-sculptural materials (grass, cotton) in their elementary meaning. The temporariness, softness, and rawness
are all separate values that | always like to emphasize. In each intervention, | accentuate the source and tactile
values; any other upgrade is subordinated to this quality and is not an aesthetic one.

Naturally, in such a situation the expression possibilities are expanded and the boundaries between the
sculpture and the picture, i.e. the drawing are erased. | create a free work of art that — independently of the
terminological benchmarks (ambience, intervention, installation) — expresses a different plastic reflection and
feeling.”

(Gligor Stefanov, Linearni ambijent, Beograd: Galerija Studenskog kulturnog centra, june 1984 — cat. exh.)

In his creative undertakings, freedom from the imperative of the usability of the “given object” is gradually born.
The translation of the visual sensation of the shapes into a status of their game manifested in the space establishes
also the rules of the newly realized spatiality in terms of participation outside one’s view, i.e. entering the in-
between zones of some of the parts of the gallery space by the visitor.

The nostalgic tarnish cited by him and arising out of the recollection of the childhood-bound moments, whose
dynamics filled with assumed aggressiveness played the role of encouraging motion. This means that the origin
of the narrative impulse in his challenging and more aggressive part of the rhetoric with multi-layered indications
arises out of the intuitive mechanisms of affirmation of the “plastic mark” painted onto the spectacle presented.



Onue kom ce cekaeaat Ha Heroeata manox6a so MCY, Ckonje (1986 r.) u kou cakaat ga ro ynotpebar
TOraLW MPUKAXAHUOT MATEPU|AN M OBOj CO CEralHATA PETPOCMNEKTUBA, € OTKPUTUE M BPCKA CO MOCTOjQHATA
OMCEAHATOCT HO YMETHWUKOT A {0 MPOAOIXM KyNTypATd BO MOMEHT KOrd ce paboTH 3a CONCTBEHATA YMETHOCT,
4YMja TPQjHA BPEAHOCT € OTCIIMKAHA NpeKy GOPMANHU MAEN BO HEKOHBEHLMOHANHMOT CKYNIMTOPCKU MEAMYM.
Jletanarta wro 6ea fen of HM3ATA NPE3EHTALMM HA KOM y4ecTByBaLie, Hea NOCTABEHM HA SUA MM HA MOA,
NOTUYHO W BO NPOCTOP (rPYNnaumMmK Ha AEena WTO U CAMOCTOJHO eraucTupaart). Baksuot Bug Ha noctaeka kako
AQ TO Criefiellie ACOLMjATUBHMOT TEK HO CBECTA HA PELEMMEHTOT KOJLUTO AMPEKTHO Belle 3NoXeH BO NpoLecoT
HQ BM3yesHATA NEPLEnLuia Ha MOHYAEHATA UIPa NPOM3NE3EHA Of HEKOja , KOHEYHA” noctaBeHOCT. 3a NpenaTt
6ea obeanHeTH Ha camocTojHaTta nanoxb6a o MCY, Ckonje (1986). 3a Hea kpuTnukmn ocept Hanuwa Jbusara
Henenkoecka nog Hacnos ,Manox6a Ha Mmurop Credparos — Jletana”.
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Those who remember his exhibition in the Museum of Contemporary Art (MoCA), Skopije (1986) and who want
to use the material presented back then as well as this one, with the current retrospective, will find that it is a
revelation and connection with the constant obsession of the artist to extend the culture into a moment when it
comes to his sown art, the ever lasting value of which is reflected through formal ideas in the non-conventional
sculptor medium.

The kites that were included in the series of presentations that he took part in were placed on a wall or on the
floor, logically and in space (groups of works that exist even on their own). Such a presentation appeared to
follow the associative stream of conscientiousness of the recipient, who was directly exposed to the process of
visual perception of the offered game, originating from some “finite” set up. These were shown in a unity for the
first time at the one-man exhibition at MoCA, Skopje (1986). Ljiliana Nedelkovska wrote a critical review of
this exhibition under the title “An Exhibition by Gligor Stefanov - Kites”.



Pesume

.Kpeatmeroto tBopewtso Ha [nunrop CrepaHos — MOKELOHCKM YMETHMK Of, MIQAATA reHEPALM|a — Of, NOBeKe
ACMEKTU € BO CMHXPOHM|Q CO CEH3UOMIUTETOT HO OCYMOECETTUTE, HM3 MOCT — MOAEPHUMOT U KYNTYPHUOT
MIOEHTUTET HA [yroCnoBeHCKaTa Bu3yenHa cueHa. Osaa adunmjaumja e ocobeHo MCTAKHATA NPEKY NOBTOPHOTO
OTKpMBAHE HA YOABMHATA, MABHO OPMEHTMPAHA KOH MMTOT M HauMOHAnHata Tpaauumia. [ocnegHoto e Bo
6rMcKka KOpenaumja co MPUHLMIMTE HA MOCT — MOAEPHM3MOT LITO Cé OfHECYBA AO KPEATMBHWMOT NpMOL —
WHaMBMAyaumMja Ha ekcnpecujata. Cute oBME ACMEKTM, KAKO M GKLEHTOT (BO CMWUCNa HA npeypeaysarbe),
Bo genata Ha CredpaHoB 6une MHTEPNPETUPAHM HA CMELUPUUHO CEH3UTMBEH HAYMH. TOQ WTO CTOM KAKO
HQjCMIHO KOPENauMja HACMPEMA ,anTePHATUBHATA CKyANTypa“, HA KOja ABTOPOT MpMUnara, € M3MeHeTara
BPCKA CO MATEPM|QIUTE, KOPUCTEHM BO CBOMTE MPUPOAHM enemeHTapHM dopmu. Bo oBaa koHekuuja Toj e
BO CMMPUTYQSIHO CPOACTBO CO TBOPELUTBOTO HA ClefHuBe jyrocnoeeHcku ckynntopu: Jlyjo Bogonuseu, Jy6a
Camboreu, ToHe demwap, Mpuan bajuk, Japuja Kauuk u gp.

Mo saBplyBareTo HA He Herosata efykauuja Ha bHenrpagckata AkapeMmuia 30 BU3YENHM YMETHOCTH,
CredaHoB r oabpa ABETE OCHOBHM MOYETHM TOYKM: HEFOBMOT POAEH pervoH (TpaauumiaTta) M Herosuot
BHATpeLweH mmnync. [peTxofgHoTo e HQjeKCMIMLMTUTHO M3PA3EHO BO HEroBata ,MMCTMYHA Jby6oB” KOH
matepujanot. M3bopoT Ha npupoaHUTE MaTepujanM KaKO KAPAKTEPUCTUYHW 30 pervoHoT (jyTa, Apeo,
TEpPaKoOTA...) € BCYLWHOCT OBMA AA MM GHANU3MPA HUBHUTE OCOBUHM (CTPYKTYpPQ, KONOPHT, TEKCTYpPQ, FyCTUHA,
TOMAMHA, KOH3MCTEHTHOCT...). Herosute npeu aena (6anm — cHONOBM TyTyH, CTPYHM M APBEHM CTPYKTYpH) ce
BO OYMIIEAHA KOPENALMia CO reo — eTHOrPadCKMOT CEH3UBUNNTET, M BO HMBHATA KOMMO3MLM|A KOjA MOXE
Aa 61ae NPEKOHCTPYMPAHA CO MCKYCTBOTO Of HEOAAGAAM3MOT M, CMPOMaALLHaTa ymeTHocT” (arte povera). Bo
ncrospeme, CredbaHOB HANPABM YeTUpPH MHCTANALMK Ha oTBopeH npocTop Bo Kasagapum (1981), co jacHa
PA3AMKQ MOMEFy PALMOHANHOTO U eMouMoHanHoTo. Bo Herosute untepeerumn co Tpesa (Masun 1982) Toj ja
QHANM3MPA KOMMIEKCHATA BPCKA BO MATEPM|QIHO CTPYKTYPHATA — Pe3epBHA TPHjAAA M MM OTKPUBA HOBMUTE
AMMEH3WUM U UCKYCTBA KOH MaTepujanoT. MutepeeHumjata co namyk (1982) ro socnocrasyea coogHocot
HQ MATEPM|ANIOT CO MPOCTOPHOTO OMKPYXyBatbe. [PaAEjkM ro MaTepujanot HM3 cnobOAHA MHTYMTMBHA
nrpa, CrepaHoB co3naBa HOBK MEPLENLMM BO NMPOCTOPOT, UCTOBPEMEHO MEHYBA|KM O HErOBMOT KAPAKTEP.
Cwute oBMe MHTEPBEHLMM MMAAT MPArMATMYEH KAPAKTEp — TMe ce nabopartopuija BO Koja marepujanure
ce aHanuaupaar. Hus gBojHocta Ha notcecHoTo M pednektnsHoTo onepupare CredaHos ja cosnagysa
MPMPOAATA HA MATEPHM|ANOT JABAjKM 1 AKCHOMOLLKO MPEAUMCTBO.

Bo TpuTe nuHeapHmu MHTepBeHLMK npeTcTtaseHn Bo Hekonky ranepuu (Ckonje 1983, 3arpeb 1984 v benrpag
1984), MaTepHjanoT KaKoO AOMUHAHTEH ENEMEHT HO BPEAHOCT C& MEHYBA CO MPOCTOPOT. YMETHUKOT M 0TBOPa
npouecute Ha AewndpUpParbe HA MO3HATUTE CKYNMTYPAnHM MPAKCH: TO] He € 3QAOBOJIEH CO KNACMYHATA
Kpeaumja Ha pOpMMTE Of MO3HATMTE MATEPH|AIIM M MOCETHYBA MO MPOCTOPOT 3d 4A FO MOAENMPA CO LN Ha
TBOPEHE HA efleH XMB OPTraHM3aM — HOBA Buonowka cpeaunHa. Mo aHanoruja Ha BU3yenHATa eraucTeHLum|a Ha
YMETHMKOT BO MPOCTOPOT M EKCTA3ATA HA CIIMKAHETO, LPTAHETO MITM BAjAPCTBOTO — BO €PEKTUBHOTO NPA3HEHE
HQ EeMOLMM M EHepruja — HWME, UCTO TAKA MEHETPMPAME EMOLMOHAMHO U CEH3UBUIHO BO CpuebuereTo Ha
HEroBMOT HOBO-KPEWUPAH Bu3yeneH npoctop. Pednekcunte Ha Herosute ,MMHEAPHM MHTEPBEHLMK” Ce YMCTO
deHomeHonowkK, ocnobopern of GUNO KAKBM MAEALMOHANHA, TEKCTYASIHA, CUMBONMYHA MK APYra CAUYHA
koHoTauuja. [pocTopoT ce cocToM Of PA3NMYHM BM3YerHM O3HAKM LITO MPETBOPAjKM MM BO HE3ABUCEH
3HakoseH cuctem, CTepaHOB NOCerHysa no KPeaTMBHATA KATAP3a, 0COBEHO BO OBME fBE AENA U AENYMHO BO
oHa paboteHo Bo benrpag (1984); Toj ro pocTurHysa T0a CO MHOTY NOCAKYBAHO HMBO HA €NEBALM|A KOra ce
KPempa efHa HOBA PEAHOCT, HeKOMNATHBMNHa co cerawHocta. JlnneapHute nurepeerumn so Ckonje Tpeba
AQ Ce pasrnefyBaaT KAKO TPUNTHUX HO COBIAAYBAHE HA MPOCTOPOT, HO UCTOBPEMEHO M KAKO caTMchaKumujaTa
HQ oApeneHn ambuLMM 30 KPEMPAHEe HO MOHYMEHTANHM ena.

Ha nanox6ara 3a yoeekosata okonuHa eo benrpag (1985 r.), ncrakHaTo Gelwe NpUCycTBOTO HO MOKOHKPETHM
dopmn — netana u objektn. MperxogHoTto, ocobeHo ce MOBKMKYBA HA BOKABOYNAPOT MOMH CO HOCTArM|d
M CEHTMMEHTANHM ETHOrpadpCKM pemuHucLeHumn. Ho, BO MCTO BpeMe Tue ce HOCMTENM HA AMHAMMKATA,
arpecuBHOCTA U MeTapOPHUYKO — CUMBONMYHMTE MpOCTOpM. Jac M pasriedyBaM NETAna KAKO MPEOAHA,
ekcnepumentanta ¢asa koja ro spaka CredaHoe KoH HeroeuoT BusyeneH nporpam. Cenak, HMBHATA
KOHOTALM|O KOH IBMXEHETO, EHEPrH{ATA, AMHAMMUKATA M EPOTUKATA MM OTBOPA XOPU3OHTUTE KOH HOBM OBjEKTH.
Tue, Bo camute cebe, r1 aKyMynIMpPAAT UCKYCTBATA CO MHTEPBEHLMMTE, MHCTANALMMUTE U neTeukuTe objektu. Toj
BO OBOj C/ly4d| HE [0 MOCTUIHYBA €AHOCTABHOCTA, TyKy OHAQ ,CKPOMHA M TAjHO KOMMIEKCHOCT”, KAKO LITO
ja onnwysa boprec. Jlerana Hag netanata kako 1 OcBojyBareTo Ha npocTopor ce 0bjeKTH BO KOM Hue [
4yBCTBYBAME BM3MHATA BO BMA HA HOB dyTypu3aMm, Kako wro bouonu caka aa ja TpaHcueHanpa paunHara.
KoneuHo, Bo oBMe pena, noctasysajku ce ,cebecu Bo cknon Ha genoto”, CredpaHos , ja noctaysa BUCTUHATA
Ha 6utneto” (Xajmerep)”.

(Coma Abaymesa Oummutposa, Mmurop Credaros, Cronje, Mysej Ha cospemeraTa ymetHocT, 1986 — cat. exh)
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Summary

The creative work of Gligor Stefanov — a Macedonian artist of the younger generation - is synchronous in many
aspects with the sensibility of the eights, with post — modernism and with the cultural identity of the present —
day Yugoslav visual scene. This affiliation is particularly expressed through the rediscovery of the beauty of the
remembrance, oriented mainly towards myth and the national tradition. The latter is in close correlation with the
principle of the post — modernism concerning the creative approach - the individuation of expression. All these
aspects, as well as that of the emphasis (in the sense of exaggeration), in Stefanov’s work have been interpreted
in a specific manner. What stands in strongest correlation with the “alternative sculpture”, to which he certainly
belongs, is the altered relationship to the material, used in its natural elemental form. In this connection he is
in spiritual kinship with the work of the following Yugoslav sculptors: Lujo Vodopivec, Duba Sambolec, Tone

Demisar, Mrdan Baiji¢, Darija Kaéi¢, etc.

After the complition of his educationat the Belgrade Academy of Visual Arts, Stefanov chose two basic starting
points: his native region (tradition) and his own innerimpulse. The former is most explicitly expressed in his “’mustic
love” of the material. The choice of natural material as characteristic of the region (jute, wood, terracotta...) is
in fact an aftempt to analyse its features (structure, colour, texture, density, warmth, consistency...). His first
works (bales — bundles of tobacco, strings and woodenstructures) are in obvious relationwith the geo -
ethnographical relation with their composition one may read the experiences of neodadaism and poor art

" (arte povera). At the same time, Stefanov made four installations in open spaces in Kavadarci (1981), with
a clear dichotomy between the rational and the emotional. In the Intervention wi th Grass (Pazin, 1982) he
analysed the complex relationship in the material - structure — space triad and revealed new dimensions and
experiences in the material. The Intervention with Cotton (1982) established the relationship of the material
with the surrounding space. Building his material through a free intivitive play, Stefanov creates new sensations
in space, simultaneously changing its character. All these interventions have a pragmatic character - they are
a laboratory in which the aspects of the material are analysed. In the duality of the subconscious and reflective
and reflective operations Stefanov masters the nature of thye material and gives it axiological primacy.

In the three linear interventions made in different galleries (Skopje 1983, Zagreb 1984 and Belgrade 1984),
the material as the dominant element of value is replaced by space. The artist opens the process of decoding
the known sculptural practice: he is not satisfied with the clasical creation of shapes from known material and
now reaches for space in order to mould it into a living organizm - a new biological environment. By analogy
with the visual existence of the artist in space in the extasy of painting, drawing or sculpting - in the affective
discharge of emotions and energy — we, too, penetrate emotionaly and sensitively into the hearthbeat of
his newly — created visual space. His reflections in the “linear interventions” are purely phenomenological,
free from any ideational, textual, sumbolic and similar connotataons. The space consisting of different visual
markings turns into an independent sign system. Stefanov reaches the creative catharsis particularly in these two
works and partially in the one made in Belgrade (1984); he reaches that so much desired degree of elevation
when one creates a new reality incompatible with the present. The Linear Interventions in Skopje, Zagreb and
Belgrade should be observed in their integrity as a tritych of the mastering of space and simultaneously of the
satisfaction of certain ambitions of monumental works.

At the exhibition of enviroments in Belgrade (1985), the presence of more concrete forms was emphasized -
kites and objects. The former in particular recall the vocabulary full of nostalgie and sentimental ethnographical
reminiscences. But at the same time they are bearers of dynamism, aggressiveness and methaphoric — symbolic
spaces. | consider the kites a transitional, experimental phase which brings backStefanov’s visual programme.

However, their connotations of movement, energy, dynamism and eroticism open up the horisons towards the
new objects. They accumulate in themselves the experiences of the interventions, installations, environments and
aircraft objects. Here he attains not simplicity but that “modest and secret complexity’’ described by Borges.
The Aircraft of Aircraft and Conquering Space are objects in which one feels closeness with a kind of new
futurism, with Boccioni who wants to trennscend speed. Finnaly, in these works, setting "himself within the
work’’, Stefanov “’sets the truth of being’’ (Heidegger).

(Sonja Abadzieva, Gligor Stefanov, Skopje, Muzej na sovremenata umetnost, 1986 - cat. exh.)
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Jletano/Kite, 1986,/2019
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3eneHa Tekctypa co 6ena cnupana/Green Texture with White Spiral, 1984

CnameH meaanjoH co upeero 1 6eno/Straw Medallion with Red and White, 1985
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Mpoctopen 6ener/Space Mark, 1984




3eneHo netano co xonta nuuuja/Green Kite with Yellow Line, 1984

Ipabere Bo npoctopot/Grabing of the Space, 1985
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Dopma co ase nagonxenuja/ Form with Two Extensions, 1985,/2019




Mpoboj sBo npoctopot 1/Penetration into the Space 1, 1986

Yekopetse Bo npoctopot/Pacinng in the Space, 1985
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Bop6a co npoctopot/Space Struggle, 1986

Tuksewka cnamena ctpykrypa/Tikvesh Straw Sculpture, 1985



Wznox6a Ha Murop CredaHos - Jlerana

(My3ej Ha coBpeMeHAaTa yMeTHOCT)

,CredbaHOB e MNaf YMETHUK KOj HOBUCTMHA MOXe Ad ce nodanM co M3BOHPELHA TBOPEYKA MOTEHLM|A, LITO
Belle COOABETHO MPE3EHTMPAHA M TONKYBAHA, HE CAMO Kaj Hac, Bo Makegonuja, Tyky u nowupoko. Og
1981 roguna, kora rv 3aspwm cryauute Ha PakynTetoT 3a nMkoBHM ymeTHOCTH Bo benrpag (Bo knacata Ha
npodecopot Josan Kpatoxeun), na ce go osaa nanox6a, CrepaHos cOMOCTO[HO 11 ce NPETCTABM HA HALIATA
W Ha jyrocnoseHckaTa nybnuka co noseke uanoxbenn peanusaumn (1982- Kasapapuy; 1982/83- Masuk;
1983- Ckonije; 1984- 3arpeb, benrpag; 1985- benrpaa). 3a opbenexyeatbe ce U HETOBUTE MHTEPBEHLMM M
nHctanaumu so Kasapapuu- 1981, MNasun n Cronje- 1982.

Hus cute oBue npeseHTaLMM, M NOKPA| OUMINIEAHWMTE MOMECTYBAHA, KAKO HA MIGHOT HA MAGCTUYHOTO
OCMWCIYBAHE HO MATEPM|ANIOT, TAKA M HO HEroBoTo NPOCTOPHO umeeetbe, CredaHos mocTynnpa efHa
KOHCTAHTHA MAejHO-ecTeTcka npobnemaruka. MmeHo, ctavyea 360p 30 HETOBMOT M3HWU|QHCUPAH OAHOC KOH
byHAAMEHTAHUTE MOIOBK HA MPUPOLATA U KYNTYPHUOT AMOMEHT, M3paseH Npeky M36OpoT Ha MATEPH|ANOT U
NOCTANKATA HA IMKOBHOTO GHraxuparke. Matepujanot e u octaHysa npupoaeH (namyk, cnama, Tpesa v cn.),
0 TOa NOCTYANPA efieH CIOEBMT OAHOC KOH OHA LUTO € M3BOPHO, MHTerpanHo. [loBefeH BO COOAHOC CO HEMY, BO
OCHOBQ, CMPOTUBCTABEHWOT KyNTypeH ambueHT (nnowTaa, napk, usnoxbeH Npoctop) Matepujanot He camo
WTO He ry6u o4 CBOjATA CUNA HA CYNCTAHLM{ANHA MATEPH|d, TYKY Ce 3006MBA M CO €AHA HOBA AMMEH3M|A- rO
03HAYYBQ, FO AHUMUPA NPOCTOPOT BO KOj € NoMecTeH. Toj npocTop e cera ,npoctop” Ha aenoto (MHctanauuia,
ambueHT) obnukyBaH BO KOOPAMHATMTE HA CHAKAHKETO M JOXMBYBAHETO HA MATEPU|ANOT M NPUMEHETaTa
JIMKOBHA NOCTANKA.

3atoa, 3a CredaHoB He MOXe A Ce KaXe AEeKA o MCMOJHYBA MPOCTOPOT, TyKy TOj CEKOrdi OfHOBO O
cospaea. Oea ocobeHo ce oaHecyBa 3a nMHeapHuTe nHTepseHummn 1 ambuenTn (Ckonje, 3arpeb, benrpag) Bo
KOM, HU3 NPOLLECYANHUOT YMH HO 30EMHO MPOHUKHYBAHE HO MATEPH|ANIOT M MPOCTOPOT, CO3AABA NOBPLLMHCKM
M MPOCTOPHM LPTEXM- 3HALM. TOa Ce 3HALYM LUTO O3HAYYBAAT €eH HOB MPOCTOPEH AMBUEHT, HO MCTOBPEMEHO
M 3HALM HO OCMMCIIEHA PUTYQIM3ALM|A HO COMMOT TBOPEUKM YMH.

HajHosute octeapysatsa Ha [nurop CredaHos, npesentupann Ha nsnoxbara o Mysejot Ha coBpemeHata
ymetHocT - Ckonje, OTKPMBAGT MOMHAKBA MACCTUYHO-MPOCTOPHA MPOMMCAA YM{ALITO APTUKynAuMja ce
OfBMBO BO KOOPAMHATMTE HA BEKE WCTAKHATMTE WMAE|HO-eCTETCKM MOTMBM HA yMeTHukoT. Co matepujanor
(cnama, Tpeea) co HerosKTe TAKTUAHO AOXMBEAHM OCOBEHOCTM, CO3AAAEHM Ce CKynNTypu- 0bjeKTH BO Ko
Ce YMTa efHa M3AMPEePEHUMPAHA JIMHW|O HO MHTErPANHO JIMKOBHO pasmuciysarbe. Cera npocTopoT He e BO
MMOHEHTHA PENaLM|d CO CAMMOT TBOPEUKM YMH, TYKY CO HEroBuTe NAcTMyKu pesyntati. Of HUBHMOT COOLHOC
KOKO OCMMCIEHA KOPECMOHAEHUM|A € CO3AaAeH OMBMEHT BO KOj Ce& OCTBAPYBA CEMAHTMYKA PA3LBMXEHOCT,
AMHOMM3ALM|O KOjO He e COCeMd BMAMMBA HOABOP Of MPOCTOPHATA KOHLUemnuuja. 30LWTO, 4yBCTBOTO 34
dopma kaj CrepaHoB e 4yBCTBO 3a [ABMXKEHE, HE KOKO KOHLEHTPALM|Q M3PA3EHA MPeKy CAMOLOBOMHOCTA
Ha GOPMANHUTE ENEMEHTH, TYKy KAKO CYOIMMMPOAHA eHEprja BO KOja Ce COAPXAHM MPEeTrnoCTAaBKUTE 3d
MHXEPEHTHO MPOCTOPHA KOoHCTenauuja. butHata o3Haka 3a Toa 4yBCTBO € M QCMEKTOT HA CybjekTMBHATA
OTBOPEHOCT WTO ja Nogpasbupa cnobOAHATA LPTA HA ABMXEHETO HA ACOLM{ATMBHMOT TEK BO CBECTA HA
peumnmentor. OTTaMY M BMEYATOKOT 30 MPOBMBAE U LUMPEHE HA , HAMIACTEHATA” EHEePrUja BO METADOPHUUKMOT
ceeT Ha JleTanaTa: Toa ce netana HA AETCTBOTO, HO MCTOBPEMEHO JIETANA HA €A4HA YTOMMCTMYKA CBECT BO KOja
Ce OLpPTYBA YBEPYBAHETO 30 BUTASIHOCTA HO OHAG CMOHTAHA CMA HO AOXMBYBAHE M CO3LABAME KAKO €AEH
BMZ, HAroH 30 urpa.”

(Jbumsana Hepenkoscka Oumutposcka, Manox6a Ha murop Credaros-Jletana, JlnkosHa ymetroct, Ckonije, 1987, 12-13)

OrtsopeH npoctopen 3Hak/Open Space Mark, 1985/2019
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An Exhibition by Gligor Stefanov - Kites

(Museum of Contemporary Arts)

“Stefanov is a young artist who may indeed brag with an extraordinary creation potential, which was
appropriately presented and interpreted, not only here, in Macedonia, but also in many other places. Ever
since 1981, when he completed his studies at the Faculty of Fine Arts in Belgrade (in the class of Professor Jovan
Kratohvil), and all the way up to this exhibition, Stefanov presented himself independently to both our and the
Yugoslavian audience at several exhibitions (1982 - Kavadarci; 1982/83 - Pazin; 1983 - Skopje; 1984 -
Zagreb, Belgrade; 1985 - Belgrade). His interventions and installations in Kavadarci (1981), Pazin and Skopje
(1982) are also worth mentioning.

Through all of these presentations - and in spite of the evident displacements, both in terms of the plastic
conceptualization of the material and in terms of his living environment — Stefanov postulates a constant
conceptual /aesthetic issue. Namely, it is his hued relation to the fundamental poles of nature and the cultural
ambience, expressed through the selection of material and the procedure of artistic engagement. The material
is and remains natural (cotton, straw, grass, etc.) and this postulates a layered relation with what is original,
integral. Brought into a mutual relation with the cultural ambience (square, park, exhibition space) that is in
essence opposed to it, the material not only refuses to lose its strength of a substantial matter, but also gains a
new dimension — it marks and animates the space in which it is exhibited. This space now becomes the “space”
of the work of art (installation, ambience), shaped in the coordinates of the understanding of and experiencing
the material and the artistic procedure applied.

This is why it may not be said about Stefanov that he fills in the space; instead, he keeps recreating it from
scratch. This is particularly true about the linear interventions and ambiences (Skopje, Zagreb, Belgrade) in
which he creates surface and spatial drawings/signs through the procedural act of mutual pervasion of the
material and the space. Those are signs marking a new spatial ambience, but at the same time signs of a thought
through ritualization of the act of creation itself as well.

The most recent actualizations of Gligor Stefanov, presented at the exhibition in the Museum of Contemporary
Art — Skopie, reveal a different plastic/spatial thought, whose articulation takes place in the coordinates of
the already stated conceptual and aesthetic motives of the artist. Sculptures/obijects in which a differentiated
line of integral artistic thought may be read have been created with the material (straw, grass) and its tactile-
experienced particularities. Now, the space is not in an imminent relation with the act of creation itself, but with
its plastic results. Their mutual relation — as a correspondence well thought of — creates an ambience hosting
semantic commotion, dynamization that is not altogether visible outside the spatial conception. Because,
Stefanov’s sense of form is a sense of movement, not a concentration expressed through the self-sustainability
of the formal elements, but as sublimate energy containing the assumptions for an inherent spatial constellation.
The relevant feature of this sense is also the aspect of the subjective openness, which includes the free line
of the movement of the associative stream of conscientiousness of the recipient. Thence also the impression
of penetration and spread of the “layered” energy in the metaphoric world of the Kites: these are the kites
of childhood, yet at the same time also kites of a utopian mind that reflects the belief in the vitality of this
spontaneous strength of experiencing and creating as a sort of an urge to play.”

(Ljiliana Nedelkovska Dimitrovska, Izlozba na Gligor Stefanov - Letala, Skopje, Likovna umetnost, 1987, 12-13)

Mpoboj Bo npocTopot/Penetration into the Space, 1985



Wutepserumja co [lparaH MNeTkosuk Ha npoekTtot LLemos-Puaaroscku: Akumm u uHtepserummn 1973-1985
lintervention with Dragan Petkovikj on the project Semov-Fidanovski: Actions and interventions 1973-1985

MCY Ckonje/MoCA Skopije, 1986
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MNpu coBnagyBareTo HA M3NOX6eHUOT npocTop Ha ronemara cana Ha MCY Herosata yMeTHOCT He ja rybu
CBOJOTA OBTEHTMYHOCT MPM LWTO O OBO3MOXYBA TOJIKYBAHETO HA HOBATA €CTETMKA Koja co cebe ja Hocar.
WNcuekopoT op obuuMjanHuTe NIMKOBHM BPEAHOCTM {0 KAPAKTEPU3MPAAT HEroBATA YMETHOCT Of CaMuTe
MOYETOUM CO AEHKUTE, HWU3UTE UTH., CO KopucTereTo Ha ready-made, TOj BCYWIHOCT ja BLUIMYKYBA HMBHATQ
NPBOGUTHA NOETHKA.

Bo 80-te rognun Ckonje, napanenHo co gpyrmte cpepmwrta Ha Jyrocnaeuja, Gelle MOLWHE XMB JIMKOBEH
LEHTAP, BKITYYEH BO MITYPANM3MOT HO YMETHWUUYKM MOETHKM, LUTO MOMANKY ce pedrekTMpad Ha HALWATA CLEHQ,
BO CMMCIQ HO MHAMBMAYQIHATA MPOHM[a WTO HABpry eckanupalle Ao umHusam. Bakearta HaemMayMm xaoTnuHocT
3HOYM HE ja AOMpe BO BUCTMHCKA CMMCNA TOrALHATA JIMKOBHA MPOAYKLM|Q, WTO 3a cpeka Helue cBecHA 3d
TONEPAHLM|ATA WTO € BO Penaumja co cnobofata HO YMETHUYKOTO M3PA3YBAHE, CO PE3EPBM KOH OHA LUTO
j0 Nnpedepmpa PAMHOAYIWHOCTA HA NOEAMHELOT KOH TBopewTBoTo. Herosata ynora 6elwe npuapyxeHa 1 co
KPUTUYAPCKUTE AMCKYPCH BO KOM YMETHUUKUTE MCTPAXYBAHA {0 peAedMHMPAd MAMIOBUATATA OMLITECTBEHA
nemopanusaumia. Bo egra Baksa cutyauuja ce Hactojysa Aa ce npoHajae, $opMynMpa OfPeaeH HALMOHANEH
KoAeKc acoupujateHo 6nmsok co donknopor. Cenak, M NOKPAj NOBP3AHOCTA CO KABAAAPEUKATA CPEAMHA,
TOj Ce MPUAAroay HO MMMLIOT HO CKOMCKATA YMETHMYKA CLEHQ, WTO MAsKy belue offaneyeHa of CBETCKUTE
KyNTYPHM CydyBaHsQ.

[MOBHMOT aCMEKT KAj HEro € MOTNPeH BP3 MOMMOT Ha ¢aHTA3M|a BO ¢yHKUMja HA ymeTHocT. Honuphute
MOMEHTH KOH ECTETCKOTO CE PEe3yNTaT TOKMY HA Tad PpAHTA3M|A BUAEHA KAKO CMPOTUBHOCT HA COMENYBAHE
HO NPOBAEMATHKATA LITO HEMUHOBHO € BO LIEHTAPOT HO HEFOBOTO MCTPAXYBAHE. 30TOA MHTEPNPETALM|ATA HA
HerosuTe 06jEKTH, HO MOMEHTH M MOXE, HO M HE MOPA 1A CE OAAANEY M Of AABUHITE HA TEOPETCKUTE MHTEPECH.
CyaumporT co rneTkara e AenyMHO AUCTAHLMPAH Of, HAMETHATMOT NMPUBMA HO CTBAPHOCTA,  G1I030¢pH|aTA Ha
YMETHOCTA YECTO CBOJOT KOHedeH obamk ro fobMBA KAKO YMETHOCT Ha eTHonorujata. CBeToT Ha Herosata
baHTa3Mja CKOPO € AHANOTEeH HA CAMKATA HA MHCEPTM HA TOBOPOT HA HUBHATA NPEAMETHA AMMEH3M|A LUITO MMA
CBOEBMAEH MOANPULMPAH OAHOC KOH €HA COCEMA MOMHAKBA Er3MCTEHLM|A Of OHAA KOjALUTO [a NPean3BMUKYBQ.
Bo HeroBuoT onyc nocrojaHo kako npobnem ce j[aByBA FPAHMLATA LWTO HEMMHOBHO CE MEHYBQ 30 Of, PEATHUOT
CBET 4 Ce [0jAe A0 CBeTOT Ha ymeTHocTa. Kako ¢akT e Bo ynora Taa rpaHMLa HEMPeKMHATo Aa Ce MOMECTyBd
M AEKA TaA He € efHALU 30 CEKOrall OAPeAIMBA, TYKY [0 AETEPMMHMPA NOjABHOCTA HA AEMNOTO LTO o refame
KAKO KpeaTneeH NpoayKT.

YHMBEP3ANHOCTA HO KOMMAPATUBHUTE HOCOKM KOH Mefdre HA OBOj OMyC € CBOEBMAEH ANCYpH, KOra cme
BO CUTYQLMM Ad FO ANCONBUPAME KAKO BUCTUHCKM , APTYMEHT” HA MPETXOOHWTE M CErdllHMTe CyYyBdhd BO
3eMjaTa oA KaAe LWITO NoTekHyBd. HeroBarta Bu3mMja 30 KOHKPETHKTE Cy4yBAHA € M3EAHAYEHA CO MOBMK AA CE
obefMHM Co OHA WTO o ,,MUCIKU" CaMOTO Aeno.

Op unknycor ,Hdenku”/From the Cycle “Denki”, 1981
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In conquering the exhibition space of the large hall of the MoCA, his art never loses its authenticity, allowing for
the interpretation of the new aesthetics brought about by his art in itself. The departure from the official artistic
values is a feature of his art since the very beginnings with the “denki” (bundles), “nizi” (strings), etc.; by using
ready-made, he actually sucks up their incipient poetics.

In the 80's, Skopije, along with the other centers in Yugoslavia, was a rather lively art center, involved in the
pluralism of the artistic poetics, which were reflected into the Macedonian scene to a lesser extent, in the sense
of the individual irony that soon escalated into cynicism. Such an apparent chaos, therefore, never touched the
then artistic production, which was fortunately aware of the tolerance that is in a relation with the freedom of the
artistic expression, with reserves towards that which prefers the individual’s indifference towards creation. His
role was also accompanied with the discourses of the critics, in which the artistic research redefined the blurry
social demoralization. In such a situation, he attempts to find his place and formulates a certain national code,
associatively close to the folklore. Still, despite the relationship with the Kavadarci environment, he adapted to
the image of the Skopije artistic stage, which was somewhat distanced from the global cultural developments.
The main aspect in Stefanov relies on the notion of phantasy in function of art. The moments of contact with
the aesthetic is the result of exactly such a phantasy, seen as an opposition to the realization of the issue that
is unavoidably in the center of his research. This is why the interpretation of his objects may, but does not
automatically have to distance itself from the depths of the theoretical interests. The collision with the spectacle is
partly distanced from the imposed appearance of reality, and the philosophy of art often obtains its final shape
as the art of ethnology. The world of his phantasy is almost analogue to the picture of inserts of the discourse of
their relevant dimension that has a particular modified attitude towards an existence that is completely different
to the one causing them.

The boundary that unavoidably changes to make the transition from the real world to the one of art constantly
comes up as an issue in his body of work. Itis a fact that the role of this boundary is to constantly move and that
it is not definable once and for all, but is determined by the manifestation of the work of art that we look at as
a creative product.

The universality of the comparative directions of looking at this opus is an absurdity of its kind, when we are
in situations to absolve it as a real “argument” of the previous and present developments in the country of his

origin. His vision of the concrete developments equals a cry for a unification with what the work of art itself
“thinks”.

Anren -Cepadum 2/Angel-Seraphim 2, 1990




Camuor noyetok Ha ymetHocta Bo 90-Te roguHM BO HALIMOT MPOCTOP CENAK Ce KAPAKTEPM3MPA CO
HEeJOBOJHO OAPELEHN eNIEMEHTH Ha MHoBaLUMCKM Npomenu. [1a, cenak Tve rv loHecoa oapeaHULMTE, CO CTPOT
KOHCEKBEHTEH 061, 30 OBHOBA, MOTOYHO MHTEPNPETALM|A U PEUHTEPNPETALM|A HO PA3HOBMAHMTE UCTOPUCKM
BMAOBM, BAMCKM HO reHepanHaTa nuHuja (36orateHa co UCKyCTBa HO MOAEPHATA YMETHOCT M MCKYCTBATA HA
MCTOPMCKATA ABOHFAPAA M NOCT-aBAHrapAa). [pMMapHUTE KApAKTEPUCTMKM HA NMKOBHATA MPAKTMKA HA
Credaros Bo camunot noyetok Ha 90-Te roamtu ce pednektMpaat Bo CKOPO AOCTANHATA AMNCONYTHA KPEAUBHA
adpMpPMaLM|a HO HETOBMUTE NIMYHU BUAYBAHA M MHCUCTUPAHE HA LIENIOCEH MHTEMPUTET HA COMCTBEHMTE MOETUKM.
OnTosapenu co cocema nHakos npoctop 8o Anruja o 1990 . ja usseayea uHTepseHumjata (, Xepysumcku
kpunja”) n Ha 23 aeryct Bo 22 4acoT neppOpPMAHC CO CBEKM M FPAAMHAPCKO CBETIO.

+XepyBUMMCKHMTE Kpunja ce pacnpoctpaHeTti Bo wymata [pejsaen, 27 metpu gonrm u 11 MeTpn BO BUCOUMHA.
Tue ce cocrojaT op AeBeT Aena Kpuja HAMpPaBEHM Of, APBjA M TPAHKM, CUTE BO JOMKMHA Mery TPU M OCYM
meTpu. [Ipsjata ce MHCTANMpPAHK Ha MecTaTa kaae Gune TypHATH of, GypuosHuTe Bypu, rPaHKUTE, 3aneneHm
CO NEMUO, ro M3pasyBaAT TEH3UYHKMOT puTaM. [nHamukaTa u reometpuckute GOPMM HA KPUI|ATA CE BUAIIMBO
AEMOHCTPATUBHMU BO BPEMEHCKMOT MOMEHT KOora i(] pogene 6MTKOTG CO AMBUTE BETPOBK Of KOM 6MJ'Ie CpyLUEHM.
CredaHos paboT co TPCKA, TPEBA M MAMYK BO HUBHATA MPUPOAHA GOPMA, MCTPAXYBAjKM MO HUBHUOT BOMUP,
KOSIOPMT M TEKCTYASHWUTE KAPAKTEPUCTMKM" .

(Cherubic Wings by Gligor Stefanov, 1990 - cat. exh.)

Xepysumcku kpunja 1, Tpajsaejn, napk Ha ckynntypa (Anrauja), 1990
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The very beginning of art in the 90’s in these regions is nevertheless characterized with insufficiently defined
elements of innovative changes. Still, they brought along the benchmarks, with a rigorous consequential attempt
of a revival, i.e. interpretation and re-interpretation of the various historical types, close to the general line
(enriched by the experience of contemporary art and those of the historic avant-garde and post-avant-garde).
The primary features of the artistic practice of Stefanov at the very beginning of the 90’s are reflected in the
recently available absolute creative affirmation of his personal worldviews and his insistence on full integrity
of his own poetics. Burdened by a completely different space in England in 1990, he realizes his intervention
“Cherubim Wings”, as part of a performance with candles and garden lights at 10:00 pm on August 23.
"Cherubic wings are spread in Grizedale Forest, 27 metres long and 11 metres high. They consist of nine pairs
of wings made of timber and branches, each between three and eight metres long. The timbers were installed
where they had been felled by savage storms, the branches, fixed with glue, expressing tense rhythm. The
dynamics and geometrical shapes of the wings are crearly demonstrative of a moment in time when they were
locked in a battle with the savage gales which brought them down. Stefanov works with straw, glass, and cotton
in their natural forms, exploring their tactile, colour and textural features.”

(Cheribic wings by Gligor Stefanov, 1990 - cat. exh.)

Cherubim" s Wings 1, Grizedale Forest Sculpture Park (England), 1990



TNetano wro cneta/Landing Kite, 1989
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Anren-Cepadum 1/Angel-Seraphim 1, 1990

Anren-Xepysum/Angel-Cherubim, 1991
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Awnren nasuten/Angel Protector, 1991

WMucranaumja, Jectep/Installation, Lester, 1991
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XepyBumu, HOHAOH/Cherubimg; London; 1991
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CnomeHaTtnTe noetuku ce npeobnukysaat Bo 1993 r. Bo uHTepeeHumjara Ha buenaneto Bo Beneuuja.

Murop CredpaHos-NMerpe Hukonocku

Mpercrasysamwe Ha Penybnuka Makeponuja o BeHeuunja

~MoxHocta fa yuectyBa BO rmobanHMOT yMETHUUKM CBET - A TOA ro 0BO3MOXYyBa BeHeupckoto bueHane - 3a
KyATypaTA HQ ejHA MANa M Of HEOAAMHA CAMOCTOJHA €BPONCKA 3eMja, Kakea wTo e Penybnuka MakegoHuia,
BO OBOj MOMEHT MMa HeobunuHo ronema saxHoct. OgHaTtpe rmMefaHo, Toa € MOXHOCT LWTO OTBOPA NAT Ad Ce
30061KoNM BANKAHCKOTO MPOKIETCTBO HA M3701ALM|Q BO GHOXPOHWUYHA M HEMCTOPUCKA CAMOMOCBETEHOCT,
M HO TO| HOYMH AA Ce MAEHTMUKYBA CO APYTM M PABIMYHM LyXOBHU BpenHOCTU. M, MCTOBpeMeHO, rmenaHo
OAHOZBOP, TOO € MOXHOCT efieH GPATMEHT Of EBPOMCKMUOT KOHTUHEHT- KOj HE TONKY OfiaMHa Belue HapeyeH
terra incognita- Ao M npeTBOpPKM BPEAHOCTUTE HA COMCTBEHMOT MAEHTUTET BO HELUTO LITO € MPMUCYTHO M
npenosHatineo. CTaeajku ro npobaemMoT Ha MAEHTUKALM|ATA U MAEHTUTETOT- KOj € PESIEBAHTEH HE CAMO 3a
HALLETO Y4yBCTBO HO AKTYENHOCTA LUTO HE OMKPYXYBA, TyKY, MPef C&, 30 YMETHOCTA BOOIMLITO BO CPEAMLUTETO
Ha Hawuot npeanor 3a XLV BeHeupncko BueHane, ce pelBMe BO OBAQ MPMroAd AA MM MOKAHMME ABAjLATA
MmakepoHcku ckynntopu [nurop Credanos u Netpe Hukonocku, Kom Kako yMeTHUUKM eMUrpaHTH of 1989
rOAMHA XMBEAT W TBOPAT BO AHMK{a.

CredaHos M Hukonocku CO3AABAAT KOHTEKCTYQSHM, OMOMEHTOSIHM MHCTANAUMM KOM BAEryBAAT BO
nogpauyjeto Ha oHa wro Posanuug Kpayc BoonwTteHo ro geduHnpa Kako , MPOLIMPEHO MOJE HA Ae{CTBYBAbE
HO CKYANTypaTa” uMaM Kako WTO Ha ApyrM MecTa ce Hapekysa site specific ckynntypa. Bo Hawuot cnyuaj,
TOO € CKyAMTypa M3BEAEHA BO MPUMPOAHM MATEPM|QIM LITO YNATYBAAT HA CMEUUPUKMTE HAO MECTOTO BO KOE
HACTAHYBAAT, MM HA MOLIMPOKATA OKOJIMHA KOja CO CBOJATA BKYMHA EHEPrM|d BAM|jAE HO HUBHMTE CBO|CTBA.
30 CBOMTE HOj4ECTO ABOAMMEH3MOHAIHM CIMKAPCKO-CKynnTypHu objekty, [murop CredaHos ja kopucty
CNIOMATA BO KOjO € BTMCHATA ECEHLM|aTA HA JIOKANHMOT KONoput. Ho, kako 3natoTo HA BU3AHTUCKMTE
MKOHM, CTIOMATA 30 HErO BO UCTO Bpeme e u MeTadopa 3a (coHyesata) ceeTmHa M anxemucka Gopmyna
3a ocnobopysare of matepujanHoto. Herosute kpunect objekTn kom peat BO3AMIHYBAjKM ce KOH HeBOTO,
MM KOW CO CBOJATA TPAHCMAPEHTHOCT OABA| [0 AOMMPAAT 3EMjATA Ce 3HALM-CMMOONM 3a CTPEMEXOT KOH
QrconyTOT HA MPOCTOPOT; TME, MMEHO, FO O3HAYYBAAT NPOCTOPOT KAKO cdepa, KAKO CBOZA MM Kynosna koja e
CPEAMLLTETO HO METADU3NYKOTO EAMHCTBO. Brierysareto Bo aMBMEHTOT, 3HAUM fA Ce OCO3HAE AKYMYTALM|aTA
HQ MaTepujanHaTa u ayxosHata eHepruja so Hero. Cnopen CredaHoB, Toa € MAEHTUYHO Ha NUTYprcku obpen,
HQ YMH HO TPOAEHE XPAM.

Ako BapaHeTO HAO MMArMHAPHMOT XPaM € napaamMrma 3a ogHocoT Ha CredpaHOB KOH AMBMEHTOT, Toraw 3a
Metpe Hukonocku toa e kykara. Toa e MUTCKO cpeauiuTe, OM LUTO MM COEAMHYBA M PA3ABOjyBA HOBEKOT,
nej3axot u npupopHute peHomenn. Bo apxutektonnuHara, bricolage ctpyktypa msrpagena op rpaxku,
JIUC|a, KAMEHA, 3EM|a 1 APYTM MATEPM|QM KOM CE MOCTOjAHO BO EKCTEH3M|A BO MHCTAnaumuTe Ha Hukonocku,
TOO CPEAMLLTE € MHKAMCYNIMPAHO BO MOAYNAPHMOT HAYMH HO CBP3YBAHE HA CMTE TAKTUIIHW M MOPQONOLLKM
CBOJCTBA HO MATEPM{ATA, TOA € MOAYI-Kade3 LITO NOCTOjAHO Ce HAZOrPAAYBA MO BEPTUKAA MM XOPU3OHTANA,
bopMHpPajkM SMAHM Kynu, nejsaxu u rpagbu. Beywroct, mogynot 3a Hukonocku e sameHa 3a 36op, 3a
buKCHparbe HO MOJABHOTO, BO HErOBATA MMHIMBOCT, MHCTANAUM|ATA e 36Mp of 3abenexanu u GUKCMpaHm
AOXMBYBAHQA BO AMOUEHTOT.

Anrenute (xepysumu u cepadumu) Ha nurop Credarnos n Supot-lMejzax, aen on AeceTrognILHUOT NPOEKT,
HapeueH Marnuna wyma (1989-1999) Ha Metpe Hukonocku, ce MHCTanaumm samM1cneHn Aa HAOCTAHAT KAKO
peanusauma Ha TpUeceTAHEBHMOT npecToj Bo BeHeuuja. Bo Toj HacTaH koj e MHCcLueHauM|a HO YMETHUKOBOTO
COXMBYBQHE CO AMBUEHTOT, 1 UCTOBPEMEHO, BO TOj YMH € MPOEKLM|ATA HA COMCTBEHOTO {AC BO AMBMEHTOT,
Aoara, BCyLIHOCT A0 06jaBa HA kenbara 3a coefnHyBAHE CO TOHANMTETOT HA MPOCTOPOT, CO CBETOT: Xenbara
(3a xpam, aom) kako cywTuHcka osHaka Ha genata Ha CredaHos u Hukonocku”.

(3opa Metposcku, Murop Credaros, MNetpe Hukonockw, MNpetcrasysare Ha Penybnnka MakegoHuja Bo
Beneuuja, lonemoto crakno, Ckonje, 1995)
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The poetics mentioned are reshaped in 1993, in the intervention at the Venice Biennale.

Introduction: Gligor Stefanov - Petre Nikoloski

The opportunity to take part in the Venice Biennale at this moment is an event of extreme importance for the
culture of a small and newly-independent European country such as the Republic of Macedonia. Observed
from the inside, this is an opportunity which opens up ways to avoid the Balkan damnation of isolation and
anachronistic and non-historical selfabsorption, and accordingly means for comparison with other and different
spiritual values. On the other hand, seen from the outside, this is an opportunity for a fragment of the European
continent- which until recently was called a terra incognita- to turn the values of its own identity into something
which is actual and recognizable.

We have placed at the centre of our proposal for the 45" Venice Biennale the problem of identification and
identity- which is relevant not only for our feeling of the contemporary moment around us, but for art in general;
thus we have decided to invite the Macedonian sculptors Gligor Stefanov and Petre Nikoloski, who as art
emigrés have since 1988 been living and working in the United Kingdom.

Stefanov and Nikoloski create contextual, environmental installations which may be included in what Rosalind
Krauss generally refers to as a extended field of sculpture’s action, or as it is elsewhere called a site-specific
sculpture. In their case, it is sculpture derived from natural materials pointing to the unique features of the place
where they are created or to the broader environment which influences their characteristics by its total energy.
In his usually two-dimensional painting/sculpture objects, Gligor Stefanov uses straw which is immersed in the
essence of the local colour. But, as with gold in Byzantine icons, straw is for him also a metaphor of (sun) light
and an alchemic formula for the liberation of things material. His winged objects hovering and rising towards
the sky, or hardly touching the ground in their transparency, are symbolic signs of the striving towards absolute
space; they denote space as a sphere , as a dome or firmament which is the centre of metaphysical unity. To
enter his environment is to come to know the accumulation of material and spiritual energy inside it. According
to Stefanov, it is equivalent to a liturgical ritual, to the act of building a temple.

If the quest for the imaginary temple is a paradigm of Stefanov's attitude to the environment, for Petre Nikoloski
it is the house. It is a mythical nucleus, a home uniting and dividing Man, landscape and natural phenomena.
In the architectonic and bricolage structure built of branches, leaves, stones, earth and other materials which
are in constant development in Nikoloski’s installations, this nucleus is encapsulated in a modular way of
connecting all tactile and morphological features of matter; it is a modular cage on which ever new structures
are added vertically and horizontally, forming walls and towers, landscapes and buildings. In fact, the module
is for Nikoloski a substitution for the word, for the fixing of the phenomenal in its transience; the installation is an
assemblage of registered and fixed experiences within the environment.

Gligor Stefanov’s Angels (Cherubim and Seraphim) and Petre Nikoloski’s Landscape Wall, part of his ten-
year project entitted Magic Forest (1989-1999), are installations intended to come into being as a result of
their month-long stay in Venice. In this presentation of the artist’s integration into the environment, which is
simultaneously a projection of one’s self into the environment, there is declaration of the desire for achieving
union with the totality of space and with the world: the desire for a temple, a home, as the essential feature of
Stefanov and Nikoloski’s works.

Stressing once again the significance that participation in the 45" Biennale has for us, we would like to express
our sincerest gratitude to its organizers, and especially to Prof. Achille Bonito Oliva and to the Comune di
Venezia, for their understanding and readiness to help us. We would also like to thank Petre Nikoloski and
Gligor Stefanov for everything they have done for the successful realization of the project. And finally, we
highly appreciate the support and cooperation we have received during the preparations for our participation
in the Venice Biennale from the Consul General of the Italian Republic to Macedonia, Mr Faustino Troni.
(Zoran Petrovski, Intoduction, Gligor Stefanov — Nikoloski Petre, Scultori ambientali, XLV Biennale di Veneziq,
1993 — cat. exh.)

Cpadumu, Xepysumu,
Mpecronu, Beneumncko
6uenane/Seraphims,
Cherubims, Thrones
Venice Biennale, 1993
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Aneropuja Ha cBeTAMHATA

,[1pBMOT AeH ,ce u3HeCyBa ceme’, yluTe Of TEMHMHA, TAKA LUTO [EHOT, OAHOCHO COHLIETO, 4A ro 3aTeYe OpayoT
Kako paboTu Beke HO HMBA-3a Aa My bupe 6en u unct bepuketor ,KAKO CJI’HLE’ Kora npucturHysa Ha
HMBA, OPAYOT NOBTOPHO ce cBpTyBa ko marpesor Ha COHLETO, ce npekpctysa..., ce momonysa u 3bopysa:
,Aj aa ce pogu uncto xuto kako 3JTATO".""

Osa e dparmeHT og eTHonowkaTa MukpoHapauuja Ha Penybanka MakegoHuja kojawTo geHec (6narogapejku
mefy APYroTo M HO MMCIIOBHATA WUMPOYMHA OF TUAOT HA Tomac MaKaBENMOBUOT MyNTUKYNTypanMsam) uma
NETUTUMMTET A Ce YyBCTBYBA AANEKY Of, XereMOHMCTUYKMTE MEHTANIMTETH, OOHOCHO BAMCKY A0 KYNTypHMOT
Homaamnsam. Mucnejku Bo ByXOT HO CMOMEHATMOT TEOPETUYAP, BEPYBAM AEKA BO MCTOPM|ATA HO YMETHOCTA,
kako ce’ ywTe HesasplieHa $pecka, Ha 45. Beneupcko GueHane (KOHUMIMPAHO HEAMCKPUMMHATOPCKM) Ke ce
napndbepeHuMpa 1 yluTe efeH noTer Bo Taa 3aeaHWuka dpecka Ha uctopujata. ,The other is other because it is
unknown“?, peue T. Makasenu Hyaejku 6apem TEOPUCKA LWAHCA HENO3HATOTO AA BUAE OCO3HAEHO.

3emja- matepuja

MoToTo Ha noyYeToKoT NpeTeHaMPa AA rO 03HAUYM APEANOT OF KO| MPOMU3NEryBa MAKEAOHCKMOT YMETHUK [nurop
CredaHoB: KynToT KOH 3eMjOAencTBOTO, naraHckute obuuaw, banckata Bpcka co npupoaata, adoratio Ha
CoHueTo 1 HeroBoTo M3egHadyBare co anatoTo (ne6ot), onwTtereto co bor(osute)...

MpoknetcTBoTO Ha TepuTopHjaTa pacterHata mery 3emjata u CoHLETO, OBHOCHO Mery YOBeKOT M Borosure,
Ke cTaHe cynbuHa u Ha CredaHos.

Cryomute Ha Akapemujata 30 IMKOBHM YMETHOCTM BO benrpag mokaxysaar kosnky Taa cymbuHa my e
npvep3aHa. BegHaww no Hej3uHOTO 30BpLUIYBAbE TM OTGPNA AKAAEMCKMTE KOHOHM M C€ BPAKA KOH M3BOPOT: BO
popHUoT nosapcku kpaj Kasagapuy. A oBae M BUHOTO M COHLETO YAMPAAT B [MABA.

MpeuTe aena-uHCTANAUMM M acambnaxu BO OTBOPEH NPOCTOP (HOCNOBEHM KAKO AeHKM, HUWKM, kadesn) ce
Peann3npaHmn co MkoHorpabmja M matepujanu of Toj ambuerTtaneH npoctop. MHXepeHTHA MM € CETUIHATA U
4YBCTBEHATA FyCTMHA Ha maTepujanute. MNamykort, Tpesata, apsoto, koHonot, rmuHata nu CJTAMATA wro ce
KOPMCTAT BO JIMKOBHOTO NPOCEAE YNATYBAAT HA APTE NMOBEPA M HA eHPOPMENOT, HO CAMO NMPUBUAHO. CyLITUHCKM
TME Ce OfNIeNnyBAAT Of HMB: MO HUBHAOT EMMAEPM MMA MPErosieMa A030 HO COHYEBA EHEPrujd, XeAOHM3AM
M eBAEMOHM3AM, 30 LA MOXE HMBHATA M3BOPHA CAMOBMTHOCT Aa ja 3arposat noctynature 6uno Ha apre
noeepa, 6uno Ha eHdbopmenot (Maeonornjata Ha nponacta, GyHTOT NPOTUB MOTPOLYBAYKMOT MEHTANMUTET U
30CEHETMOT CTATYC HA YMETHWUYKOTO Aeno). PenMrnosHMoT 3aHec U KynTHMOT O[HOC CO KOJLUTO OBME MATEPU{aM
ce ynotpebyBaar AeLMAHO CE NPOTUBCTABYBAAT HA CEH3UBUIUTETOT HO CMIOMEHATUTE JIMKOBHU HACOKM.

npocTop
AKLEHTMPAHETO HA BU3yenHUTe, ONdAKTUBHUATE M TAKTUIHUTE OCOBEHOCTM HA PA3HOBMOHATA CKYNMTOPCKA
rpara M3OMrHATA HA HMBO HA YMCT YMH HA Er3uUCTEHUM|a, BO BTOpaATa passojHa ¢asa Ha [murop CredaHos
(1983-1984), rybu og ceojOT MHTEH3UTET. M3BPLUIEHA € CYNCTUTYLM|Q BO NOA3A HA IMKOBHOTO M KPEATUBHOTO
obnukyeatbe Ha ranepuckute npoctopu (o Ckonje, benrpaa v 3arpeb). Mnactuunmute Tparu, nog koHTpona
HO HEroBATA HEBEPOJATHA MHTYMUM|Q, CE ABMKAT OF MOBPLUMHMTE HA SMAOT, NPeKy 3asemarbeto/rpabereTo
HO NPOCTOPOT, AO MOBTOPHO HWBHO JIErHYBAME HA HUMBO HA sMAOT. Ha Toj HauMH, ce yKaXyBa HA MOXHOCTA
30 NAPOAENHO OMNCTOjyBAHE HA OMNPOCTOPEHOTO (PUBUYKMOT MPOCTOP-CKYNNTYypaTa BO MPOCTop) M Ha
ONPOCTYBAYKOTO (FEOMETPUCKMOT NPOCTOP-EAMHCTBEHATA M M3OTPONHA NPOCTOPHOCT).

netana
Linknycot uncranaumm n objextu JIETATIA (1984-1988) v objasm:

1.3acuTEHOCTA Of EKCEPUMEHTUPAATA CO MATEPHU|ANUTE U MPOCTOPOT,

2.xenbara LeHTPHUPYranHaTa CUIa Ha HEFOBOTO JOTOrALIHO OAHECYBAHE A CE CBPTM HOBHATPE, A eHeprujaTta
AQ CE HACOYM M HAropE,

3.peunpHata npedeperupia Ha CITAMATA «kako epuHcTBeH M HajapeksateH matepujon. [lpsoto ce
TPAHCHOPMMPA BO CEMAHTMYKA CTPYKTypa (3Hak, cumbon, metadopa). Bropoto rv pape npeute sHaum Ha
oanenysare of 3emjaTa BO NoTpara no Hesuanuesoto. Tpetoto ja objasu cpepbarta Ha [nurop Credparos co
Ba lor v ja HarmacK nprMBp3aHOCTA KOH HALMOHANHATA TPAAMLM|A.

aHrenu

CoHueTo e 3aepHMukM mgean u Ha geajuata. Bawn for Toj cBoj mgean ro usepHaun co coHYornemoT M co
AMHAMMKATA BO XMTHOTO Mope, a CTepaHOB CO MPEKPLIEHATA COHYEBA EHEPrH|d BO TENOTO HA CAAMATA.
Kora Bo 1988 r. CredbaHOB ja 3aMeHM CBETOCTA HA TATKOBMHATA CO HEM3BECHOCTA BO TyfuHata (Anrnuja), Toj
CTOHA OTKOPHATMK KAKO M HeobuuHnot Xonaxrarew,. CpasmepHOCTa Ha OaAaneyvyBareTo of AoMa belue BO
cuHXpoHMja co notpebara aa ce buae wro nobnmcky no CoHuero. 3a Ban lor Bo Apn CoHueto ce npetsopu
BO 3nato wro Teye, 3a Credaros Bo JloHaoH Toa ce onuueTBopu BO BrieckaBa eHepritja Ha cepadumckuTe
M XepPYBMMCKMTE Kpuija: u egHuoT u apyrnot CoHUeTo M npeHece Bo cdepuTe HA TpaHCLeHaeHTanHoTo. U
He € BO MPALLAHhe CAMO EM3UCTEHLM|ANHOTO M GATANHOTO MK , CTPAAAHETO MPUCYTHO YLUTe Npeg parareTo”
(XXopx baraj). Taa Bpcka ce 4MTa 1 HO PEHOMEHONOLKHM MACH: BO FPYOT HA PAKOMMCOT BO MACOTO, OAHOCHO
BO C/IAMATA, BO AMHAMM3MOT M JIMHEAPM3MOT HA MOTErOT.
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Allegory of Light

“On the first day ‘seeds are taken out’ early at daybreak so that the day, or the SUN, may find the ploughman
already working in the field, and so that his harvest may be bright and clean 'AS THE SUN". On arrival at the
field, the ploughman turns towards the SUNRISE, crosses himself...and says a prayer: ‘"May wheat pure as
GOLD be born’"!

This is a fragment of an ethnological “micro — narration” from the Republic of Macedonia which today (thanks
to, among other things, the intellectual breadth of Thomas McEvilley’s type of multiculturalism) can legitimately
feel far away from hegemonistic mentality and close to cultural nomadism. Following in the spirit of McEvilley,
| believe that in the history of history at the 45" Venice Biennale, with its non — discrimination conception. “The
other is because it is unknown,” 2 says McEvilley, offering at least a theoretical opportunity for the unknown to
become known.

earth — matter

The motto at the beginning is intended to define the realm from which the Macedonian artist Gligor Stefanov
has originated: the cult of agriculture, pagan customs, close links to nature, the adoration of the sun, or
between Man and the Gods, will stand for Stefanov’s destiny. His studies in the Belgrade Academy of Fine
Arts demonstrated his connection with that destiny. Inmediately after his graduation he rejected the academic
canons and returned to his roots - fo his native vine region of Kavadarci, where both wine and the sun strike the
head. His first works - installations and assemblages in open spaces (entitled tobacco bales, tobacco strings,
cages) - are rendered in the iconography and materials of that environment. The sensory and sensual density of
materials is inherent in them. The cotton, grass, wood, tow, clay and STRAW which are used remind us of arte
povera and informel, but this is false impression. For the works are essentially different; under their skin lie doses
of the sun’s energy, hedonism and eudaemonism far too large for their original independence to be threatened
by the postulates of arte povera or informel (the ideology of disaster, the rebellion against consumer mentality
and the affected status of the work of art). The pious enthusiasm and cultic attitude with which these materials
are employed are definitely in opposition to the sensibilities of the two aforementioned art trends.

space
The emphasis on the visual, olfactory and tactile characteristics of varied sculptural material, which itself elevated
to the level of a pure form of existence, loses some of its intensity in Stefanov’s second phase of development
(1983 — 1984). There is a substitution in favour of an artistic and creative molding of the gallery space (in
Skopje, Belgrade and Zagreb). The plastic marks, under the control of his incredible intuition, seem to move
from the wall’s surfaces, to lounge out to grab space, than return to lie level again on the wall. In this way, the
possibility is indicated of a parallel existence of that which has the quality of space (physical space - sculpture)
and that which creates space (geometrical space — the unified and isotopic quality of space).

kites

The KITES cycle of installation and objects (1984 — 1988) declared;

1) his satisfaction with experimenting with materials and space;

2) his desire to turn centrifugal force of his action inwards and to direct energy upwards; and

3) his define preference of STRAW as the only and most suitable material. The first was transformed into a
semantic structure (sign, symbol, metaphor). The second offered the first signs of detachment from earth in the
quest for the invisible. The third announced Gligor Stefanov’s affinity with Van Gogh and emphasized his links
with national tradition.

angels

The sun has been the common ideal of both. Van Gogh identified that ideal with the sunflower and the dynamics
of the sea of wheat, while Stefanov identifies it with the sun’s energy refracted in the straw’s body.

When in 1988 Stefanov exchanged his sacred homeland uncertainty of a foreign land (England) he became
an uprooted person, just like the unusual Dutchman. The further he moved away from his home the grater was
his need to be closer to the sun. For Van Gogh in Arles the sun turned into flowing gold, for Stefanov in London
assumed the image of the glowing energy of seraphic and cherubic wings: both shifted the sun into spheres of
the transcendental. And this is not only a matter of something existential or fatal or “the® suffering existing even
before one’s birth” (Georges Bataille). This link can also be discerned at the phenomenological level: in the
convulsions of their expressions in oil, in straw, in the dynamics and linearity of each stroke.

Sharing the destiny of an artiste maudit, separated from his natural environment, there, in England, Stefanov set
off much more resolutely in search of the innermost genes of national being. In this search for his own identity,
he combined the banal aspect of straw with its pagan semantics and with the spiritual qualities of Macedonian
fresco- paintings and icons Sharing the destiny of an artiste maudit, separated from his natural environment,
there, in England, Stefanov set off much more resolutely in search of the innermost genes of national being. In
this search for his own identity, he combined the banal aspect of straw with its pagan semantics and with the
spiritual qualities of Macedonian fresco — painting and icons. The symbiosis of the ordinary haystacks in the field
and the well — known agricultural customs in Macedonia® with the angels of the highest order in their hierarchy









Crogenysaijku ja cyabuHata Ha artiste maudit pasaenex o csojata npupogHa cpeanta, CredbaHos Tamy Bo
AHIK{a MHOTY MOHACTOjYMBO TPrHA BO NOTPArA MO HAJCKPMEHNTE FeHM HA HAOLMOHANHOTO 6uTHe. Bo Toa tparatse
MO COMCTBEHUOT UAEHTUTET TO| FO CMOM BAHAHAOT ACMEKT HA CIAMATA CO HE{3MHATA MAFAHCKA CEMAHTUYHOCT
M CO OAyXOBEHOCTA HA MAKEeAOHCKUTE dppeckm 1 MkoHW. OBUUHIMTE KOMM CEHO HA HMBMTE, MO3HATUTE ArPAPHM
obuyan Bo MakegoHuja® 1 HMBHATA CMMBKMO3Q CO QHrENWUTE OA HA[BUCOKMOT PEA HA HWMBHATA XMepapXuia
(cepadumu, xepyBMMM, MpecTonm), caMO MPUBMAHO € GKT HA AncypaHo cnojysame. [loctankata pa ce
cobepar Ha eHO MeCTO, BO €AHO LeNO, BO efeH 3AMB MUIIEHUYMCKM OLAQNEUEHUTE LMBMAM3ALMCKMA HUBOA
FEHEPUPAHM Of €HA UCTA NOYBA, € MHMULMPAHA Of HAMEPATA A CE MOCTUTHE EAMHCTBOTO-EHTUTETOT HA HUBO
HQ ABTOPCKM UCKA3.

Bo nmeto Ha Toj nckas, CredaHos, cTanyBajkM HO GHMIMCKA MOYBA, Of, HEKOTALUEH COLM|QANMCTUYKM EPETHK
CTOHYBA XPUCTM{AHCKM BEPHMK. PenuriosHute 4yBCTBA My Ce BO XAPMOHM|Q CO METADU3UYKMOT CBET HA
QHFeNnTE, COOMLITEH BO CMTE HETOBWM AMBMEHTANHM CKYNNTYpU M objekTH, cospaaequ Bo Anrnuja (Broadgate
Sculpture project- Whitechapel Art Gallery, Nongon; Cherubic Wings so Grizedale Forest, Cumbria Seraphim
object and installations o Cirencester; Cherubim so Dockland, Jlongon; Angel Guardin sBo abau).

Bo memopujata Ha CrepaHoB ce 304yBAHM XMBOMMCAHMTE MPETCTABM HA XEPYBUMMWTE, cepadumuTe U
npectonute (0a pyckuTe, HO Mpea ce, Of MAKEAOHCKUTE LPKBMY)- xuepapxuja yTBpAeHa Of HAjnO3HATUOT
aurenonor [Juonucuj Apeonarut®. Ho, Toj napanenHo ru uctpaxyea 1 oHue mecta so bubnujarta kage wro ce
36opysa 3a oBaa npobnematuka (ocobero Buamnmte Ha npopouute Eaekenn u caja). Mefytoaq, kpajHata uen
MY € JIMKOBHO COOMLUTYBAHE HO HEBMATIMBOTO, MPEKY ABTOHOMHA M COMO HEMY MPMUMATaYKA YMETHUYKA BU3M|A.
JIkoBHATA NOCTANKA NPETCTABYBA BO M3BECHA CMMCIIA KOHTUHYMTET HA dpecko-cnmkapcTeoto Bo MakegoHuja,
HO HO COCEM WMHAMBMAYQSIEH HAYMH |0 MHTEPNPETUPA HETOBATA MO3HATA MKOHOrpadcka cTpykTypa. Cakajku
AQ TO OCBOM M TEOJOLIKOTO Bpeme- HecCMpTHOCTA- ,TeNoTO” HA CMOMEHATHTE BUCOKM MUcMoHepw Ha bora-
QHrenuTe- ro NPABK OMUMIMBO BO MATEPM|AIHA, HO OHO3EMCKO BO JyXOBHA cMmucnd. Bpakajku ce Ha Hueo
HQ APXETUNCKOTO, TOj noTceTysa aeka bor npso ro cosgan HeBMaNMBMOT, a NoToa BMANMBMOT cBeT. A TOKMY
aHrenuTe ce ,CBEAOLM...MOXE [ Ce Peye HA FPAHMLATA Mely BUASIMBOTO M HEBMATIMBOTO, KAKO CMMOONMYHM
CIIMKM HQ BU3WM MPU MPEMUHOT Of efHO BO Apyro cosHaHue”. Ambuentantarta ckynntypa o Cirenscester
HACTOjyBA A4 rO Cyrepupa TOKMy TOQ Y4yBCTBO HQA MPMUMNALHOCT HO GHTENUTE Mely MefaunTe rpynmupaHmu oKony
€0HO MAeja OKoNy efHa MAEe|d KAKO BO IUTYPIUCKMOT YMH.

Llenta Ha aBTOpOT, KOKO WTO BMAOBME, He € (pe)npeseHTaumjaTa M Hapauujata (napaaurmuTe 3a KpUnjaTa He
MM HOOFa KQj NTULMTE, MHCEKTUTE, QHIENNTE), TYKy CyrepMpareTo Ha ABUXEHETO HA HEBMANMBATA BOXecTBEHA
eHepruja Bo KpMnjara, npeky CBETNMHATA, KOja MPOHMKHYBA BO Cé WwTo e Buanueo: ,OHa WwTo e HajHeBUANMBO,
TOKMY TQQ €HEpPruja e HajakTMBHOTO none Ha cunata’”. Busyenwute npetctasysama (oko, coHue, kpunja,
31ATO WTH.) YNATyBAAT HO CEMAHTMYKATA CyLUTECTBEHOCT HA Haj-aHrennte. OBaQ 03HAYEHOCT LMPKYIMPA BO
KPYroT Mefy OTHOT, MyApOCTd, ayxoT, npounctysameto n CBETJIMHATA kako 6oxectseHa emaHaumja.
KoHcTaHTa BO 0BOj OMyc € OHTONOWKATA M OKLMOMOWKATA AMMEH3U|A HO CBETAMHATA (CyrepupaHu npeky
coHuero, anatoto, anrennte). Og noyetok Ao kpaj CredaHos He ja npetcTasysa, Tyky cozpasa,/nponsseayea
Of HEQ: HEeroBMTe CKYINTYpMU- OB|EKTU- MHCTANALMM HMKHYBAAT Of CBETIIMHATA. 1Ad € LEHTAap HA HEroBaTd
OMCecH|a, MOYETHA TOYKA HO YMETHMYKATA XMMHO3A.

Anrenckute BenukopoctojHuum Ha Crepanoe co HEBOTO KAKO KYIMOJIA, npetcraseHn Bo rpapckuor
napk Canta EneHa npep enesor Ha 45. BeHeuncko bueHane ce BO KOHTEKCTOT HA 3/IATHO- CBETIO- CBETUOT
kpBoTOK Ha BeHeuuja. JlukosHata anxemuja Ha CredaHos ja oboxecTBuna BO 31ATO CNAMATA OF KOja ce
HAMPABEHM QHrENMUTE: YMETHULMTE CAKAAT AA Ce MOCTABAT BO NAPANENa Co AMMMUYpLIKMTE Noasm3n Ha bora.
M ce pobnmxysaat mankymmHa”.

(Cora Abaymesa, Mnurop Credaros, Aneropuja Ha ceetnnHata, fonemoto crakno,Ckonje, 1995)
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(seraphim, cherubim, throni) is an act of absurd connection only at first glance. The method of collecting, in
one place, in one work, in one breath, civilisational levels remote from each other for millennia but created
on the same ground, has been a result of his desire achieve unity/entity at the level of artistic expression,
upon treading on English soil, Stefanov, once a socialistic heretic, became a Christian believer. His religious
feelings are in harmony with the metaphysical world of the angels shown in all his environmental sculptures and
objects created in England (Broadgate Sculpture Project, Whitechapel Art Gallery, London; Cherubic Wings,
Grizedale Forest, Cumbria; Seraphim Obijects and Installations, Circencester; Cherubim, Docklands, London;
Guardian Angel, Dublin).

Stefanov’s memory has preserved the fresco - painted images of cherubim, seraphim and throni (present also
in Russian, but chiefly in Macedonian churches)* - a hierarchy described by the famous angelologist Dionysius
Areopagite’. At the same time he examines those places in the Bible where this subject is dealt with (especially
the visions of the prophets Ezekiel and Isaiah). Yet his final aim is to render artistically the invisible through an
autonomous and personal artistic vision. His artistic procedure is in a way a continuation of fresco — painting
in Macedonia, but interpreting the well — known iconographic structure in a unique manner. Aiming also to
conquer structure theological time — immortality — he makes “the body” of those high missionaries of God, the
angels, tangible materially, but unearthly in a spiritual sense. Going back to archetypal levels, he reminds us
that God first created the invisible and then the visible world. And the angels who are the “witnesses, one could
say, of the border between the visible and invisible, as symbolic images of visions in the transition from one kind
of knowledge into another.”®

The environmental sculpture in Cirencester attempts to suggest exactly this feeling of the angels’ presence
among the observers, grouped around an idea just as in the liturgical act.

The aim of the artist, as we have already seen, is not to (re)present or narrate (he does not find paradigms for
wings in birds, insects and angels), but to suggest a movement of invisible divine energy of wings through light,
permeating everything visible. “In what is least visible, there energy finds its most active field of power.”

Visual images (eye, sun, wings, gold, etc.) point to the semantic essence of the highest angels. The signs move
within the sphere of fire, wisdom, spirit, purification and LIGHT as divine emanation.

The constant in this opus is the ontological and axiological dimension of light (suggested through the sun, gold
and angels). From beginning to end, Stefanov does not present it, but creates/produces from that light: his
sculptures — objects installations sprout from light. It is the centre of his obsessions, a starting point of artistic
hypnosis.

The first reproduction in this text — David’s Psalm 148, announces this power of divine light repeated three times
through: a) the dragon (seraph’s prototype), b) the angel, and ¢) the sun. Part of this blazing density lights up
Stefanov's sculptures created in England. In October 1990, he staged a performance with sixty lit torches and
candles. Is it a pure coincidence or a stroke of faith that Van Gogh, too, in Arles painted at night with candles
stuck in his hat?

Stefanov’s angelic dignitaries, with the SKY AS A DOME, presented in the Santa Elena City Park, in front of
the golden — bright — sacred bloodstream of Venice. Gligor Stefanov’s artistic alchemy has made straw, of
which his angels are created, divine and turned it into gold. Artist love to imagine themselves paralleling the
demiurgical feats of God. Few of them have come anywhere near them.

(Sonja Abadzieva, Allegory of Light, Gligor Stefanov — Nikoloski Petre, Scultori ambientali, XLV Biennale di
Venezia, 1993 — cat. exh.)

'Benumnp Hukonoscku, 3emjomenctsoto u obuuante cBp3aHu 3a semjopenckute pabotn so Kymanoso (Makeponuja), MackHuk Ha EtHonowkuot
nctutyT, Ckonje, 6p 1, 1960, 283.

*Thomas McEvilley, Art and Otherness, Crisis in Cultural Identity, Documentext, New York 1992, 147.

3Bo 17 u 18 Bek nocToene obuyan Bo MakepoHWja Ao ce HOCAT B LPKBA NPEAMETH Of CAMA, YECTONATW 30 AQ Ce 3anandaT noTod, co Len Ad ce
cmunocTmear 6orosuTe Ha nnogopopneTo. Toa ce cryvysano 3a Bpeme Ha xeTsara. M gerec Bo Makepowuja no xeTsara ce npasat ,6paan” nam
,KMTKW" Ol HOJKBASIMTETHUOT CHOM XMTO KOM Ce YyBAAT B aMbap ce 0 CleaHaTa XeTBa.

“TokonkpeTHo mucnam Ha JlecHoscknoT MaHacTup, MapkoeroT maHacTip u Hekonky nomanu upken 8o Oxpuacko, Makeaowuja.

Bo penoto De Coelesti Hierarchia, Dionisie Areopagit (6 Bek) r coonwTysa anrenckata xuepapxuja u nkoHorpadmja: 1.Cepadumute ce co nnamero-
upeeHa 60ja M MMAAT LWECT KPKAja CO MHOTY OYM BP3 HWB: CO ABE KPMAja NeTaar, co ABe CU M NOKPMBAAT O4YMTE, O CO ABE AA CU M NOKPHUBAAT HO3ETE.
2.Xepysumure ce co HebecHomoapa u maat yetnpw kpunja. 3.Mpectonute (Throni) Hemaat aHTponomopdeH 0bamk, ce NPUKAxXyBAAT KAKO OFHEHM,
KpPMAQTH TpKana co mMHory oun. Ha Hue e noctasen boxjuot npecton . Leksikon ikonografije, liturgike | simbolike zapadnog kri¢anstva, Liber, Zagreb,
1985, 115.

‘Maene Pnopencku, Mkoroctac, Hukwny, 1990, 37/38.

’Ibidem, 103.



Bo BuH3op cBojaTa M3narayka OKTMBHOCT [ KOHLEHTPMPA BP3 MOPAHELIHUTE [O3MYHU M3PA3U U TEMM, O NOTOA
ce KoHueHTpupa Ha Hosoto. 2002-2003 1. ce Bo sHakoT Ha genata ,JluHeapen Cepadum®, ,Axren-Tpkano
co yetpu knpunja” u ,bopba co setepot”. Bo 2005 r. ro peanuanpalie npoekToT-nepPopmMaHc HapeyeH
»3Muecta popma”, KOjLTO MMA CBOEBMAHA CIIMYHOCT CO MOCNERHMOT M3BeAeH Ha peTpocnekteata 2019 r.
MpocTopHuTe Benesn ckopo ABe AeLEHNMM M MAPKMPA KAKO rHE3AA BO ByKBANHA MK aneropucka cmucna. Tue
Ce PeanmMaMpaHmn KaKo ABOOMMEH3MOHAIHM MPETCTOBM, HO U KOKO MHTEPBEHLMU BO NMPUPOAEH AMBUEHT, BO KOj
ce NoTpebHM APB{jATA KOKO HOCEYKM CETMEHT HA BU3YENHATA FETKA, GOPMMUPAHA CO MPUPORHUTE MATEPH{ANH.
Bo Taa cMucna of npeTxonHMTe MABHO PENUIMCKM CUMBONM TO| Ce MOCBETYBA HA APXAjCKO-MUTCKMOT PUTYAS HO
HOCTAHYBAHE HA XMBOTOT. KpyroT e ckopo pesoBHO NPUCYTEH, O OCBEH OKLEHTOT CO [AjLETO, TO] UMMIEMEHTUPA
CMUPATTHU UrPK NPEKY NPUPOLHUTE MATEPU|AIH, Y| KONOPUT e BIM30K CO APB{ATA, ANyaMpPajku MOXebu 1 Ha
Mummkpuja. LenTpantata ¢okycMpaHOCT KOH TEMATA € jaCHA, HO MPABM BOMONHUTENHU MHTEPBEHLMM, LUTO CE
BO YJIOrd HA NPOLUMPEHHUOT AMCKYPC MPU PEATU3ALM|ATA HA JIMKOBHUTE ACMEKTU HO HUBHO OCUMMIIMPAHE KAKO
HECEKO|AHEBHO AMBMEHTANHA MOCTABEHOCT NPU MEAHETO HO APAHXMAHOT HO BU3YENTHUTE KOMMOHEHTH.

Oga umknycor ,Anren-npecton”/From the Cycle “Angel-Throne”, 1995/96



In Windsor, he focuses his exhibitions on the former linguistic expressions and topics, to then concentrate
on the new. The years of 2002 and 2003 were marked by the following creations: “Linear Seraphim”, “An
Angel - Four-winged Wheel”, and “A Battle with the Wind". In 2005, he realized the project/performance
entitled “a Snake-like Form”, which is to an extent similar to the last performance at the 2019 retrospective. For
almost two decades, he has been marking the spatial features as nests, in literal or allegoric sense. They are
realized as two-dimensional performances, but also as interventions in a natural setting, which requires trees
as the main segment of the visual spectacle, formed by natural materials. In this sense, unlike on the previous,
mainly religious symbols, he dedicates to the archaic/mythic ritual of the emergence of life. The circle is almost
regularly present, and — in addition to the emphasis with the egg - he implements spiral games through the
natural materials, whose coloring is close to that of the trees, possibly even alluding to mimicry. The central
focus on the topic is clear, but he also makes additional interventions, in function of the expanded discourse in
the realization of the artistic aspects of their assimilation, as an unusual ambience set up when looking at the
arrangement of the visual components.

Oga umknycor ,Anren-npecton”/From the Cycle “Angel-Throne”, 1995 /96



Og umknycor , MpocTopHu rueapa”/From the Cycle “Spatial Nest”, 2004

Og umknycor , MpocTopu riespa” /From the Cycle “Spatial Nest”, 2006



Og unknycor ,MpocTopuu rieapa”/From the Cycle “Spatial Nest”, 2006

Og unknycor ,MpocTopuu rieapa”/From the Cycle “Spatial Nest”, 2005



3muecta dopma, Jla Cenn (Kanagna)/Snake Shape, La Salle(Canada) 2005



THespeHa ctpyktypa 2/Nest Structure 2, 2009



LipTrexot, kako meanym, e penatMBHO AOMWUHAHTEH BO cuTe Herosu ¢asu. HajbutHute kapaktepuctikm ce
COAPXaHM BO LpTeXoT ,Mamuueto” op 1987 1. Bo Koj ekcnpecMBHATA MOK HO OBTOPOT M NOKPAj BUAAMBATA
AMHOMMYHOCT € CTPOro KOHTPONMPAHA. MollHe NpOBOKATUBHO € KOMMAPMPAH CO MPETXOAHO OTKPMEHATa
JIMHW|O NPU COBNOAYBAHETO HA MPOCTOPOT BO CKYNNTYPASHO ocMucneHnoT objekT ,[paberse Bo npoctopot”,
MAKO HACNOBOT MHULMPA MOMHAKBO METAhOPHMUYHO 3Hauerbe. VHAKY CMOMEHATUOT LpTeX KAKO CBOEBMAHA
HEeroBa CKMLQA MPeKy LpHO-6ennoT edpekT HE BOBeAyBA BO AMMEH3M|[ATA Ha GapaHata AnabounHa, ckopo
MOEHTUYHA CO MNACTMYHOTO pelueHne chATEHO NPEKy 3HAYEHATA LTO Ce MOBP3AHM CO CKOPO HEBMATMBOTO
nejcteo Bo npoctopot. CrnyeH npuctan MMa 1 Bo uanoxenute aea uprexu ,Cepadum” 1994 1. ,Anren-
Tpkano” 1995 r. Bo 1992 r. ja sanouHysa cepujata ,AHrencka ceetnnHa”, a Bo 1993 . ce HacTaHaTH ckuumTe
3a buenaneto Bo Beneunja. Uuknycor uprexwu ,Axren-lNpecton” e HOROBP3aH HO TEMATA AHrENCKA CBETIMHA
v npowuper co ,Cepadumm” paboTEHM MABHO CO MOJIMB HA KONIOPUTHA MOBPLUMHA HA XAPTH{ATA BO NEPHOL,

1995-1996 .

Mamuueto/Mother F..er, 1985



nz

As a medium, the drawing is relatively dominant in all of his stages. The most important characteristics are
contained in the drawing entitled “Mother F...er” (1987), in which the expressive power of the author — despite
the visible dynamicity — is under strict control. It is very provocatively compared with the previously discovered
line in conquering the space in the sculpturally conceptualized object entitles “Grabbing of the Space”, although
the title initiates a different metaphorical meaning. By the way, the drawing mentioned, as a sketch of its own,
takes us through the black-and-white effect into the dimension of the depth sought for, almost identical with
the plastic solution understood through the meanings connected with the almost invisible action in the space.
His approach is also similar in the two displayed drawings “Seraphim”, 1994 and "Angel - Wheel”, 1995. In
1992, he began the “Angelic Light” series, and the sketches for the Venice Biennale were made in 1993. The
“Angel - Throne” cycle of drawings upgrades onto the topic of angelic light and is expanded by “Seraphim”,
drawn mainly by pencil on the colorful surface of the paper in the 1995-1996 period.

Cepadum/ Seraphim, 1994

Awren-tpkano/Angel-Wheel, 1995



Ckuum 3a Bereupckoto 6uerane/Sketches for Venice Biennale, 1993

Lprex 3a netano/Drawing for Kite, 1984



Ogp unknycor , Auren-npecton” /From the Cycle "Angel-Throne”, 1995 /96

Oga umnknycor ,Anren-npecton”/From the Cycle “Angel-Throne”, 1995 /96
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30 Hero Bo OBOj 36Mp HA GHANM3W CE MOYWUTYBA HETOBOTO MATYBAHE MPEKY reorpapCKUTE U UCTOPUCKUTE
pasnobja. Tue kako Aa ce CraKyBOHM BO YNOra Ad [0 OTCIMKAQT EMOTMBHATA AMCTOHLAO M A4 O MOTBPAAT
06jeKTUBHMOT OAHOC KOH KOMMIIEKCHUTE MUIOBM, KOTA OTCYCTBYBAOT POMOHTUYAPCKUTE MITY3KM 30 POAUKATTHM
npomenu. Llenta e na He ce penatMBM3MpPa YMETHUYKMOT CTAB, 30 4O CE€ COYYBA MOCAKYBAHOTO AOCTOMHCTEBO.
3atoa CredaHOB ro UCTAKHA COMCTBEHMOT LWIAPM, MOMEHT KOTd ro 3abenexyBame MpUBMAHOTO GerctBo Bo
MHTUMHMOT CBET, BO MHTENEKTYAIHATA M BO EMOTMBHATA npmeaTHocT. [pu oBa Toj HacTojysawe aa rv onberqe
CTEPEOTUNMHUTE OBNMLM HA YMETHWMYKATA MPAKTMKA, CO MHTEHLM|A HO YyBAHE HA COMCTBEHMOT XMBOTEH
NPOCTOP MPEKY YUHOT HA Ae|CTBYBAHE BO HOCOKO HO HETyBAHE HO KOMMIIEKCHUOT MHTENEKTYaNeH aKTUBUTET.
KonueHTpaumjata Ha 6uTHOTO Bele GOKYCMPAHA HO €AHAKBOCTA HO YMETHUUYKMTE EM3UCTEHLM|ANIHU BPEAHOCHU
koTu (TeonowwkuTe ce enabopupanu Bo apyruTe TekcTosw). Heroenot paunonaneH ayx e noepaaH co 6e36poj
MCKYCTBA, HO TOj CENAK CONCTBEHATA CNobofa ja BP3yBA CO AEHOCTA HA HALIMTE 300TPAdH.

Ha ce spatume ywre egHaw Ha 80-Te roauHM BO KOM 30 HEro OMLITECTBEHWUTE MPOMEHM HE MPETCTaByBAAT
QKLENepaTop HA YMETHUYKMUTE MPOMEHM, HAMPOTUB TOj {0 MPOHJjAe MOTNONHATA cnoboAd HAO YMETHUYKOTO
uspasysare. Ha nps nomeg ctaHysa 360p 30 eAeH PENATUBHO MOAEPEH OCMEKT HA CKYNNTYPATA UCMONHETA
CO HOPATUBHOCT U CO UrPA HA HEOYEKYBAHM CMOEBU HA MPEAMETHU U MATEPH|AIU Y| KOHTEKCT M pedepeHLM ce
npeno3HatiMeu. COMMOT HOUYMH HA KOj MIACTUYHUTE OBAMLM CE OPTAHU3UPAHU M MPOU3BESYBAAT CUTYALMM BO
KOW 30efHO ce obemnHeTH CO NePUOAOT HA KIACMKATA HO MOLEPHATA CKYNNTYPd CO MOCTMOAEPHUCTUYKUTE
oMCTaHUMPaHK umTati. CeTo TOO e NpOoM3NeseHo Of TEKOT HA HEroBATA YMETHWYKATA OKTUBHOCT BP3QHA
30 NMPUPOAATA HA MATEPM{ANOT HA YMETHOCTA KOOLITO CTOHYBA W OMIITECTBEHA HOPMA LUTO jO OAPXYBA
YMETHWYKATA BPELHOCT. 3aTOd M CBOWTE CTABOBM MM MPEHECYBA MOBHO Npeky 6erna npeTnasnmMBoCT KOH
TPOOMUMOHANHKTE OBIIULM HO YMETHUYKATA CUHTATMA, NpedepupajKu ro KOHLENTOT HA MHCTanauuja. Ha Hekoj
HOYMH TOA [0 MOKAXYBA OCTPATA OALANEYEHOCT M HOCTOJHMBOCT HO CBOEBUAEH NPOTECT KOH TPOAMLMOHANHATA
¢dopMa 3a Koja € NO3HATO AEeKA € MHOTY OTBOPEHA U JIECHO NMPENO3HATIMBA.

MNpBuTE M310X6M, OAHOCHO NPE3EHTALMMU U3TEAAA KAKO HenocpeaHa 6p3a u xpabpa peakuuja Ha NnporpamuTe
HQO YCNOBHO AepUHUPAHATA ,AereHepUPaHa” YMETHOCT, YMja MOPAIHO MOAAPLIKA HO CPeAMHATa ja ogberHa
,30arposeHocTa” Ha ceBKymHATa MogepHa ymeTHocT. Bo ,Bxewrtenata” pyxosHa atMocdepa, Heroeute gena
j0 04pa3yBOAT TE3ATA LEKA YMETHOCTA He € eAMHCTBEHA ecTeTcka TBopba, Taa HeusbexHo Tpeba Aa ro
ondaTM U NOJPAY|ETO HO ETUYKOTO M XYMAHUCTMYKO aHraxuparse. OBOj YMH HO MOBPEMEHO [OMUPAHE HA
KOHTPOBEP3HU cOCTO[EM € 6opba HA UHTENEKTYANEL, 30 CONCTBEHUTE TBOPEYKU U SyXOBHU y6enysarsa.

YmeTHuukata aktmeHocT Ha CredpaHoB nNpeky BAKOB BMA HA NMPE3EHTALM|A € CKOPO MOTMOMIHO M MOBTOPHO
oduumjanmamnpana. Toj ja npunaroan Ha cute GaparATA HA HAWMKOT M3noxbeH NpocTop, oaberHyBajkM ja
LO3BOMEHATA AETANHA MeTadM3NYKA AHANM3d, OBO3MOXEHO MPeKy TONKYBOHETO HA efHA HOBA ecTeTMKa
WTO TOj mocTojaHo ja Hocu. Hasuaym cumbonuuHocTa e of 3aTBOpeH KAPAKTep, 30 AA Ce HApyLaT
oduumjanHuTe NMKoBHU BpeaHocTH. CAMMOT NOYETOK HO HErOBMOT PA3BOj € MOBP3AH CO MOYMTYBAHETO HA
OACOMHAO BOCMOCTOBEHUTE YMETHUYKM ENIEMEHTH BO PA3MEP HA NOTPEBHOTO AA Ce NPEAU3BMKA M AA Ce YAPH
HO CeKOj eCTeTCKM MPOCTOP M HA CEKOja YMETHUYKA uHTepeeHumja. [pucyctsoto Ha redy-made e notnonHo
BMMBAHE HA HEroBATA MPBOBGMTHA NoeTuka. JIMKOBHO HEroBWTe MOANOMM CO COMCTBEHATA PEnpPOAyKTUMBHA



To him, his journey through the geographic and historic periods is respected in this summary of analyses. They
seem to be packed in a role of reflecting the emotional distance and confirming the objective attitude towards
the complex moments, when the romantic illusions of radical changes are absent. The objective is not to relativize
the artistic attitude, in order to preserve the dignity desired. This is why Stefanov demonstrated his own charm,
a moment in which we observe the apparent escape into the intimate world, into the intellectual and emotional
privacy. In doing so, he endeavored to avoid the stereotypical forms of the artistic practice, with the intention of
preserving his own living space through the act of working towards fostering the complex intellectual activity.
The concentration on the relevant was focused on the equality of the artistic existential value coordinates (the
theological ones are elaborated in the other texts). His rational spirit is linked to numberless experiences, but he
nevertheless links his own freedom with the work of our icon painters.

Let us go back yet again to the 80’s, a period during which the social changes were to him no accelerator of
artistic changes; on the contrary, he discovered the complete freedom of artistic expression. At a first glance, this is
a relatively modern aspect of sculpture, filled with narrative and a game of unexpected amalgamations of objects
and materials, whose context and references are recognizable. It is the very way in which the plastic shapes are
organized to produce situations in which they are all together united with the classical period of contemporary
sculpture and the post-modern distanced quotations. All of this is the result of the course of his artistic activity, tied to
the nature of the artistic material, which also becomes the social norm maintaining the artistic value. This is also why
he transfers his stances mainly through a superficial caution towards the traditional forms of the artistic syntagm,
preferring the concept of installation. In a way, this shows the sharp estrangement from and insistence on a protest
of its kind against the traditional form, which is known to be very open and easily recognizable.

The first exhibitions or presentations seemed to be an immediate, quick and courageous reaction to the programs
of the conditionally defined “degenerated” art, whose moral support for the environment escaped the “threat”
to the overall contemporary art. In the “heated” spiritual atmosphere, his works reflect the thesis that art is not
the only aesthetic creation and that it unavoidably must also encompass the field of ethical and humanistic
engagement. This act of incidental contact between controversial states is a struggle of an intellectual for his/
her own creative and spiritual convictions.

The artistic activity of Stefanov through such type of presentations is almost fully and yet again formalized. He
adapted it to all the requirements of our exhibition space, avoiding the allowed detailed metaphysical analysis,
made possible via the interpretation of the new aesthetics that he constantly carries with him. Symbolicity is
apparently of a closed nature, in order to disturb the official artistic values. The very beginning of his development
is linked to the respect for the long established artistic elements in proportion to the need of challenging and
beating against every aesthetic space and every artistic intervention. The presence of “ready-made” is full
immersion of his initial poetics. Artistically, his foundations — with their own reproductive energy — allow for
the expression of some informel stratification. The specific nature of every exhibited object allows for further
development and multiplication (with an almost identical approach to the forms) of the artist’s authentic poetics.
The exhibition confirmsthe intention of conceptually arriving atthe level of some imagined “scientific” achievement.
The originality of the artistic attitude is not challenged. The interests of the artist have multiple directions, moving
not only towards stylized benchmarks leading to the essence, but also towards the determination for associative
topical presentation. The technical and conceptual aspect of the exhibition reflects the thought out and precise,
uncompromising dialogue with the time and space in which it is set.

The elements bring him closer to certain benchmarks linked to the simple transfer of the plastic thought into
the system of direct communication between the conscience of the viewer and the notion, the meaning of the
work. The very acts of addressing the object are linked to the full respect for his programs and energy. His
main preoccupation is to link the ordinary side of the reality concerned that obtains its relevant meaning both
then as well as now. The essential moment of the topic — its content — managed to turn them into an artistic
experiment. Whether accidentally or due to the unfortunate title of alternative art, the conscious/subconscious
act of confronting opposing fragments in a new form presented a great challenge for Stefanov, who was
dedicated to and engaged in the mission of discovering an authentic and very provocative sensibility. The
impression created by these works of art is exceptionally plastic and strong, as their characteristics overstress
the sensibility and honesty on one hand, as well as the extreme rationality of the visual experience, on the other.
He intentionally chooses his motives from the “mythic” reality, which was given relevant meaning.

His attitude towards the object, when the content is partly favored at the cost of the form as a counterpoint,
is reflected in the fact that he makes use of everything offered by nature, never downgrading or rejecting its
narratives. These works of art challenge and provoke the viewer into engaging in an uncompromising dialogue
with the time and space in which they are placed.

The sculptor leaves the untouchable values of the facture and texture. This causes the obvious, visible elaboration,
the beauty of shaping, more precisely his power over the primary natural material. This is the cross-section in the
process of shaping this sculpture at a level at which the realist or the talented icon painter would start, and the
constructivist would probably stop to fix the boundary that distinguishes Stefanov from the traditional one and
brings him into the context of the ideas of “bringing the sculpture back”, but as an ambience one (as a specific
installation), brought to the threshold of the requirements of the space in which itis placed, so that it subordinates
to itself. This is why his sculpture is adaptive as an installation in various environments, reshaped in different
interiors and exteriors, maintaining the important features of the material and the form.



€Hepruja AO3BONYBAAT M3PA3YyBAHE HA Hekojd eHbopmenHa cnoesutocT. CneunudpruUHUOT KApaKTep HA CEKOj
M3NOXEH NPEAMET OBO3MOXYBA MOHATAMOLIHO PA3BMBAHE M PA3MHOXYBAHE (CKOPO CO MAEHTMYEH npucTan
KOH O6J'IMLI,I/ITE) HA YMETHUKOBATA ABTEHTMYHA NOETUKA.

MN3nox6ara ja noTBpAyBa MHTEHLM|ATA - KOHLEMLUMCKM AQ CE LLOCTUTHE HMBOTO HO HEKOE 3AMMCIIEHO , HAY4HO"
octeapysare. OPUrMHANHOCTA HO YMETHMYKMOT OGHOC He € AoBefieH BO Npaluatse. MHTepecuTe HO YMETHUKOT
MMOOT NOBEKEKPATHU HACOKM LUTO Ce ABMXAT HE COMO KOH CTMAM3MPOHM OAPEAHMLM HA COAPXMHATA, TYKY
M KOH onpepen6ara 3a ACOLM|ATMBHO TEMATCKO MPETCTABYBAHE. TE€XHWUYKMOT M KOHLEMUMCKM ACMEKT HA
nanoxbara rm oapasysa 0BMMCNEHMOT U NpeLn3eH GeCcKONPOMMCEH AMjaNOr CO BPEMETO M MPOCTOPOT BO
KOjLLTO ce Haora.

EnemeHtute ro npubamkyBaat 4O HEKOM OAPEAHMLM BP3AHM 30 €HOCTABHOTO MPEHECYBAHE HA MIACTUYHATA
MMC/d BO CUCTEMOT HQ AMPEKTHA KOMYHMKALM|O MOMEly CBECTA HO MOCMATPAYOT M HA MOMMOT, HO 3HOYEHETO
Ha genoto. Camute akummn Ha 0BPAKatbe KOH NPEAMETOT Ce BP3AaHM 30 MOTMOJHOTO MOYUTYBAHE HO HErOBUTE
nPorpamu M Ha eHeprujata. Herosata masHa npeokynauuja e aa ce nosp3e co obMYHATA CTPAHA HA
NPEAMETHATA PEanHOCT WTO TOraW, HO M cera ja obuBa akTyenHata cmucna. bUtHMoOT MomeHT Ha Temara,
COAPXMHATA ycnea Ad M NpeToun Bo ymeTHUuku ekcnepumeHT. [Janm CredaHor cnyyajHo mnm co HecpekeH
HOCNOB — QNTEPHATMBHA YMETHOCT, MOCBETEH M OHFOXMPOH BO MMCH|OTA HO OTKPMBOHE HA OBTEHTMYEH M
MOLUHE MPOBOKATMBEH CEH3UOMIMTET CBECHO — HECBECHO COOYYBAHE HA CMPOTUBHM PpPATMEHTM BO HOBA
¢dopMma npeTcTaByBaLLE rONEM NPEAM3BMK 30 YMETHMKOT. BneyaTtokoT WwTo ro npoussegyeadr osue gena e
MCKIY4YMTENHO MICCTUYEH M CUeH, BUAE|KM HMBHUTE KAPAKTEPUCTMKM, OF €4HA CTPAHA {d MpenoTeHuMpaaT
CEH3MBMNHOCTA M MCKPEHOCTA, A Of APYra CTPAHA KPAjHATA PALMOHAIHOCT HA BM3YESIHOTO LOXMBYBAHE.
Motuente HamepHO v cenekTMpPaA OA ,MMTCKATA” PEANIHOCT, HO M Of OBWMYHATA CTPAHA HA MPEAMETHATA
peasnHocT, Koja fobu akTyenHa cmucna.

CBojoT 0fHOC KOH MpPeAMeTOT Kora feflyMHo ce $GaBopM3Mpa COAPXMHATA BO OOHOC HA $OPMATA KAKO
KOHTPAMYHKT ce 3eMa GOKTOT AeKA Of MPMPOAATA KOPUCTM Cé LITO TaA HyAM, He OMOOBAXYBA|KM M He
otdbpnajku rv HejsuHuTe HapaTtieu. OBue fena ro NpeanseMKYBAAT U FO NPOBOLMPAAT IEAAYOT A CTAMNMU BO
6eCKOMNPOMMCEH AM|QNOr CO BPEMETO M MPOCTOPOT BO KOJLITO Ce HAOofaaT.

CkynnTopoT M OCTOBA HeAOMUPNIMBMTE BPEAHOCTM HA GAKTYpATA M TekcTypara. Toa ja npeanseukysa
OYMITIEAHATA, BMANMBA enabopaumia, ybasuHaTa Ha 0bnKKyBaHbE, MOTOYHO HEFOBATA MOK HAZ MPUMAPHUOT
npupoaeH matepujan. [pecekoT Bo npouecoT Ha 0bMKyBAE HO OBAA CKYNNTYpPA HA HABO KOE PeanucToT
MM TANEHTUPAHMOT MKOHMYAP 61 3aMOYHAN, O KOHCTPYKTUBMCTOT BEPOjATHO 61 3anpen, 3a Aa ja $ukcupa
rpanmuata koja CredpaHos ro 13gBojyBa of TPAAMLMOHANHATA M O LOBEAYBO BO KOHTEKCT HA MAeuTe 3d
,BPAKare Ha cKynnTypata“, Ho kako ambueHTanHa (kako cneunduyHa MHCTanaumja) AoseaeHa Ao nparot
Ha BaparaTa NPOCTOPOT BO KOj € MOCTABEHA A Ce MOAPEAM HA CAMATA Hed. 3aTOd HEeroBATA CKYAMTypa
€ afanTMBHA KAKO MHCTANALM|A BO PA3AMYHU AMOMEHTH, cO NpeobnukyBatbe BO PA3NMYHW EHTEPUEPH W
eKkcTepuepH, 30APXyBajKu v BUTHMTE CBOjCTBA HO MATepHjanoT 1 hopmara.

Hapauujata e paHrMpaHa nogony Bo OTKPUBOHETO HA 3HAYEHATA, LITO CENAK Ce CO jaCHA Maeja, pesynTar
HO HOMEPMTE HA YMETHMKOT KOJWTO He caka fAa buae HeyTpaneH, OAHOCHO obuuyeH nocmatpau. lNpeky
HOPATMBHATA MeTaOPMYHOCT (MO TparMTe HA MKOHMYHOTO), Ce OTBOPA MAPAAMIMATA HA rMoBanHOTO
HasecTtyBare. CredaHoB Helue HAKIOHET KOH BAPAHETO HA TOTALIHATA PELEHTHA NPOAYKLUM|a BO Koja belue
BUTHO AMCTAHLATA Mefy HAYMHOT HO PA3MMCIYBAHATA M HAYMHOT Ha enabopauujarta.

Bo Toj nepron yMeTHMUYKATA MPAKTHKA HA UCTPAXYBAHETO HA HOBA GOPMA, MPEKY MHULM[ATUBA HO oabpaHUTE
MaTepujanu M 0BaMLM KOKO By XOBHO HOCNEACTBO CE OAPA3M MOCTMOLE PHUCTUUKOTO CHAKAHE HO PA3HOBUAHUTE
MCTOPMLM3MM, CO LEN AA Ce NPOAOMKAT A4 MMAAT COMCTBEH KOHTMHYMTET, 0OCOBEeHO npedepupaH of Herosa
CTPaHQ.

Toa ro noTeBpau ckynnTOpCKATA NPOCTOPHOCT LUTO FO NPEAN3BUKYBA BU3YENHUOT epekT HO HUBO HO KOHCTATALM|d
HQ M3MefoT Ha oAbpPaHWMTE OBAMLM — MPOMMCNEHM MPEeKy AAAEHMOT MATEPM|a, O TOO rO HArOBECTYBA
CTeKHYBAHETO HA COMCTBEHA CMA BO HOBOTO Fefatbe Ha fenoTo. [1peseayBareTo Ha BMU3yenHATA ceHsaumja
HQ 0BnMLMTE jO ONPOCTOPM UrPATA MPEKY ABMUXEHETO HA MOCETUTENNUTE 3a AA CE AECAKPANM3UPA NPOCTOPOT,
CO LTO TOj KOHEYHO MMALLE MOXHOCT Aa 6upe oxwueeaH. CeTUIHOTO MPMKAXYBAHE HA CAMKM LITO Iy
npou13eefyBd CKYJNTOPOT BO NPOCTOPOT — NOHYAEHO NPEKY CETUNHOTO A MO PENPOAYLMPA MUHATOTO M HA TO|
HOYMH HEMOCPeHO AA HU MM NPEBEAYBA BO CEraLHOCTA.

MNpeky npemecTyBameTo of efieH BO APYr NPOCTOP KOJWITO € NOMHOKOB HEMMHOBHO € MOBAEKYBAHETO HA
MOMHOKBATA MHTEPMPETALM|A HA UCTM NOMMM. Toj MMa xenba Aa ro NoBMKA, NPEAM3BMKA MK AA TO BKITY4M
M3HEHAAEHMOT Meaay BO BPTIOrOT HA MPOBOKATUBHATA urpa. [ToBTOpHO ce noTBpAyBa ycnewH1oT obua Ha
QBTOPOT NMpeKy AeNATd Ad {0 BOCMOCTABM AMPEKTHATA M MOBPATHA KOMYHMKALM|O YMETHUK-AeN0-rNeaau.
TpaHcdopmauujata Ha dopmaTta ce MAHMDECTMPA KAKO BAPUPAHE HA MAACTUYHMOT MOTUB MO PA3NMYHUTE
CErMEHTH HA BUAHOTO NOfe NPean3BHUKYBAjKM CneLmdpUUIHM ONTUYKM BUOpaALMK.

Kpajot e Bo 3HaKOT Ha , AnjanoroT co MMHATOTO” M3eaHa4eH BO cnobofaTa Ha BUAOBKTE HA MHTEPNPETALM|aTa
Ha uctopujata. EgHocrasrnte dopmm ce cenak apanTMbMUnHKM 3a CeKoj MPOCTOP, CO LEN Aa Ce aKyMynupaat
MYNTU-QHANOTHM 3HAYEHA.
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The narrative is ranked closer to the bottom when it comes to discovering the meanings, which are after all with
a clear idea and a result of the intentions of the author, who does not want to be neutral, i.e. a plain observer.
The paradigm of global indication is open through the narrative allusiveness. Stefanov was inclined towards the
requirement of the then recent production, in which it was the distance between the way of thinking and manner
of elaborating that mattered.

In that period, the artistic practice of researching new forms, through the initiative of the selected materials and
forms, the post-modernist understanding of the various historicisms was reflected as a spiritual heritage, so that
they be continued and have their own continuity, particularly preferred by the author.

This was confirmed by the sculptural spatiality, which causes the visual effect at the level of identification of
the appearance of the forms selected and deliberated through the material given, which foreshadows the
acquisition of one’s own strength in perceiving the work in a new way. The translation of the visual sensation
of the forms spatialized the game through the movement of the visitors, in order to desacralize the space, thus
finally giving it an opportunity to be brought to life: the sensual presentation of pictures produced by the sculptor
in the space, offered through the sensual in order to reproduce the past and thus directly translate the pictures
to us into the presence.

When the same notions are transferred from one space to another, different one, it is unavoidable that they
are interpreted differently. The author has a desire to invite, challenge or involve the surprised viewer into
the whirlpool of the provocative game. The successful attempt of the author to establish direct and two-way
communication between the artist, the work of art and the viewer through his works is yet again confirmed.
The transformation of the form is manifested as variations of the plastic motive throughout the different segments
of the sight, causing specific optical vibrations.

The end is in the sign of a “dialog with the past”, equalized in the freedom of the types of interpretation of history.
The simple forms are nevertheless adaptable to any space, in order to accumulate multi-analogue meanings.
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XpoHonoruja Ha HactaHyBame Ha aenara/ Chronology of the creation of the works

MpunoxyBajku HK ja XpOHONOMH{ATA HA HACTAHYBAHE HA HETOBWTE Aend He' NPWMHYAM A M npudaTme U
OHME KPEAaTMBHM MOMEHTM LITO ce chyvysane ywTe og 1968 r. kora nman camo 12 rogmuu. Toj aypm uenocHo
ro $oTO-AOKYMEHTUPA COMNCTBEHMOT paseoj. Bo cnomenatara 1968 r. ro HoTMpa npsoTO Bajare MOAENMPAHO
BO CHEr 1 NoToa oanneHo Bo runc. [otoa He' MHPOPMMPA 30 LMKIYCOT LPTEXM CO jarfeH NPUAOXEHU KAKO
Len Of NPUEMHMOT UCMUT BO YuunuwiTeTo 3a npmumereta ymetHoct Bo Ckonje 1971 1.

Enclosing the chronology of occurrence of his works, he compelled us to also accept the creative moments taking
place ever since 1968, when he was only 12. He even completely photo-documents his own development. In
the mentioned year of 1968, he notes the first sculpture modelled in snow and then moulded in cast. Then, he
goes on fo inform use about the cycle of drawings with charcoal, enclosed as part of the enrollment exam at the
School of Applied Arts in Skopje, in 1971.

CeTo 0BG pesynTMpa CO KOHLENT KOjTO BAM|AELle BO PEanM3aLMiaTA HA HEroBaTa MpPBA HeodULUMjaNHA
camocrtojHa usnox6a so Kaeagapun 1972 r.,, aseke Bo 1974 r. ce nogrotsysa 3a BTOpaTa CAMOCTO[HA M3noxba
paboTejku Ha cepujaTa HapeueHa ,Jlactepu”, a Bo 1976 1. ja M3paboTysa NpBATA NOronema cKynnTypd, Kako
fen og umknycort ,Jlosnmua”. Osue amatepcku obuam He v opberHysame, Guaejku TMe ce fen of UHTUMHUOT
LHeBHMK Ha asToposata aejHocT. Op 1978 . po 1980 r., Toj ekcnepUMeEHTUPA CO PA3HM LUKONCKM MATEPH|AIH,
HQ no4yeToKoT paboTejkn co ceeTnMHATA Ha ¢oTo-xaptvjara, BkiydeHa Bo uuknycot ,Kpownn”. MNotoa
NPOJONXYBA CBOMTE KPEATUBHM BeneLikn 4a M HOTUPA MPeKy LPTEXM HA PA3AMYHM MATEPM{aNM, MOAOLHA
HACAMKAHK Ha nnatHo. Habpry rv npasu npobute npeky pasHOBUAHM 3a HEFO CKYNMTOPCKM MATEPH|AM KAKO
TUMC, KOHOM 30 JIetbe, OTMNALHA BOJHA M CIIMYHO. TOd {0 MHMLMPA HEroBaTa onpeaenba Wwro Ke ja npakT1Kysa
MOHATAMY.

All of this resulted in a concept that impacted the realization of his first unofficial solo exhibition in Kavadarci

in 1972; as soon as in 1974, he is engaged in the preparations for his second solo exhibition, working on the
series entitled “Vine Sprouts”, to create the first larger
sculpture as part of the “Grapevine”. We do not avoid
these amateur endeavors, as they constitute a part of
the intimate diary of the author’s activity. Between
1978 and 1980, he experiments with various school
materials, working at the beginning with light on a
photographic paper, included in the “Treetops” cycle.
He then goes on to put down his creative notes onto
drawings on various materials, later painted on canvas.
Soon afterwards, he makes the attempts with various
- in his case — sculpturing materials, such as gypsum,
casting hemp, wool residues, and so on. This initiates his
orientation that he will practice further on.



Ko kpajot Ha 70-Te roamHu rv npasu npobute npeky pa3HOBUAHM, 30 HEFO CKYNMTOPCKM, MATEPU{ANM KAKO
TUMC, KOHOM 30 JIMete, OTNOAHA BOJIHA M CMYHO. TOO e HAjBUTHATA CeKBEHLA WTO pedepupa HA HACOKM
KOH OMOMEHTANHATA MOCTABEHOCT HA HETOBUTE AENA LITO Ce COBMAIA CO MMFOT LUTO {d MHMLMPA Herosata

onpeaen6a NPaKTMKyBAHA MOHATAMY.

At the end of the 70’s he made his attempts through a
variety of sculptural materials for him, such as gypsum,
casting hemp, waste wool, and the like. It is the most
important sequence that refers to the directions to the
ambient placement of his works that coincides with the
moment that initiates his determination practiced further.

Mepuopgor 1980-1981 r. rmaBHO ro noceeTyBa HA UMKIyCHUTE
JHuan” v, Oenkun”. MpeuoT e Bo 3HAKOT HO KOMBMHALM|A Ha
jarneH nnm Tyw co KONAXHKM peLleHu|a, JoaeKa BTOPUOT €O |yTa,
kepamuka mtH. 1981 r. e ButHa Bugejkn Toraw HactaHaa agete
pena wro ce Haofaat Bo MCY og oeue gea umknyca, pesoBHo
TPETMPAHM KOKO PEMEpPU HO PENEBAHTHOCTA HA HEroBOTO
TBOpeELWTBO BO Mnagocta. Cenak, HajbuteH MomeHT Belue, Kako
Wwro Benu Toj, nepdopmaHcoT Ha nnowrtagot Bo Kasogapum.
BcywHoct, ce pabotv 30 YeTMpM MNOEAMHEYHW MHCTAnaLMM
PEanU3MPaHM CO CBEXM JIMCTOBM HOHMXAHM HA TPAHKM M KOHOTI,
»KOHCTPYKLMKM" NOCTABEHWU HO APBEHM rpPeau.

The period 1980-1981 was mainly devoted to the cycles “Arrays”
and “Denki”. The first is in the sign of a combination of coal or
ink with collage solutions, while the second one is with jute,
ceramics, etc. 1981 is important since then the two works found in
the MSU from these two cycles were created, regularly treated as
benchmarks of the relevance of his work in his youth. However,
the most important moment was, as he says, the performance
at the square in Kavadarci. In fact, it is about four individual
installations realized with fresh leaves strung on branches and
hemp, “constructions” placed on wooden beams.

Ogn umknycor ,Husn" /From the Cycle: , Arrays”, 1980,/81

Oga umknycot ,Huan" /From the Cycle: ,Arrays”, 1980,/81



Ogn umknycor ,Huan" /From the Cycle: ,Arrays”, 1980,/81

Huan/Arrays, 1982

MHucranaumm (op umknycor ,Huan”), paackn nnowraa, Kasaaapum/Installations (From the Cycle , Arrays”), City square, Kavadarci, 1981

Mepdopmatc (op umknycor ,Huau”), Kasanapum O6jext 2, Kpyweso/Obiject 2, Krushevo, 1983
Performans (From the Cycle: ,Arrays”), Kavadarci, 1981

Canaak-ckynntypa,/ Coffin-sculpture, 1982 On umknycor ,[lenkn”/ From the Cycle: ,Denki”, 1981
127



1982 r. ce obupyea aa rv Aekpowmpa ,AeHKkUTe” BO HeKonky aena Hapeuvenu ,CaHpak ckynntypa” Bo Kou
TEPAKOTATA € MOMELLAHA CO CAaMa , Bpamera” co apso. [oHatamy pabotu cnnpanu n 06jekTM Kako BApHjaHTH
HQ CMOjOT HA MAMYKOT CO APYTM MATEPM|anK, HajuecTo Apso. Taka goarfa fo , BpreHo”, ogHocHo MHTepBeunjaTa
co namyk o geopot Ha MCY, Ckonje, co MCky4nTeNnHA 3HOKOBHOCT HE CAMO HQ BEPTMKANHMOT OBjeKT TyKy
M Ha GenuMHATa HA OOMMHAHTHMOT Matepujan. Mctarta roguHa ja M3BedyBA MHTEPBEHLM{ATA CO TPEBA BO
ambueHToT Ha kacapHata Bo [NasuH (Xpeatcka) 3a koja HEraTMBUTE Ce YHULITEHM, NA [a UTYCTPMPAME CAMO
KOKO CKMLQ.

Mutepeenumja co namyk, MCY Ckonije/ lintervention with Cotton, MoCA Skopije, 1982/2019

In 1982 tries to decode the “Denki” in several works called “Coffin-sculpture” in which the terracotta is mixed
with straw “framed” by wood. Further spirals and objects are created as variants of the bond of cotton with
other materials, most often wood. Thus, he comes to the cotton intervention in the yard of MSU, Skopije, with
an exceptional characteristic marking not only of the vertical object, but also of the whiteness of the dominant
material. In the same year, he created the grass intervention in the barracks’ ambient in Pazin (Croatia), for
which the negatives were destroyed, so we illustrate it only as a sketch.

Manox6a Ha upTexu, Masun (Xpearcka)/Exhibition of Drawings, Pazin (Croatia), 1983

3aroa 8o 1983 1. To] NOBTOPHO € MOKAHET 1A UM COMOCTO[HA M3N0X6a Ha LpTexu Bo [loMoT Ha KynTypaTa Bo
MasuH. Tne ce annmumpanu Ha sug Bo obnmk Ha HU3KM. 3a konoHujata Bo Kpyleso cosgasa nomanu objekty
CO rpaHKM, KoHon, namyk 1 Tpesa. Cenak Taa roaMHa v cnegHaTa roamMHa ce ogbenexanm co T.H. ,JIuHeapHm
untepseHumn”. Mpeara ce cnyuun Bo Jomot Ha mnagute , 25 maj”, Ckonije co jarneH, NO30BM rpaHKM, METANHA
XMUA M pubapCKM KOHEL, O MHTEHUM[ATA e Aa ja oaberHe ABOAMMEH3MOHAMHOCTA M HO HEKOHBEHLMOHANEH
HOYMH Aa ce ocsou npocTopot. Bropata ce koHumnupa Bo CryaeHckuot uentap so 3arpeb (1984 r) co
CIIMYHM MATEPM|ANM, HO M CO NACTENHM GO HOHECYBAHM HA SUAOBKTE OA TY/A, O NOTOA CO UAEHTUYEH NPUCTAN
NpPeKy CIMpanHu ,nuHun” ce Haeneryea o npoctopot. OBoj TMN PA3MUCIYBAHA HAJEKCTIULMTHO € JONOBEHO
Ha TpeTara usnoxba Bo manara ranepuja Ha CryaeHcKMOT KynTypeH uentap Bo benrpag.

Therefore, in 1983 he is again invited to have a solo exhibition of drawings at the Pazin House of Culture.
They are applied to a wall in the form of arrays. For the colony in Krushevo he creates smaller objects with
branches, hemp, cotton and grass. However, that year and the next year are marked with the so-called “Linear
interventions”. The first one took place in the House of Youth “May 25", Skopje with coal, vineyard branches,



metal wire and a fishing line, and the intention is to avoid the two dimensionality and to unconventionally
conquer the space. The second is conceived in the Student Center in Zagreb (1984) with similar materials, but
also with pastel paints applied to the walls of the brick, and then with identical approach through spiral “lines”
into the space. This type of considerations is most explicitly expressed in the third exhibition in the small gallery
of the Student Cultural Center in Belgrade.

TNuneaphu untepeenumn 1,2,3/Linear Interventions 1,2,3, Jom Ha mnagute ,, 25 maj”, Cronije;
CL, 3arpe6; CKL, benrpaa /Youth Centre “25 May”, Skopije; SC Zagreb; SKC Belgrade, 1983,/84

Cnepysa nsnox6ara ,Hoeu nojaeu Bo MaKeAOHCKATA SIMKOBHA YMETHOCT BO MOCEAHATA feleHuja” Kora Bo
Homor Ha mnagute ,25 maj”, Ckonje j0 MOHTMPO MOHYMEHTANHATA MCTANALM|A CO MPETXOAHO HAMPABEHM
objektn Bo 1982 r. Og 1984 r. notekHyBOAT M HEKONKYTe feTana ondaTeHn KAko ,npoctopeH bener”, HO U
CO MOeAMHEYHM HACIIOBH, O [eN Of HMB Ce HanpaseHu Bo crneaHute rogmun. Co Hue ja BpaHele 1 Heroeata
Maructepcka paborta Bo benrpan 1985 1.

Mucranaumja, [dom Ha Mnagurte ,25 maj”, Ckonje Marucrepcka nsnox6a, Galerija FLU, benrpag
Installation, Youth Centre “25 May”, Skopje 1984 M.A, exhibition, Gallery FLU, Belgrade, 1985
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Following is the exhibition “New Phenomena in Macedonian Fine
Arts in the Last Decade” when in the Youth Center “25 May”, Skopje
mounts the monumental installation with previously made obijects
in 1982. From 1984 also originate the several aircrafts included as
“spatial mark”, but also with individual titles, and some of them are
made in the following years. With them he also presented his master’s
thesis in Belgrade in 1985.

CKynnTypH 30 MefyHAPOAHHOT CUMMO3UYM
3a ckynntypa so [anunosrpag ( LpHa lopa)
Sculptures for tne International Symposium,
Danilovgrad (Montenegro), 1984

WcTo Taka yyecTyBale HA 3HAYA[HM MAHMPECTALMM, O OKLEHTOT HA HMB Belue CTABEH HO CAMOCTOJHATA
usnoxba so MCY, Ckonje, a TokMy Toraw 6elie NPMKAXAHO M HEroBOTO penepHo aeno ,Jletano wag
netanata” (1986 r.).

He also took part in significant events, and the emphasis was placed on the independent exhibition at MSU,
Skopje, and his benchmark work “Kite of the Kites” (1986) was also shown at that time.

Yekopetse Bo npoctopot/Pacinng in the Space, 1985;letano Hap netanata/Kite of the
Kites, 1986; Ipabere so npoctopot/Grabing of the Space, 1985

Mpetxopnata 1985 r. 6ea cospanenn ,lpabere Bo npoctopot”, ,Mpoboj Bo npoctopot” u ,Hekopere
BO NpOCTOPOT”, noeauHeyHn aena wro GyHKUMOHMPAAT Kako rpynaumja (Ha usnoxb6ata ,YmetHocTa u
KPUTMKATA BO cpeanHaTta Ha ocymaeceTtute” Bo Capaeso 1986 1.). Bo 3arpeb ce cnyuu uctoto Ha nanoxbara
npukaxaHa eo [anepujata 3a coBpemeHa ymeTHocCT nof Hacnos , O 4yAOTBOPHOCTA HA NIMBAAATA AO PAAOCTA
HO XMBEEHETO, LEeCT MAKEAOHCKHU yMeTHMuM”, a notoa Bo Ckonje, benrpan v Kasagapuu, 1986 1.

In the previous 1985 were created “Grabbing of the space”, “Penetration into the Space” and “Pacinng in
the Space”, individual works that function as a group (at the exhibition “Art and criticism in the mid-1980s" in
Sarajevo in 1986). In Zagreb the same thing happened on the exhibition shown in the Gallery of Contemporary
Arttitled 6 Macedonian Artists “From the Miracyloysness of the Meadow to the Joy of Living”, six Macedonian
artists”, then in Skopje, Belgrade and Kavadarci, 1986.
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Jletano wro cneta/Landing Kite, 1986 MpoctopeH 6ener/Space Mark, 1984 TNerano/Kite, 1986

XKont o6jexr co upsern dopmu/ Yellow Object
with Red Forms, 1986

Tukeewxa cnamena ctpyktypa/Tikvesh Straw Sculpture, 1985

Mpoctopet 3Hak/Space Mark, 1986 BeuepHo gonuparbe Ha npoctopot/ lMponeTHo 3emyHcko netano
Evening Touch of the Space, 1984 Spring Zemun's Kite, 1985

Mpo6oj Ha npocTopor

OtsopeH npoctopeH 3Hak/Open Space Mark, 1985/2019 Penefration info the Space, 1985



Taa rogmHa BO pamkute Ha wuanoxbara ,Lemos-Pugarosckn” co [Hparaw [letkoBuk copasaar
nuterpanto geno (ckynntypa-cauka). OBoj TMR Ha MHTErpaLMja M AMBMEHTANHA NOCTABEHOCT |a NOTEHUMPA
KOPECMOHAEHUM|ATA WTO HyAM MOFMEA KOH HEroBUTE PENaTMBHO CNOXEHW KOHLUenTM (MpuMMeHeTM W BO
nHctanaumjata Ha buenaneto Ha mnaan Bo MCY, Ckonje, 1987 r.). Bo 1988 r. ja noctasu ckynntypata og
tepakota ,[opTta” Bo HagsopewHUoT fen Bo 6an3auna Ha BnesoT Ha [lomot Ha maaguTe , 25 maj”, Ckonije (6e3
HWUKQKOB NOBOg Taa belue OCTPAHETA NOCNE ONPEAENeHo Bpeme).

That year, within the frames of the exhibition “Shemov-Fidanovski” with Dragan Petkovié, they make an integral
work (sculpture-painting). This type of integration and ambient placement emphasizes the correspondence
that offers a look at his relatively complex concepts (applied in the installation at the Youth Biennale at MSU,
Skopie, in 1987). In 1988 he created the sculpture from teracota called “Gate” in the outer part near the
entrance of the Youth Center “25 May”, Skopije (without any occasion it was removed after a certain time).

MutepseHumja co JparaH
MeTkoeuk lintervention with
Dragan Petkovic, MCY Ckonje/
MoCA Skopie, 1986

Mnakat/Poster, 1984

Mpo6oj Ha npoctopot 3, Ocuno” Mpo6oj Bo npocTopor 2 Mopta/Gate, npen Jomot Ha mnaauTe , 25 maj”, Ckonje
Penetration into the Space 3 “Sting”, Penetration info the in front of Youth Center “25 May”, Skopije, 1988
1987 Space 2, 1987

Cnamata 1 ApBoTO (MOBPEMEHO M OKPUIMKOT My CE& OCHOBEH MATEPH|AN HA NETANATA WTO FM CO3AABA MO
HeroBoTo 3amuHyearse Bo Jlongon 1989 r. Bo Whitechapel Art Gallery ro nsnoxysawe ,Jletanoro wro
cnera”. Toraw ce HactaHatn ,Hebeckn cunu 1 m 2“, cepujata upTeXu OA LMKIYCOT GHFENCKA YUHOBM
~Cepadmmmn”.

1990 r. obankyBa 0BjEKTH CO CNAMA HA APBO MM CO AKPMIMK HA MAATHO, KAKo wTo ce,AHren-npecron
(rpxano)” u apyrute Tpu nog Hacnos , Cepadum 1,2 u 3“, a Ha kpajot ,Mpoctopen Cepadum”. Co rpankm
n ctebna so [pasgen ja peanusupa Hajronemata muctanauuja ,Xepysumckn kpunja” (15x11x27 M) ,
npM WTO 0 AOAABA efHOBEYepHATA MHCTanaumja co ceekn. Bo 1991 r. ja octBapysa uHcranauujata 3a
LinpeHuectep npeky Hacnosenute gena ,Anren-Xepysum” (co noeeke HujaHcu Ha cnama, Tpeea, APBO U
6atepuckm ceetnnku) u ,Anrencka eHepruja” (co cnama, rpankun u akpun Ha nnatho). Bo Jabaun (Mpcka)
CO CNaMa ja KOHUMNMPA MHCTanauumjata Ha sua , Auren nasuten” (cnama m apeo), a notoa so Jlajuectep
(AHrnuja) jo nocTasysa MHCTANALM|ATA CO CBEXM M CO CYBU NIMCTOBM BP3AHW M HAOHMKAHM HO FPAHKM.
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Straw and wood (occasionally the acrylic are his basic material of the aircrafts that were made after his
departure in London in 1989. At Whitechapel Art Gallery he exhibited the “Landing Aircraft.” Then, “Heavenly
Forces 1 and 2" were created, a series of drawings from the cycle angelic acts “Seraphims”.

In 1990 he shaped objects with straw on wood or with acrylic on canvas, such as “Angel Throne (Wheel)” and
the other three entitled “Seraphim 1,2 and 3”, and finally “Spacious Seraphim”. With branches and stems in
Grazdel he realized the largest installation “Cherubic Wings” (15x11x27 m), adding the one-night installation
with candles. In 1991 he created the installation for Cirencester through the works entitled “Angel-Cherubim”
(with several shades of straw, grass, wood and torches) and “Angel Energy” (with straw, branches and acrylic
on canvas). In Dublin (Ireland), he makes with straw the installation on a wall “Angel Guardian” (straw and
wood), and then in Lechester (England) he sets the installation with fresh and dry leaves bound and leaves
strung on branches.

Netano wro cneta/Landing Kite, 1989 Anrenun/Angels, 1990 Atren-lpecton
Angel-Throne, 1990

Anren-Cepadum 1/Angel-Seraphim 1, 1990 Anren-Cepadum 2 Anren-Cepadum 3
Angel-Seraphim 2, 1990 Angel-Seraphim 3, 1990
Xepyeumcku kpunja 1/Cherubim’s Wings 1, 1990 Anren-Xepysnm/Angel-Cherubim, 1991
Awren nasuten/Angel Protector, 1991 Xepysumu, Jlonpon,/Cherubims, London, 1991  Mucranaumja, Jlectep/Installation, Lester, 1991



Mo noeeke ogf enHa roanHa 1993 r. npeky ckuuu ce MOATOTBYBA 30 y4ecTBOTO Ha Beneumckoto 6uenane
(3aearo co Metpe Hukonocku). Toa Gewe npeoTo npetctasyBare Ha camocTojHa Makegonuja. Bo
HEeMoCpeAHaTa oKonMHa Ha LlapanHu Ha cammnor Bnes Toj cBomTe 06jeKTHM CO CNaMA M NOCTABM HA ApPBjaTaA
CO CNaMa, TPEBA M NMAMYK YMM acoumjaumn Beke bea nepuHnpann kako Cepapumu, Xepysumu, Mpectonu.
HueHata Bu3yenHa Mok belle pedbnekTMpaHa He CaMO NPeKy AMMEH3UUTE, TyKy M Npeky pedrekcujata Ha
KOPMCTEHUOT MATEPU|AI LITO € OCHOBHUOT YUHMUTEN HA 3HAKOBHOCTA.

After more than one year, in 1993 through sketches he was preparing for the participation in the Venice
Biennale (together with Petre Nikoloski). It was the first presentation of an independent Macedonia. In the
immediate vicinity of Jardini at the very entrance he placed his objects with straw on trees with straw, grass and
cotton whose associations were already defined as Seraphims, Cherubims, Thrones. Their visual power was
reflected not only through the dimensions, but also through the reflection of the used material, which is the main
factor of the signs.

Cpadumm, Xepysumu, Mpectonu - Beneumcko 6uenane/ Seraphims, Cherubims, Thrones - Venice Biennale, 1993

Anrenu-npectonu/Angels-Thrones, 1994
(conct. Haunowanka ranepuja Ha MakegoHwija)

Bo 1994 r. Bo l[epmanuja yuectsyea co ,Anrenu-lpectonn” (cnama, Tpesa, namyk Ha ApBo), a oBa Aeno
e cera Bo concreeHocT Ha HaunoHannata ranepuja Ha Makegonuja, Ckonje. Cnnunn npeanssuumn co
MAEHTMYEH HOCNOB M NPEHeCYBA BO LMKNYCOT LPTexu HacTanaT Bo 1995/96 r. Tue seke ce paboTteHu Bo
KaHapa kage wro xusee.

In 1994, in Germany, he participates with “Angels-Thrones” (straw, grass, cotton on wood), and this work is
now owned by the National Gallery of Macedonia, Skopje. Similar challenges with an identical title were
transferred in the cycle of drawings created in 1995/96. They were already created in Canada where he lives.



Jluneapen Cpadum/Linear Seraphim, 2002 AHren-TpKkano co 4eTupy kpuaja Bop6a co setepor/Fight with the Wind, 2003

Angel-Wheel with Four Wings,
2002

3muecta popma/Snake Shape, 2005

Mo noBeKeroaMIIHA NAY3d jO NPOAOIXYBA CBOjATA YMETHUYKA KOPUEPA HE CAMO Mo ranepwuute Bo Bunsgop
TYKy v Ha apyrm nokaumu. Ce npetcrasyea co ,JluHeapHuotr Cepadum” u ,Anren tpkano co yetmpu
kpunja” (cnama Ha apBo M akpunHa 6oja Ha sua), a Bo 2003 r. kako Aa ce HABPAKA HA MOPAHELHUTE
obnuuM BO cnama Ha gpeo so genoto ,bopba co setepot”, 2005 r. so CALL, Cazenovia NY ja npukaxysa
nnctanaumjata ,lHesgeHa ctpykTypa” (tpesa u rpaamHapcka mpexa, 8x3x2 m), a notoa 8o Winner Gallery
8o BuHasop co tpesa u koHoneH koHey e obankysaro ,Ocunoto rHespo”. Jopeka so Jla Cejn (Kanaga)
nepdomaTMBHO Ha 3emja ja noctasyea ,3muectata dopma” (og cnama n Mmpexa gonra 17 m.), a notoa ja
NaAM M KOKO NOCIEAEH YUH € ,OTUCOKOT” HA LPHATA NIMHM|a Pe3ynTaT Ha ropeHata ¢opma. Bo osoj neprog,
npogonxysa co ,MpocTopHuTe rHesna” Kako enuncactn GopmMu Ha PasaBUXeHn CTPYKTypw (cnama, kan og
Nenak of 3ajayka KOXa, FMKUHA HA APBO, CO yHubMuMpaHa aumersuja 62x62x10 cm).

Co cnmyHa noruka ce KoHuunmpaxu u Hekonkyte gena og 2006 r. Hacnosenun kako , Bcenencko ruesno” co
HELWTO noronemu aumeHsnu. Toa Baxm u 3a ,Bcenencko riesno” og 2008 r. nogroteeHo cnopep Heros HaupT
3a nsnoxbara ,Beneunja Bua MKLL”, oBoj naT co ABa cermMeHTa co CBEXM MUMEPKHU U CO TYTYH.

[MoBTOPHO MO HEKOMNKYTOAMLLHA NAY30 MHTEPBEHMPA CO CNAMA M FPAAMHAPCKA MPEXA Ha aenoto ,[HesaeHa
ctpyktypa 2” 8o Kem6puy (Kanapa). [ee roannn nogouna sa Articite Gallery 8o Bunasop ro rpaam , lesgoto”
CO CIOMA M rpaarHapcka mpexa. Bo 2014 1. ja 30okpyxyBame HErOBATA AE[HOCT CO MHCTANALM{ATA WTO € Aen
on MaHugecrtaunjata ,[leHosn Ha makegoHckaTa KynTypa” Bo MaKegoHCKMOT LPKOBHO KYNTYpeH LEHTAP BO
Mucucara (Kanaga).

After a long pause he continuesd his artistic career not only in the galleries in Winsdor, but also in other
locations. He presented himself with the “Linear Seraphim” and “Angel Wing with Four Wings” (straw on wood
and acrylic paint on wall), and in 2003 he seems to go back to the former forms of wood on straw in the work
“Fighting with the Wind”, 2005 in the United States, Cazenovia NY he displayed the installation “Nesting
Structure” (grass and garden net, 8x3x2 m), and then in the Winner Gallery in Windsor, with grass and hemp
thread he shaped the “Aspen nest”. Whereas in La Seyil (Canada) perfomatically on the ground he set the
“Snake shape” (of straw and a 17m long net) and then he lit it up and the last act is the “impression” of the
black line due to the burned form. In this period he continued with “Spatial Nests” as elliptical forms of movable
structures (straw, mud glue from rabbit skin, clay on wood, with a unified dimension 62x62x10 cm).

A number of works have been conceived with similar logic since 2006. called “Space Nest” with slightly larger
dimensions. It's also true for the 2008 “Space Nest”, prepared according to his draft for the Venice Via MKC
exhibition, this time with two segments of fresh peppers and tobacco.

Again after a couple of years he intervened with straw and garden net on the work “Nesting Structure 2” in
Cambridge (Canada). Two years later, for the Articite Gallery in Windsor, he built the “Nest” with a straw
and garden net. In 2014 we completed his activity with the installation that is part of the manifestation “Days of
Macedonian Culture” at the Macedonian Church Cultural Center in Mississauga, Canada.



Og umknycot Anren-npecron THeapeHa ctpyktypa/Nest Structure, 2005 Ocuro riespo/Wasp Nest, 2005
From the Cycle Angel-Throne, 1995/96

Ogp umnknycor ,Mpocropu rHeana”/From the Cycle “Spatial Nest”,, 2005

Og umknycor , Mpoctophu rHespa” MpoctopHo rHesno 2/Spatial Nest 2, 2006
From the Cycle “Spatial Nest”,, 2006

Wncranaumja/Installation, Kanana/Canada, 2014

Bcenencko riesno 1/Space Nest 1, 2006

Bcenencko rieapo 2/Space Nest 2, 2006 THeapo/Nest, 2011
136
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Ha petpocnektearta sgomuHmpa egHo Hoeo feno , Xepysum” 2019 1. ananumpaH Ha crHa ocHosa. JJOMUMHAHTHO
mecto uma u ,Jiuneapruor Cepadum”, co manky euaeonamereta nojasHocT (8o 2002 r. kako xopu3oHTaNHA
komnosuuuja, aso 2019 . pennuumpaHa kako BEPTUKAHA Ha LpBeHa ocHosa). Bo cknon Ha pekorcTpyupanaTa
+JIMHeapHa nHtepseHumja 1” e npukaxaro u , MNpocropHoTto rHespo”, 2019 r. MNocnearata cana e ondartexa
co Hacnosot ,[poctophu rHezpga” 20019 r. M e BO 3HOKOT HO NOBEKE ENEMEHTU: OFPOMHOTO THE3AO, HOBM
neTana, co akueHT Ha obHoeeHoTo geno og 1986 r. ,Jletana Hag netanarta”. TakaHapedeHuTe , cryyajHu
rHe3na” noctaeeHu Bo ABOpoT HA MyasejoT ro 300KpyXyBaAT MOMMemoT KOH HerosoTto TBopewTso. Cenak
KPQjHMOT HACTOH € Bp3aH 3a nepdopMaHcoT ,AHren”, M3BEAEH 30 BpeMe HO OTBOPAHETO HA M3noxbara.

The retrospective is dominated by a new work of art — “Cherub”, 2019, applied onto a blue fundament. A
dominant place is also given to the “Linear Seraphim” with a somewhat changed appearance (in 2002, it was
a horizontal composition, and in 2019 it was replicated as a vertical one, set on a red base. What was also
presented as part of the reconstructed “Linear intervention 1” was the nest...2 The last hall was occupied with
the “Spatial Nests” (2019) and symbolizes several elements: the huge nest, new kites, with an emphasis on the
renewed work from 1986, entitled “Kites above the Kites”. The so-called “accidental nests” installed in the yard
of the Museum wrap up the view on his body of work. The final event is nevertheless linked to the performance
“Angel”, staged at the opening of the exhibition.

Xepysum/Cherubim, 2019

TNuneapen Cpadum/Linear Seraphim, 2019 lMpoctopHo rHesno/ Spatial Nest, 2019 (3aearo co Xpucra Axrena CredparHosa
1 Emunu Konnon/Togrther with Christa Angela Stefanova and Emily Conlon)

Og umknycot ,MpocTophu rHespa” /From the Cycle “Spatial Nest”,, 2019



Anren/Angel, 2019
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PoneH e Ha 03.07.1956 r., Bo Kaeapapum. 1976 r. saepwysa Yuunuwre 3a npumeneta ymetHoct so Ckonje.
Bo 1981 roauHa punnomunpa Ha Akagemujata 3a nmkosHu ymeTHoctn Bo benrpag, Cpbuja, otcek BajapcTeo
(8o knacata Ha Josan Kpatoxsun), a Bo 1985 r., saBpyBa nocT-aunnomcku cTyamm Ha uctata Akagemuia.
Ogp 1988 . xusee u pabotu so JlonaoH, Aurnuja, a oa 1995 r. Bo Bunasop, Kanaga. Eraucrenupjara ja
06e36epyBa NPeKy XMBOMUCYBAHE HA LPKBK U NPECNKYBAHE HA UKOHM.

e-mail: stefanovgligor@gmail.com

CAMOCTO[HM U3NI0XK6M, MHCTANALMM N MHTEPBEHLUMU:

Kaeagapum, MHcranaumm, paacku nnowrag,

Masun, MHTepseHumja co Tpesa, papcku napk

Kaeagapum, Liprexu, kadeana JlyHa

Masun, AMbuentanHm putmosy, Cnomer fom

Ckonie, JiuHeapHa nHtepserumja 1, Jom Ha mnagute ,,,25 maj””

3arpeb, JinHeapHa nHrepserumja 2, Galerija SC

benrpag, JlnHeapen nHtepserumja 3, Galerija SKC

benrpan, Marncrepcka nanox6a, Galerija FLU

Ckonije, M3nox6a Ha objektn u nuctanaumm, Mysej Ha coBpemeHaTta ymeTHocT
JNonaon, Broadgate Sculpture Project, Whitechapel Art Gallery-

Kym6puija, Xepysumcku kpunja, Grizedale Forest-Sculpture Park

UnpeHuectep, AHren-Xepysum

Habnun, Auren nasuten, Temple Bar

TNowpon, Xepysnmu, Docklands

Beneumja, 45. Benewmcko 6uenane (co Metpe Hukonocku), Giardini

Na Cejn, 3muecta popma (nepdopmarc)

Ckonije, PetpocnektmsHa usnox6a ,[pabene o npocropor 1981-2019, Mysej Ha coBpemeHaTta ymeTHoOCT

rpynHu usnoxém:

Pueka, IX 6uenane Ha mnagmn, Moderna galerija

Benrpag, VIl nanox6a Ha uprexwu (n3bop Ha Oparan JTy6apaa), Galerija Doma omladine

benrpag, Manox6a Ha cTyaentiTe of PakynteToT 30 AMKOBHM yMeTHOCTH M DaKynTeToT 30 MPUMEHETA YMETHOCT,
Studentski dom na Karaburmi

benrpag, IX nsnox6a Ha uprexu Ha cryneqtnte og P.J1.Y., Galerija Doma omladine

Kasapapum, JTukosHu ymetHuum oa Tuksewmjara, Mysej-ranepuja

Ckonije, Crpymunua, Manox6a Ha mnagute TBopum, Jom Ha mnagute ,,,,25 maj””

benrpap, Csetor Bo koj xuseeme, Dom JNA

-Ckonije, benrpag, Manox6a Ha uptexu Ha cTyaeHTHTE 04 AKABEMUHTE 30 IMKOBHA M MPUMEHETA YMETHOCT OF,
Jyrocnasuja, Oom Ha mnagute ,25 maj”, Galerija Doma omladine

Benrpag, 65 nanox6a Ha YJ1YC, YmeTHuuku naeumoH , Ligujetra 3yzopu”

Ckonje, Hawwu gocturama, Jom Ha mnagute ,25 maj”

Ckonije, CoBpemeHn MakegoHCKM yMeTHMUM-Mnaaa reHepaumja 1V, Mysej Ha coBpemeHata ymeTHocT

Mpwunen, Mnaau jyrocnosexcku tBopum, [lom Ha kynTyparta , Mapko Llenenkos”

Ckonije, MutepBeHummn o npoctop, Mysej Ha coBpemeraTta ymeTHoCT

Ckonije, Kputnuapure oabpaa, Jom Ha mnagute ,25 maj”

Kasapapum, Ckonje, Hawure gocturana, Mysej-ranepuja, Jom Ha mnagute , 25 maj”

Kpyweso, Mpunen, Kasagapum, Ckonje, V mmkosHa pabotunumua Ha maagute Teopum, Xoten , Montana”,Jom Ha
kyntypara ,Mapko Llenenkos”, Mysej-ranepuja, Jom Ha mnagute ,25 maj”

Ckonije, MNogapenn gena 1981-1983, Mysej Ha coBpemeHata ymeTHocT

Kasagapum, Msnox6a va AMITYK, Oom na maagute , 12 Ckoesupn”

Ckonije, Hosu nojasu Bo MaKeBoOHCKATA IMKOBHA YMETHOCT BO NOCIEAHATA AeueHum|a, Jom Ha mnaaute , 25 maj”
Benrpag, Huw, 71 nponetra nanox6a va YJTYC, YmetHnuku nasumson , Liujeta 3ysopu”, lanepuja caspemere
nukoBHe ymeTHocTw; benrpag, Liprexu u cutha nnactuka, YmetHudku nasumon , Lisujera 3ysopuh”

Ckonije, 40 roguHm MakeaoHCKO IMKOBHO TBOpewWwTBo, Mysej Ha coBpeMeHaTa yMeTHOCT

3arpeb, 20 roguum Ha Harpagara , 7 Cekperapn Ha CKOJ”, Galerija SC

Com6op, Vil tpuenane Ha jyrocnosenckmnor uptex, Gradski muzej

3peranu, Mpegenor kako nosog- npoctopor kako mcxog, |l 3peraquHcko GrueHane Ha jyrocnoBeHckaTa yMeTHOCT,
Narodni muzej; Ckonje, LLecta tpaguumoHanta nsnox6a Ha cMTHA AAAcTMKa, YMeTHUYKa ranepuja

Ckonije, 39. uanox6a Ha JJTYM, Ymethunuka ranepuja, Kasagapum, 10 roaunn AMITYK, Tanepuja Jacmun
Ckonije, Copemer makegoHcku aksapen, Llentap 3a kyntypa u unpopmaumu; Cronje, CutHa nnactuka, YMeTHHYKA
ranepuja

Capaeego, [Tornes Ha 80-te, Collegium Artisticum

Mawnueso, Il bueHane Ha jyrocnosercka ckynntypa, Savremena galerija centra za kulturu , Olga Petrov”
benrpagn, Bo Meryspeme- jyrocnosetcku cpeabu Ha mnaaute, Umetnicki paviljon , Cvijeta Zuzori¢”

Ckonje, CospeMeHa MakeaoHcka ymeTHocT (o4 konekumjata Ha MCY), Mysej Ha coBpemenaTa ymeTtHocT
Mypcka Cobora, VIl jyrocnosercko 6uenane Ha cutHa nnactmka, Kulturni centar ,Misko Kranjec”, DE galerija
Jby6mata, Vil jyrocnosercko 6uenane Ha cutra nnactika, Cankarjev Dom, Mupan, VIl jyrocnosercko 6uenane Ha
cutHa nnactuka, Obalne galerije, Pueka, XIII jyrocnosencko 6neHane Ha mnaaute, Moderna galerija

Bara Jlyka, Marepujanor kako npeaussmk, Umijetnicka galerija

3arpeb, Ckonije, benrpan, Kasagapum, Og yysorBopHocTta Ha nMBagara 4o pagocta Ha xuseetseto, Lllect
makenoHcku ymetHuum, Galerija suvremene umijetnosti; Myaej Ha coepemeHata ymeTHocT; Muzej savremene
umetnosti; Mysej-ranepuja

Capaeso, YMeTHoCT-KpuTHKQ, BO cpeanHata Ha ocymaecettute, Collegium Artisticum

Ckonije, 80-m1Te Bo coBpemMeHaTa MAKeAOHCKA NMKOBHA yMeTHOCT, Mysej Ha MakegoHuja

Bara Jyka, 12. ecenckn canon, Umetnicka galerija

Ckonije, Epotnamor Bo coBpemeHara MakeaoHcka nmkoBHa yMmeTHocT, LleHtap 3a kyntypa u uipopmaumm
Ckonije, LLiemos-Puparoscku: Akummn 1 nHtepseHumm 1973-1985, Mysej Ha coBpemeHaTa yMmeTHOCT



1986/87 lpaw, Buena, Knarendypr, Cansbypr, Lybposhuk, bpatucnaea, Jbybmana, Mpara, 3arpe6, Mnagara jyrocnosercka
ymetHocT, Kunstlerhaus und neue galerie an Landesmuseum Joanneum; Hochschule fur angewandte kunst; Kunstlerhaus;
Kunstverein Umjetni¢ka galerija; Slovenska narodna galerija; Moderna galerija; U Hubernu; Galerija grada Zagreba
1987 Ckonije, [eoMeTp13MoT 1 HeroemTe BUAOBM BO MOKESOHCKOTO cimkapcTso, Mysej Ha Makeponuja
Ckonije, bueHane Ha mnagute, Mysej Ha copemerata ymetHoct, Ckonije, JIukosHa kosnonmja-xoten Kontnnentan, Jom
Ha mnagute ,25 maj”, Pueka, XIV 6uerane Ha maaan, Moderna galerija
Manueso, IV Buenane Ha jyrocnosercka ckynntypa, Savremena galerija centra za kulturu ,Olga Petrov”
Mupan, VIl jyrocnosercko 6ueHane Ha cutHa nnactuka, Obalne galerije, Atna, Cospemera jyrocnoseHcka ymeTHoCT,
Ethiniki Pinakothiki Alexander Soutzos Museum
1988 Ckonie, JlukoseHr kpyr , 25, Jom Ha mnagute , 25 maj”
Benrpag, 6. Tpuernane Ha jyrocnoseHcka ymetHoct, beorpapcku cajam
Ckonije, Liprexxu Ha mnaan makegoHcku ymetHuum, [lom Ha mnagute , 25 maj”
3arpeb, Mnaga cenekumja, PM Art Pavilion and Gallery
Ckonie, MpocropHa ckynntypa, Jom Ha mnagute , 25 maj”
Ckonje, MakegoHcka nukosHa ymetHocT 1948-1988, YmeTHuuka ranepuja
1989 Capaeso, Jyrocnosercka Hokymenta ‘89, Olimpijski centar , Skenderija” u Galerija grada Sarajeva
Kapkacow, Jle Cabn [ ‘Onon, Tynow, Jyrocnosercka asanrapaa, Museé des Beaux Arts; Museé de L'Abbaye Sainte-
Croix; Museé d’Art
Mawnueso, IV Buenane Ha jyrocnosercka ckynntypa, Savremena galerija centra za kulturu ,Olga Petrov”
1991 Ckonije, Hoea nocrojaqa nocraska Ha MCY, Mysej Ha coBpemeHaTta ymeTHocT
1992 Kymaroso, CospemeHn MakenoHcku cnMkapu M ckynntopu (og konekumjata Ha MysejoT Ha coBpemeHa ymeTHOCT-
Ckonije), YmetHuuka ranepuija
TNecrep, Mucranauuja, Abbey Park
1994 byaumnewrta, Mpupoaro (Mpupoaa u ymetHocT Bo ueHTpanHa Espona), Ernst Mizeum
Hun6epr, OpesneH, 7 makegoHckn ymetHuuy, Kunstbunker, Kunsthaus
Ckonije, AHTONOrMja HO MaKEAOHCKATA IMKOBHA yMeTHOCT 1894-1994, Mysej Ha coBpemeHaTa yMeTHOCT

1996 bepaun, 5 ymetHuum og Makenonmja, Madien Galerie
1998 Ckonije, Og pusHnuara Ha YmetHuukarta ranepuja Ckonje (1948-1998), YmetHuuka ranepuja
2002 Ckonije, lMNpeobpasbu 2, Mogan1reT Ha MaKESOHCKATA MOAEPHA M coBpemeHa ckynntypa, Mysej Ha

COBPEMEHATa yMeTHOCT
Hosu Cag, bankancka ymetHoct, Umetnicka galerija
Bunansop, Artseen 10, Artcite Gallery of Windsor
Hoewu Caa, 3. MHtepHaumoHanHo TpueHane Ha coBpemeHata ymeTtHocT, LieHTap sa eusyenHa kynTypa
»3natHo Oko”
2003 Ckonije, M3nox6a og konekumjata Ha MCY, Mysej Ha coBpemeHaTa ymeTHOCT
Ckonije, Maeja-Teka, M360p Ha BokyMeHTH 30 KOHUENTYanHMOT anckypc Bo Makegonuja, Mysej Ha copemeHaTa
yMeTHOCT
Bunasop, RE:WIND, Art Gallery of Windsor
Bunnsop, Smogfest

2004 Ckonije, 7 nmkoBHM ymeTHMUM kon xmeear u teopat o CALl u Kanaga, Canon va MAHY

2005 Fbyjopk, Artecology, Hill Art Park Cazenovia

2007/08 Ckonie, lMNposepka Ha ogHock (oa konekumjata Ha MCY), Mysej Ha coBpemeHaTa ymeTHOCT

2008 Ckonie, 60 roguum HaunoranHa ranepuja (Makegorcka nocraska), HaumonanHa ranepuja Ha Makegonuja
Ckonie, Manox6a Ha konax (Manox6a on konekumjatra Ha MCY), Mysej Ha coepemeHaTta ymeTHoCT

2008/09 Ckonije, Coduja, Capaeso, Berneunja sua MKL, MnaguHcku kyntypen uentap; lanepua Cpepel;
Collegium Artisticum

2010 Ckonje, MMHUMan13mMOT, KOHCTPYKTMBM3MOT M MOHOXPOMMjATA BO COBPEMEHATA MAKEAOHCKA yMeTHocT, Mysej Ha

COBPEMEHATA YMETHOCT
Ckonje, MakenoHcka ymetHocT (og konekumjata Ha MCY), Mysej Ha cospemeHaTa ymeTHOCT

201 Ckonije, Hesuanuemor nejsax, My3sej Ha coBpemeHata ymeTHoOCT
2014/16 Ckonje, ConupapHocta-HenospLeH npoekt, (noctojana noctaska) Mysej Ha coepemeHata ymeTHoCT
2017/18 Ckonje, JinHeapeH uptex, Mysej Ha coBpeMeHaTa ymeTHOCT

Ckonije, MakenoHcka pasmegnmua, Mysej Ha coBpemeHaTta ymeTHOCT

Yy4€ecCcTBO HA JIMKOBHU KOJIOHUM:

1979 Bprauka barsa, JletHo Bajapcko arenje Oxpua, MNpea nukoHa konoHuja Ha Mnaaute of MakegpoHuja
1980 Pa6, Pabcku nmkosHu cpenbm
1981 Pyanuk, P’xanoso, JlnkosHa kononuja ,Pexn 81"
1982 Mpunen, JlukosHa akumja ‘82
1983 Kpyweso, JlukosHa pabotunumua, , Kpyweso 83"
1984 Mpunen, lNpBo ekcnepUMMEHTAHO CTYAMO 3a CKyNTypa BO MeTan
Hanunoerpan, MerfynapoaeH cumnosuym 3a ckynntypa
1987 Ckonje, JlukosHa kononuja, Xoten KoHTuHeHTan
Harpapu:
1982 Harpaga Ha nsnox6ara , Mnaga renepaumja IV”, Mysej Ha cospemerata ymetHocT-Ckonje
1983 Harpaaa ,Mnag 6open” 3a ckynntypa, Ckonje
1983 Harpaaa ,7 cekperapu Ha CKOJ”, 3arpeb
1986 Harpaaa Ha Mysejor Ha cospemenara ymetnoct-Ckonje, AJTYM Liprex ‘86, Ckonje
1986 Harpaga , 7-mu centemepu”, Kasanapum
1987 Harpaga Ha “Buenane Ha mnaaute”, Mysej Ha cospemerata ymetHocT-Ckonje
1991 Harpaga sa uncranaumja, Jlecrep, Anrmja
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1982
1983
1983
1986
1986
1987
1991

Born 03.07.1956 in Kavadarci. Graduated 1981 and Postgraduated in 1985 from the Academy of fine Art in
Belgrade, Serbia, department of sculpture (in the class of professor Jovan Kratohvil ). Since 1988 lives and works
in London, England and in 1995 he moves to Windsor, Canada. It provides its existence through the frescoes of the
churches and the painting of icons.

e-mail: stefanovgligor@gmail.com

one man exhibitions, installations and interventions:
Kavadarci, Instalations, Town Square

Pazin, Installation with grass, City Park

Kavadarci, Drawings, Wine - bar gallery “Luna”

Pazin, Enviroment Rhuthms, Memorial Home

Skopie, Linear Intervention 1, Youth Center 25 May

Zagreb, Linear Intervention 2, Gallery SC

Belgrade, Linear Intervention 3, Gallery SKC

Belgrade, M.A, exhibition, Gallery FLU

Skopje, Objects and installations, Museum of Contemporary Art - Skopije;
London, Broadgate Sculpture Project, Whitechapel Art Gallery
Cumbria, Cherubs, Grizedale, Forest Sculpture Park
Cirencester, Cherubs - objects and installations

Dublin, Guardian angel,Temple Bar

London, Cherubim, Docklands

Venice, 45" Venice Biennale, (with Petre Nikoloski)

La Seyil, Shake Shape

Skopije, Retrospective Exhibition, Museum of Contemporary Art

selected group exhibitions:

Skopije, Young Generation IV, Museum of Contemporary Art

Skopje, Art in the last year (critics choice), Youth Center “25 May”

Skopie, Critics’Choice, Gallery of Youth Center “25 May”

Skopje, New Tendencies in Macedonian Art in the Last Decade, Youth Center “25 May”

Zagreb, Skopije, Belgrade, Kavadarci, 6 Macedonian Artists “From the Miracyloysness of the Meadow to the Joy of
Living”, Gallery of Contemporary Art, Museum of Contemporary Art, Skopje, Salon of the Museum of Contemporary
Art, Museum-Gallery

Skopje, Semov-Fidanovski: Actions and interventions 1973-1985, Museum of Contemporary Art

Graz, Viena, Klagenfurt, Salburg, Dubrovnik, Bratislava, Ljubljana, Prague, Zagreb, Young Jougoslavian Art,
Kunstlerhaus und neue galerie an Landesmuseum Joanneum, Hochschule fur angewandte kunst, Kunstlerhaus
Kunstverein Umjetnic¢ka galerija, Slovenska narodna galerija, Moderna galerija, U Hubernu, Galerija grada Zagreba
Skopije, Youth Biennial, Museum of Contemporary Art - Skopije

Sarajevo, Jugoslovenska dokumenta’89, Olimpijski centar “Skenderija”

Carcassonne, Les Sables d'Olonne, Toulon, Avant-gardes Yougoslaves, Musee des Beaux Arts, Musee de I'Abbaye
Sainte - Croix, Musee d’Art

Grizedale, Sculpture Park, Leicester, installation

Budapest, Nature and Art in Central Europe, Ernest Museum

Skopije, Anthology of Macedonian Art 1894 - 1994, Museum of Contemporary Art

Nurnberg, Dresden, 7 Macedonian Artists, Kunstbunker, Kulturrhaus

Windsor, Artseen 10, Artcite, Gallery of Windsor

Skopije, Transformations 2, Modalities of Macedonian Modern and Contemporary Sculpture, Museum of
contemporary art

Windsor, Smokfest

Windsor, RE:WIND, Art Gallery of Windsor

Skopje, Idea-Theque, Documents on conceptual discourse in Macedonia, Museum of contemporary art

Skopje, Sarajevo, Sofija, Venice via MKC, Youth Cultural Centre, Colegium Artisticum, Gallery Sredec

Skopije, Invisible Landscape, Museum of Contemporary Art - Skopije

Skopije, Solidarity un Incomplete Project? (permanent exhibition), Museum of Contemporary Art

Skopije, Linear Drawing, Museum of Contemporary Art

Skopje, Macedonian postcard, Museum of Contemporary Art

awards

Awarded on the exhibition “Young Generation IV”, Museum of Contemporary Art - Skopje
Award by “Mlad Borec” for sculpture, Skopje

Award “7 Secretaries of SKOJ”, Zagreb

Award by The Museum of Contemporary Art - Skopje, DLUM (drawing’86, Skopije)
Award “7 September”, Kavadarci

Award on the Youth Biennale, Museum of Contemporary Art - Skopije

Award for Installation, Leicester
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CYJMK, B. Bacunuje: Ms6op Bennukosckor, Bo: Beuepre Hosocty, (Beorpan), 29.07.1987, 34, 16

JAKOBJTEBCKM, Cokon: Ce meHyBa onHOCOT koH TBopewwTsoTo, Bo: Hosa Makeaonuja, (Ckonje), 01.08.1987, 14556, 6
JBYBULLMIK, Bpanuncnas: ,Manu Bpat”, Benuke ckynntype, Bo: Hun, (beorpaa), 16.08.1987, 1911, 38

P. M.: Jyrocnosercku ymeTHnum 8o AtnHa, Bo: Beuep, (Cronije), 26.08.1987, 7491, 10

[(YPOBCKA), Cloduija): Manox6a , Buerane na mnaaure’87", so: Hosa MakenoHuja, (Ckonje), 02.09.1987, 14588, 10
T.).: Honenenu Harpagute, Bo: Beuep, (Ckonje), 03.09.1987, 7498, 9

(K.R.): Mestrovi¢ u Milanu, so: Vijesnik, (Zagreb), 10.09.1987, 14366, 11

VELICKOVSKI, Vladimir: Nerv Mladih, so: Oko, (Zagreb), 24.09.1987, 405, 25

ABALIMEBA OUMUTPOBA, Cora: Etnukoto Bo dpyHkumja Ha ectetckoto, Bo: Komyhucr, (Ckonje), 02.10.1987, 1596, 14
T.J.: YMeTHOCT of KapToH M uenynosa, so: Beuep, (Ckonje), 08.10.1987, 7528, 14

BEJTMYKOBCKMW, Bnaanmup: Hosa penaumja, so: Hosa Makegponuja, (Ckonje), 24.10.1987, 14640, 7

VELICKOVSKI, Vladimir: Inventivna rieSenja, Bo: Oko, (Zagreb), 17.12.1987

BASSIN, Aleksander: Mlada Jugoslovenska umetnost, so: Delo, (Ljubljana), 19.12.1987, 294, 4

ABALIMEBA OMMMUTPOBA, Corsa: MuteHamnsHo nmukosHo xmseetse, Bo: Komynucr, (Ckonje), 25.12.1987, 1608-9, 29
BEJSTMYKOBCKM, Bnapmmmp (npearosop): leomeTpramor 1 HerosuTe BMAOBHM Bo MakegoHckoTo cimkapctso, Ckonje: Mysej Ha
Makegonuja, 1987 (cat. exh.)

BEJTMHKOBCKMW, Bnagnmup: Ckuua- feometpusmor m Herosute BMaosm Bo MakegoHckoto cimkapctso, Ckonje: JiukosHa ymetHocT,
1987, 12-13, 123-130

HEOENKOBCKA, AUMUTPOBCKA, Nunjana: Manox6a Ha Mmurop Crepanos-Jletana, Ckonje: JiukosHa ymeTHoct, 1987,
12-13, 131-139

TEOLOOCMEBCKMW, 3natko: buenane Ha mnaamrte, Bo: Kyntypen xueor, (Ckonije), 1987, 7-8, 45-46

BEJTMYKOBCKMW, Bnagumup: Ckuua- JpsoTo Bo coBpemeHaTta MmakegoHcka ckynntypa, so: Cospemeroct (Ckonje), 1987,
1-2, 56-59

ABALIMEBA OMMMUTPOBA, Coma: JinuHocTa kako BpeHa kateropuja, so: CospemeHoct, (Ckonie), 1987, 8, 77-78
MAYHOCKMW, Jby6en: bes HapatusHoct, so: Pasrnean, (Cronje), 1987, 8-9, 923-925

1988

C(A3OBA), B(urka): Manox6a Ha uptexn u objextu, Bo: Beuep, (Cronje), 02.03.1988

I.0.: Kypc sa uprare 1 nmkosHa yMeTHocT, Bo: Beuep, (Ckonje), 16.03.1988, 7662, 11

(YPOBCKA), Cloduija): Yuectso Ha 11 makegoHcku ymeTHnuy, Bo: Hosa Makeponuja, (Ckonje), 11.04.1988, 10
ABALIMEBA OMMUTPOBA, Coma: Mocmen Akckypc, Bo: Komynucrt, (Ckonje), 05.06.1987, 1579, 22

C(A30OBA), B(urka): Yuectso Ha 11 makegoHckn nmkosHu ymeTHMuM, BO: Beuep, (Ckonje), 06.06.1988, 7731, 7

BJ'IAII/IK, M.: YnosHasame speaHocty, Bo: Beyeprse HosocTH, (Beorpan), 07.06.1988, 11238, 18

DZUKIC, Duan: Lavirint Optimizma, so: Duga, (Beograd), 25.06.1988, 374, 52

Konueptu, nanox6éwu, ¢punmckmn npoekumm, so: Hoea Makeponuja, (Cronje), 08.07.1988, 14891, 7

[O(OBPEBCKA), I.: Moseke coapxmhu 3a Buxengos, so: Beuep, (Ckonje), 08.07.1988, 7759, 11

BEJTMYKOBCKMW, Bnagumup: CnoxeHa naHopama, so: Jluk, Hosa Makegonuja, (Ckonje), 31.08.1988, 47, 15

BJ'IAJI/IK, M.: Kpusa kao mHcnmpaumja, Bo: Beuepre Hosocth, (beorpaa), 22.09.1988, 23308, 20

MAROEVIC, Tonko: Bolja s drugima, Bo: Danas, (Zagreb), 25.10.1988, 349, 40

BENTMYKOBCKMW, Bnagumup: Jdekopatmeru koHTypH, Bo: Hoea Makeponuja, (Ckonje), 10.12.1988, 15044, 7
MAYHOBCKM, Jby6en: 3abute nu pakaar ckommra, so: Mnag Bopeu, (Ckonje), 28.12.1988, 44, 21

MMPKOBCKA, Konua: Marot Ha aukujara, Bo: MNpocsetera xeHa (Ckonje), 03.1998

1989

BEJTMHYKOBCKMW, Bnagnmup: Bo sHakot Ha koHTHHYymTeTOT, BO: Jlnk, HoBa Makenonuja, (Ckonje), 05.07.1989, 69, 12
BETMYKOBCKMW, Bnaanmup: Jyxor 1 kapakreport Ha mecToto, Bo: Jluk, Hosa Makeaonuja, (Ckonje), 16.08.1989, 72, 12-13
MAYHOBCKM, Jby6en: Ogbnecok Ha cerkata, Bo: Mnag bopeu, (Ckonje), 11.10.1989, 1665, 44

BMIMK, HeBojwa: Ckynnrypa- npoctop, so: Pasmean, (Ckonie), 1989, 5-6, 416-424

MATICEVIC, Davor (npearosop): Avant-Gardes Yougoslaves, Pariz: Association Francaise, D'action Artistique, 1989, 9-14 (cat. exh.)
BEJTMHKOBCKM, Bnagnmup: Cospemera makegsoHcka ckynntypa, Ckonje: MakegoHcka knura, 1989, 156

1990

LIONS, Marie-Laure: Avant-Gardes Yougoslaves, Musée de Toulon, 9 Janvier-31 Mars, so: Arthemes (Toulon), 04.1990
CTENAHOB, Casa: Hos 6paH, Bo: Hoea Makegponuja, (Ckonje), 02.06.1990, 15572, 22

BETMYKOBCKMW, Bnagumup: Mrctanaumja so npoctop, so: Jlnk, Hosa Makenonuja, (Ckonje), 05.07.1990, 106, 4

Cherubic wings by Gligor Stefanov, 1990 (cat.exh)

30PABKOBCKA, C.: Aprpmauuja Ha asajua makegoHcku ckynntopu, Bo: Hoea Makeponuija, (Cronije), 16.11.1990, 15739, 10
BETMYKOBCKMW, Bnagumup: Mormes Ha HosMTe ABMXEeHQ BO MOKEAOHCKATA AnkosHA yMeTHocT, Bo: Cospemenocr, (Ckonije), 1990,
3-4, 83-88

N.T.: Les Avant-Gardes Yougoslaves 9 Janvier-31 Mars, et Piotr Klemensiewicz 20 avril- 22 juin, au Musée de Toulon, Bo: Marie
Clair (France),

1990

BARON, Louise: Diversité des ‘avant



1991

fYPOBCKA, Codwmja: Ce nojasuja aHrenmte o moeto atenje, so: Hosa Makegonuja, (Ckonje), 14.02.1991, 15825, 10
Manox6a Ha [nurop Credaros, so: Hosa Makegonuija, (Ckonje), 21.03.1991, 15860, 15

30PABKOBCKA, C.: Msnox6a Ha Mmurop Credparos, Bo: Hosa Makeponuja, (Ckonije), 21.03.1991, 15860, 15

Bo JloHgoH Ha xepysumcku kpunja, so: Mync (Ckonje), 04.04.1991, 11, 3

ABALIMEBA OMMUTPOBA, Coma: Csect 3a conctsenuot uaenturer, so: [lync, (Ckonje), 09.05.1991, 16, 33
30PABKOBCKA, C.: Hoso npetcrasysare Ha makegoHcknor ckynntop [nurop Creparos, so: Hosa Makegonuja, (Ckonije),
08.06.1991, 15937, 6

MWIIEBCKA, Cysana: lNepdekumonnsmor Ha nocnywhmte, 8o: Penybnuka, (Ckonje), 18.09.1991, 12, 9

BACEBA, IMMECKA, Buktopuja: 3a egHa nommcHata ekcueHTpruHocT, Bo: Peny6nauka, (Cronje), 02.10.1991, 26, 10
Orconysanu ,Maketn”, go: Mync, (Ckonje), 24.10.1991, 40, 3

T.O.: Ckynntypu oa , lprpoann matepujanu”, Bo: Hosa Makegonuja, (Ckonje), 30.10.1991, 143, 16

MnoaHa cesoHa, so: Mync, (Cronje), 31.10.1991, 41, 4

C.M.: UrrepeeHumm Ha Creparos so Jlectep, Bo: Penybauka, (Cronije), 07.11.1991, 61, 19

1993

PETROVSKI, Zoran (npegrosop): Gligor Stefanov, Scultori ambientali Nikoloski Petre: XLV Biennale di Venezia, News Release, 1993,
7-9 (cat. exh.)

ABADZIEVA, Sonja: Gligor Stefanov, Gligor Stefanov, Allegorie della luce (serafini e cherubini): XLV Biennale di Venezia, News
Release, 1993, 13-26 (cat. exh.)

3.J1.: Bo Beneuuja npsnar camoctojHo, Bo: Beuep (Ckonje), 25.04.1993, 9236, 2

[nurop Cre¢atros, sBo: Hosa Makeponuja (Ckonje), 27.04.1993, 16977, 11

JIO3BAHOBCKM. 3.: CnoHsopcTeoTo-umnepaTt1e Ha ycnexoT, so: Beuep (Ckonje), 28.04.1993, 9239, 14

CJ.: Osajua ckynntopu on Makegonuja, so: Hosa Makenonuja (Ckonje), 13.05.1993, 16632, 1

JIO3AHOBCKMW. 3.: CamocTojHo Bo cBeToT Ha yMeTHOCTa, Bo: Beuep (Cronje), 03.06.1993, 9269, 15

['YPOBCKA, Coduja: MakenoHckara usnox6a a 10 jyrm, so: Hosa Makenonmja (Ckonije), 03.06.1993, 16653, 11

3.J1.: Otsopatbe koH ceetoT, Bo: Beuep (Ckonje), 10.06.1993, 9275, 15

BEJIEBCKA.B.: Ha 45. Csercka nvkosHa manngectaumja so Beneumja, Makeaonuja npsnat Ha buenaneto, so: Beuep (Ckonie),
11.06.1993, 9276, 4

H.J.: Hosa ,waHnca” 3a bueHaneto so Beweumja, so: Mync (Ckonje), 11.06.1993, 125, 34

'YPOBCKA, Coduja: OtsopeHa makegoHckata uanox6a, so: Hosa Makeponuja, 11.06.1993, 16661, 1, 8

'YPOBCKA, Coduija: MupHa npecenba Ha uaemte, 45. buenane so Beneuuja, so: Hosa Makeponuja (Ckonje), 16.06.1993,
16666, 9

BEJIEBCKA.B.: KapauHantu yuecHnum u nena, so: Beuep (Cronije), 16.06.1993, 9280, 14

ABALIMEBA, Corsa: buenane BoB Beneums u yyactueto Ha Peny6mmka Makegonms, Bo: Makyctso, Artin Bulgaria (Coduja), 28-29,
1993, 9/10

['YPOBCKA, Codwja: Mpocropu Ha yosedkute MoxHocTH, Bo: Hosa Makenoruja, Jiuk (Cronie), 14.07.1993, 15594, 11
SUICA, Nikola: Umetnost YU-secesije, so: Vreme (Beograd), 30.08.1993, 49, 43-44

1994

HEBOJLUA, Bunuk: States of changes@ MoctmoaepH1amor u ymetHocta Ha ocymaecertute: Pennkc, Ckonje, 1994, 38

[nurop Crearos, Bo: Hosa Makegonuja, (Ckonje), 27.04.1994, 16477, 11

1995

ABALIMEBA, Corsa: In1rop CredaHos, Aneropuja Ha ceeTamnara, so: lonemoto crakno, (Ckonje), Mysej Ha coepemeHaTa
yMmetHocr, 1995, 28-31

METPOBCKMW, 3opat: Mmrop Credatos - [etpe Hukonockw, MNpetcrasysarse Ha Penybnmka Makenoruja Bo Beneuuja, Bo:
lonemorto crakno (Ckonje), Mysej Ha coBpemenarta ymetHoct, 1995, 24-27

1996

KOSCEVIC, Zelimir: Makedonci na kraju tisuéljeéa, so: Vijenac (Zagreb), 11 sijeénja, 1996, 53, 4

2001

METKOBCKMW, Bopwuc: Cryamnn sa cospemeHara makegorcka ymetHocT, (Ckonje): Makeporcka umsuansaumja, 2001, 104, 195, 211
2002

ABALIMEBA, Corsa: Mpeobpasbu 2, Moganutet Ha MakegoHckaTa MogepHa M cospemera ckynntypa, Ckonje: Mysej Ha
cospemeHata ymetHoct, 2002, 37, 39, 69-70

2003

NOMOBKK, Mupocnas: urop Credaros , Jiuneapta unrtepsetumja”, Cronje: Maeja-Teka (M360p Ha gokymeHTH 3a
KOHLEeNTyanH1oT anckypc 8o Makegonmja), Mysej Ha cospemenata ymetHoct , 2003, 143-144

2005

PUCTOBCKMW, Toue: MHor1 mu HegocTacysa HaweTo coHueso noaHebje, Bo: Tea MoaepHa (Ckonije), 27.04.2005, 56240, 31-33
JOBAHOCKA, Anuta: lnmrop CregpaHos, ymeTHuk koj xmsee m TBopu Bo KaHaaa, 3ammHa Bo noTpara no AyieseH mup, Bo: Beuep
(Cxonie), 10.10.2005, 13015

[nurop CrepaHos, pen op nsnox6ara ,Papenxajr’, so: Bect (Ckonje), 12.10.2005, 1588

b.B.: lnurop Credaros msnara so Kanagaa, so: Bect (Ckonie), 29.11.2005, 1629

2008

ABALIMEBA, Corsa (npearoeop): BEHELIMIA BUA MKL, Ckonje: MnaguHcku kyntypen uentap, 2008, 9,10, (cat. exh.)
METPOBCKM, 3opaH (npearosop): Aparan [Metkosmnk-petpocnektuero, Ckonje: Mysej Ha coBpemenata ymetHoct, 2008, 7, 15
(cat. exh.)

BEJTMYKOBCKW, Bnagumup: YmetHuukm kputuku u ecen, Cronje: Punosodcku pakyntet, 2008, 39

201

BOYBAPOBA MJTABEBCKA, Mapuka (npearoeop): Hesuamusuor nejsax, Ckonje: Myse| Ha copemerata ymetHocr, 2011,

27 (cat. exh.)

2012

FOFEBCKM, Bpanko: [a camkaw ukora e monmTsa, Bo: OHesHuk (Cronje), 23.02.2012, 4795, 4

2019

BOYBAPOBA MJTABEBCKA, Mapwuka: ,[pabere Bo npoctopot” Ha [nurop CredpaHos — petpocnektmsHa usnox6a, 1981-2019r,
go: [lupekumja 3a kynTypa u ymetHoct - Ckoncko neto (Ckonije), 19-29 jynu, 2019

19 jynu-16 centemspu 2019 , [pabetse Bo npoctopot” PetpocnektusHa nanox6a Ha Mmurop CrepaHos, Bo: MakepoHcka

3aegroua (Toponto), 07.06.2019, 18



147

MYKAETOBA MupjaHa: bes u cé ywre cym BoogyleseH of NOBMCOKMTE aHrencku unHoBsw, Bo: Hosa Makegonuja (Ckonije),
17.06.2019, 24659, 15

Ckoncko neto: [pabere Bo npoctoport- PetpocnektusHa msnox6a Ha lnurop Creparos sBo MCY, so: Penybnuka, 18.06.2019
[nurop Cre¢aros no 30 roamnu ce spatr Bo MCY co ckynntypu og 100 meTtpy, Bo: Cakam pa kaxam.mk, 18.06.2019
[pabetbe Bo npoctopor, perpocnektmsHa uanoxba Ha Murop Credparos so MCY, so: PagpmoMod.mk, 18.06.2019

Jy6unejro 40. ,Ckoncko neto” o 19 jynu go 31 jynu, so: MK[, 18.06.2019

MBAHOBCKA, W., Becna: Mo 30 roaunu, cnamennte aHrenckn kpunja Ha [nurop Creparos so MCY, so: Pakyntetn.mk,
19.06.2019

Petpocnextusra nsznox6a va fnurop Creparos so MCY, so: Mudo nnyc, 19.06.2019

MCY: mrop Cre¢paros - [pabere o npocroport: PetpocnektusHa nsnox6a 1981-2019, so: Oewnec, 19.06.2019

Ce otBopa petpocnekmmeara Ha [nmrop Cre¢paros, Bo: Matuua Ha ucenennumte, 19.06.2019

Petpocnextusra nznox6ba va Mnurop Credparos so MCY, sBo: Maklpec.mk, 19.06.2019

PetpocnextusHa nsznox6a Ha Mnurop Credparos so MCY, so: Okno.mk, 19.06.2019

H.WN.T: 40. Ckoncko neto: Ckonje 40 roguuu - oTBopeH rpag 3a yMeTHuumTe o ceeToT, Bo: Beuep (Ckonje), 19.06.2019, 17055, 17
+Ipabetse Bo npocropor” Ha Murop Credparos, Bevepsa o Mysejot Ha coBpemerata ymetHocT, Bo: Ckoncko Exo (Ckonie),
19.06.2019

OrsopeHa petpocnektmsHa nanox6a Ha Mmurop Creparos o MCY, so: Hesasucen Bechuk (Ckonje), 20.06.2019

Bo MCY oreopera usnoxbara [pabere so npocropor Ha CregaHos, so: Mopra3.mk, 20.06.2019

H.N.T: YmetHukor Creparos ro sananm arrenor npeg MCY, so: Beuep (Cronije), 21.06.2019, 17057, 17

MCY: Morneanere ja ,[pabetrse Bo npocTopoT” HA AHEBHA CBETIMHA, [OAEKA COHLETO ro gomupa xutoto, Bo: Kajrana.mk,
25.06.2019

BOTOEBA, Katepuna: Me untepecupa censnbunutetor Ha nogHebjeso, so: Hosa Makegonuja (Ckonje), 26.06.2019, 24667, 11
[nurop Creparos- [paberse Bo npoctopot: petpocnektmsHa nanox6a, 1981-2019, so: Makeaoncka 3aeanuua (ToporTo),
05.07.2019, 33
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BrarogapHoct fo poaHuHute u npujatenute Ha Mnurop CredaHos Bo noarotoskute Ha usnoxbarta: Mape Tawesa
Credanosa (conpyra), Josan CredaHos (cun), Xpucra-Anrena Credarosa (kepka) u Emunu Konnon, ao bamunujata
Haymosu (3opan, Mupjana, Backo, Backa, Maptura u Emunuja), Urnatuj Atanacos, Ennnaa Xauu-Bacunesa,
Cumona v Tonu lajaoscku, no damunujata Jlasaposm (dendo, Mnuja u Anekcanpap), 3opar u Pagnua Kouesw,
3opka v Tomucnas Tawesw, Jacmuuka Atanacosa, Aume Haymueckn, Mune Metpecku, Pasma lpyjoscka,

Csetnana Hectoposa, Mupjara MykaeTtosa, Munka Marescka, go damunmjata Metposn (Ana, Mapjara 1
Kpuctvjan) u fTopan Mykaetoe.

Thanks to the relatives and friends of Gligor Stefanov in the preparations of the exhibition: Mare Tasheva Stefanova
(spouse), lovan Stefanov (son), Christa-Angela Stefanova (daughter) and Emily Conlon, to family Naumovi (Zoran,
Mirjana, Vasko, Vaska, Martina | Emilija), Ignatij Atanasov, Elpida Hadzi-Vasileva, Simona and Toni Gajdovski,

to family Lazarovi (Delcho, llija and Aleksandar), Zoran and Radica Kocevi, Zorka and Tomislav Tashevi, Jasminka
Atanasova, Dime Naumcheski, Mile Petreski, Razma Grujovska, Svetlana Nestorova, Mirjana Mukaetova, Milka
Manevska, to family Petrovi (Ana, Marjana | Kristijan) and Goran Mukaetov.

Brarogaproct po Eyponutk, Ckoncko KynTypHo neto 1 5o TMMOT of, My3sejoT Ha coBpemeHaTa yMeTHOCT WwTo ja
0BO3aMoXw peannsaumjata: bnaroja Bapowarey (kyctoc), 3opan Metposcku (kyctoc cosetHuk), Mupocnas Monoswuk,
Jbynuo Umoscku (konsepeatop), Jyanja MaHojnoscka, texHnukara cnyx6a (3opan Metposcku u Jopaan Apcoscknu).

Thanks to Eurolink, Skopsko Kulturno leto and to the team from the Museum of Contemporary art - Skopje which
enabled the realization: Blagoja Varoshanec (curator) , Zoran Petrovski (senior curator), Miroslav Popovikj, Ljupco
lljiovski (conservator), Julija Manojlovska, technical support (Zoran Petrovski i Jordan Arsovski).

MocebHa brnaroaapHocT Ha yMeTHUKOT of, My3ejoT, koj rv nopapu cute aena og,
peTpocnekTMeHATa 13nox6a.

Special thanks from The Museum of Contemporary Art - Skopje to the artist who donated
all the works from the retrospective exhibition.
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