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THERE: An Introduction

Conor McGrady

“...places are not given — they are always in open ended process. They are, in
that sense, events.”
Doreen Massey:

HERE builds upon and expands Milcho Manchevski’s earlier bodies of

photographic work STREET and FIVE DROPS OF DREAM. In these projects
the visual texture of urban life manifests through compositional and narrative
play, and this dynamic and experimental approach to image making frames
THERE. Opening with “Woman with Green Wall” and “Red Wall (Brooklyn)”, two
images that almost read as colour field paintings, THERE takes us on a journey
that is as much about the act of looking as it is about the experience of place.
As an artist working across film and photography, Manchevski’s approach to
image making continually pushes boundaries and eschews convention. His
early grounding in conceptual art has continued to inform his work in different
media, and the legacy of the historic avant-garde permeates many of the
images featured in THERE. The painterly quality of the initial photos is picked up
and echoed further, with blocks of colour operating in a readymade abstract
format or framing glimpsed anonymous actions, as in “3/4” and “Afternoon”.
Colour is a key defining layer in these works. It erupts from fields of urban gray,
saturates the picture plane or operates as a core element in a compositional
assemblage. In referring to FIVE DROPS OF DREAM, Manchevski stated that
he was interested in “the explosion of the visual in the mundane moment”.?

Shadows and Green, 2011
CeHKM 1 3eneHo, 2011

In THERE, colour provides this visual locus and flows like a stream throughout
these images. In the later sequence of photographs for example, light blues,
saffron yellows and oranges dominate, leading the eye into and around the
image, while hinting at a potential narrative thread. Another work, “Shadows
and Green” consists of a field of modulating greens activated by light and
shadow cast on what appears to be a close up of a doorway.

n referencing the avant-garde, the geometric play of Constructivism is

conjured up in “Austin, TX” an image of a road surface bisected by yellow
lines, tyre tracks and shadows. While minimal, the kinetic dynamism of this
photograph is picked up in the following work, “Hoops”. Here the line of
yellow slices through the image and the angular geometry is augmented by
the cropped leap of a basketball player. The compositional dynamic present
in these works appears throughout THERE. This kinetic energy is pushed
further in other photographs where the bisecting angles appear alongside the
blur of a figure in motion. The representation of movement and momentum
lend many of the photographs in THERE a spatial dynamic that embraces the
experience of urban life. While many of these images possess a formal and
carefully composed stillness, others embody the beating pulse of the urban,
defined as it is by perpetual motion. Further formal elements pay homage to
the assemblages of Robert Rauschenberg, an artist often cited by Manchevski
in discussing his approach to film making. The more abstract images in THERE,
depictingthe layeredtextures ofthe builtenvironmentor fragments of billboard
advertising, signify the city as an ever changing assemblage. Manchevski has
also spoken about his interest in a cubist approach to film making, citing the
modernist cut-up approach that overturned representational and narrative
convention to create non linear pathways into a work of art. As with his work

Austin, TX, 2012
OcTuH, Tekcac, 2012

Hoops, 2011
backer, 2011



in film, THERE characterises this sense of formal play and experimentation to
constitute a multi-layered visual experience that draws us in and encourages
us to navigate the world represented in these images.

lace and people are at the heart of THERE. The sense of dynamism referred

to is manifest not only through images of action, but through the pedestrian
activity of walking and of physical labour. In many of the photographs objects
are carried or lifted. People walk purposefully, at times with their heads down,
or regard us, the viewer, through directly staring into the lens of the camera.
An almost cinematic humour is present in “Two Men with Cigarettes”, as two
smokers move towards each other, one regarding the other with a slight hint
of wariness. As such, THERE encompasses the social and private space of the
street. Intimate moments are glimpsed as is the dynamic energy through which
children occupy physical space. The sense of raw and joyously uncontrolled life
that children embody is encapsulated in “Imam odasi”, where any formal sense
of space is disrupted by architecture turned playground, and thrown further
askew though Manchevski’s tilted camera angle. The kineticism present in
the images of children is offset by a number of works such as “Three Dogs
and a Man” and “Man in Yellow”, where the stillness of the gaze anchors the
image. In “Two Men and Three Coffee Pots” the composed, almost statuesque
posture of the central figure finds resonance with the images of mannequins
that appear in a number of other works. The pause is extended further in the
reclining figures and prone bodies in “Lisbon” and “Elizabeth Street Garden”.
In motion or liminal states, bodies shape and define urban space. Images of
joy foreground daily struggles for survival. Referring back to the painterly,
one image “Ljupcho and the Fish”, while seemingly innocuous, conjures up
Goya'’s sense of the vulnerable and the fragility of life. Ljupcho appears lost in

Two Men and Three Coffee Pots, 2011
[Osajua v Tpy vajHuum, 2011

consuming a meal, while the silent stare of the fish becomes a focal point for
regarding our mortality.

he experiential aspect of THERE can also be referenced in terms of

psychogeography and the sensory. Pyschogeography, a term coined by
Guy Debord and the Situationist International, refers to the act of walking, or
the dérive (drift), to explore the impact of the urban environment on thoughts,
emotions and actions. At the root of this approach lay the Situationists’
efforts to collapse boundaries and dissolve art into life. THERE embodies the
exploratory approach of psychogeography mediated through the lens. In
traversing urban terrain Manchevski responds to the play of the social and the
spatial and the conscious and unconscious impacts that they produce. This
sensory dimension can be further framed by the idea of the haptic, and haptic
visuality in particular. Film theorist Laura U. Marks describes haptic visuality
as a phenomenon in which the eye acquires the same quality as skin, in being
able to understand touch and feel texture?. In haptic visuality the lens moves
beyond the role of mechanical representation to become an extension of the
senses. This sensory dimension in THERE encompasses not only bodies and
spaces, but surfaces and textures augmented by shadow and light.
As such, these images move beyond representation to become an experiential
embodiment of place.

he haptic or sensory aspect of the image is accentuated by the skewed

angles, cropping, and the close up and varied points of view in THERE.
The crop and the fragment, the blur and the glimpse are how we experience
the urban. The act of looking is interrupted, a broken flow attuned to the
ideas of the cut-up, or the fragment as referred to. The camera takes us into,

/.
Lisbon, 2015
NncaboH, 2015

YoBsekK BO *onTo, 2011



1
At the Border, 2015
Ha rpaHuua, 2015

through and around the physical texture of urban life, often peering over a
shoulder or through limbs, the perspective at times calling attention to a child’s
eye view. Mirrors and reflections foreground the act of looking, and expand
the spatial dynamic within the two-dimensional surface of the photograph. In
“At the Border” the reflected image in a wing mirror constitutes a moment
of calm in an unspecified drama, further accentuated once again by a strong
diagonal ‘slice’ that bisects the composition. “Mirrors” takes this act of looking
further, where a shop window display is activated by multiple vignettes of
daily life. Traversing the urban also means navigating the signs and signifiers
of advertising, and competing efforts to direct our attention and solicit our
gaze. In “Love yourself” the camera itself is present, though almost innocuous
amongst the shopping bags and logos.

HERE is a celebration of place and of visuality. This body of photographs
makes visible the layered complexity of place, as unfixed, fluid and dynamic.
The importance of looking is translated into the experiential or the sensory,
underpinned by Milcho Manchevski’s inherent sense of experimentation
and play. Recognising and experiencing the geographical and social plurality

Stevens, Andrew, The Future of Landscape: Doreen Massey (Interview), 3:AM Magazine, September 29th, 2010
2Manchevski, Milcho, Five Drops of Dream, National Institution Museum of Contemporary Art, Skopje, 2010, P. 5.
3See Marks, Laura U., The Skin of the Film: Intercultural Cinema, Embodiment and the Sense, Duke University Press, 2000

Love yourself, 2011
Cakaj ce cebecu, 2011

Mirrors, 2011
Ornepana, 2011

present in THERE remains important and prescient given the polarities of our
current climate, characterised as it is by attempts to define and fix boundaries.
THERE dispenses with boundaries, geographic, formal and beyond. As such,
THERE could be anywhere, and is ultimately everywhere.

Conor McGrady is an artist based in Ireland, where he is Dean of Academic
Affairs at Burren College of Art.



TAMY: lNpearosop
KoHop Mekrpejaun

,...MecTaTa He ce 3aJaJleHN — TMe ce CeKorall BO NpoLLec Co OTBOPEH Kpaj.
Bo Toj nornea, TMe ce HacTaHW.”
HopuH Macwu:

AMY ro HaZrpagysa 1 ro NpoLmMpyBa AOCeralHMoT onyc Ha doTorpadckm

aAena Ha Mwunyo Manuesckn, YIMUA wn TET KAMNKWM COH. Bo osue
NPOeKTU BM3yesHaTa TeKCTypa Ha ypbOaHWOT KMBOT ce maHubecTupa HuU3
KOMMO3MLMCKA M HAapaTMBHA Mrpa, U OBOj AMHAMMYEH M eKCNepuMeHTaneH
npucTan KoH co3aaBatbe CAMKK ro 06amnkyBa TAMY. TprHyBajku o, ,,HKeHa u
3eneH sua“ n ,LpseH snua (BpyKamH)“, ABe CAMKKU WITO Ce YnTaaT PeYMCH KaKo
LKonop duna“ nnatHa, TAMY Hé BoAM Ha NaTyBakbe LWTO € UCTO TO/IKY 32 YUHOT
Ha rnefabe KoKy 1 33 UCKYCYBarbeTO MecTO. Kako yMeTHUK Koj paboTu u co
duam un co dotorpaduja, NnpucTanoT Ha MaHUYEBCKM KOH CO3/aBatbe C/IMKM
NOCTOjaHO M NMOMEeCTyBa rpaHuLUMTE U ro U3berHysa KOHBEHLIMOHANHOTO.
HerosoTo paHo 3aBseryBatbe BO KOHLENTyasHaTa YMETHOCT NpPoAo/XKyBa
[la Ce OTC/IMKYBa BO HErOBMTE Aena BO Pas3viYHU MeanymK, a HaceaCcTBOTO
Ha MCTOPWMCKaTa aBaHrapAa NpoBejyBa HWM3 MHOTY Of CJAMKUTE MOMECTEHM
Bo TAMY. CAMKapCKMOT KBaNUTET Ha npBuTe doTorpadmm e npesemeH U
OfleKHyBa MofouHa, co 6baokoBM Hoja WTO PpYHKLUMOHMpPaaT BO ,peammeja”
ancTpakTeH ¢opmaT UM BPaMyBaaT HaSPeHM aHOHMMHM aKUMK, KaKo BO
,3/4“ v ,MonnagHe”. bojaTa e KAy4yeH cnoj wTo geduHMpa BO OBMe Aena.
N3buBa og, nonutba ypbaHo CMBUO, ja 3aCUTyBa NEPCNEKTMBATA Ha CAMKaTa
MM OYHKLUMOHMPA KAKO LIEHTPasieH efNemeHT BO KOMMO3MLUMCKM KOMaX.
36opyBajkm 3a MET KAMKW COH, MaH4YeBCKM U3jaBM AeKa ro MHTepecupa
,EKCnao3ujaTa Ha BM3Ye/IHOTO BO Mpo3anyHMoT mur“.? Bo TAMY, 6ojaTa ro
[laBa OBa BM3ye/IHO 3aKOTBYBatbe M Teye KaKo MOTOK HU3 oBME CAMKW. Ha
npvmep, BO MNOAOLHEXHaTa HWM3a doTorpadum AOMUHMPAAT CBETNOCKMHM
M NOPTOKANOBO-KONTW, BOAEJKM FO OKOTO BO M MO C/AMKaTa, BO UCTO Bpeme
HaBeCcTyBajKM NOTeHUMjaNHa HapaTMBHa HWWKa. Apyro aeno, ,CeHKU U
3e/1eH0", Cce COCTOM Of MNojie MOAYAMPAYKM 3eNeHNn BOM aKTUBUPAHKU O,
CBET/IOCT M CEHKM LUTO NaraaT Ha HEWTO WTO AMYM Ha KPyMneH NaaH Ha Baes.

|—| OBMKYBAjKM Ce HaaBaHrapAaTa, reoMeTpucKaTa urpa Ha KOHCTPYKTUBU3MOT
e AonoseHa Bo ,,OCcTuH, Tekcac”, civKa Ha achanT NPEnosoBEH CO KONTH
NMHWM, TParu o4, KoUYeke U CEHKU. MlaKo MUHMMaNHA, KUHETUYKATa AMHAMMKA
Ha oBaa doTorpaduja e npudaTeHa BO cnegHoTo Aeno, ,backet”. Tyka

NIMHKWjaTa *KONTO ja ceve CAMKATa M arnectata reoMeTpuja e HaJoMnoaHeTa Cco
KPOMMPAHMOT CKOK Ha KolWapKapoT. Komno3umumnckata AMHAMMUKa NPUCYTHa
BO OBMe Aena ja Mma HM3 ceTa TAMY. OBaa KMHETMYKA eHepruja e 3acuieHa
ywTe noseke Ha apyru dotorpadumm, Kage WTO NPENONOBYBAYKMTE arfin ce
nojaByBaaT /10 GUrypa 3amarneHa of, AsuKere. [TPMKa30T Ha ABMKEHE U
MOMEHTYM MM fAaBa Ha MHory ¢doTorpadumm Bo TAMY npocTtopHa AMHAMMK],
KOja I'M KOPWCTM MCKyCTBaTa Ha ypbaHMOT XKMBOT. [loAeKka MHOry of oBue
CNMKM MMaaT bopmManeH M BHMMATENHO KOMMOHWPAH CMOKOj, ApYyrM ro
0TeN0TBOPYBaaT XMBMOT MNyAC Ha ypbaHoTo, AeduHMpaH on NOCTOjaHO
agukerse. [pyrn dopmManHuM enemeHTM OAAaBaaT MOYUT Ha KOJaXuTe
Ha PobepT PayweHbepr, yMETHUK 4eCcTo CNOMHyBaH oA MaH4YeBCKM Kora
360pyBa 3a HEroBMOT MPUCTaN KOH Npaserbe GUAMOBU. oancTpakTHUTE
CAnKM Bo TAMY, KOU v NpMKasKyBaaT CNOEBUTUTE TEKCTYPU Ha rpafaduTe nam
dparmeHTUTe Ha peknaMHm BUnbopaK, ro 03HaYyBaaT rpa4oT KaKo acambnarK
WTO NOCTOjaHO Ce MeHyBa. MaH4YeBCKM MCTO Taka 36opyBa 3a HErosuoT
MHTEepecC KOH KyBUCTUYKMOT NpucTan npu npaserse GUAMOBM, NOBUKYBAjKM
Ce Ha MOAEPHWUCTUYKMOT npuctan Ha dparMeHTUpare, Koj ja cobopwu
penpeseHTaTMBHATa W HapaTMBHA KOHBeHUM]a 33 Aa CO343je HelnHeapHu
naTeku BO €4HO YMETHWUYKO Aeno. Kako n Herosute duamckmn aena, n TAMY
ro KapaKkTepmsmpa 0Ba YyBCTBO Ha GOpPMasiHa Urpa U ekCnepumeHTUpakbe 3a
[a ce co3aane noBeKec/sOjHO BU3YEIHO MCKYCTBO LITO He BOB/IEKYBA M He
oxpabpyBsa Aa cu ro Haofame NaToT NO CBETOT NPUKAXKAH Ha OBUE CNKM.

I\/I eCcTOTO M JIyfeTo ce BO cpueto Ha TAMY. YyBCTBOTO Ha AMHAMUYHOCT
3a Koe ce 360pyBa ce MaHMPeCcTMpa He camo MpeKy C/MKM Ha [1ejCTBO
TYKY M NpeKky nellaykaTta akTUBHOCT Ha ofere M GU3MYkM Tpya. Bo mHory
o4, CAMKUTE ce HocaT MM ce KpeBaaT npeameTu. Jlyfe yekopaT co Uen,
NOHeKorall co rnaBuMTe HasBeaHaTW, WAW HE rnegaaT Hac, rneaaqyoT, €O
OMpeKTeH nornes Bo 06jeKTMBOT Ha doToanapatoT. Bo ,/[Bajua co uurapm”
MMa XyMOP LLUTO € peyncu GUIMCKK, Kora ABsajla nyladym oaat eaeH KoH APy,
M eIHUOT FO MepKa APYrMoT CO Mafio HaBeCTyBakbe Ha NPeTnasIMBOCT. Kako
TakBa, TAMY r ondaka onwTecTBEHMOT U AMYHMOT NPOCTOP Ha yAuLuaTa.
Ce HasMpaaT MHTMMHM MWIOBM, Kako M AMHAMWYHATa eHepruja co Koja
[elaTa ro ocBojyBaat GM3MUYKMOT NpocTop. YyBCTBOTO Ha CMPOB M PaAOCHO
HEKOHTPO/IMPAH MBOT WTO AeLaTa ro OTeN0TBOPYBAaT € WMHKaNcyanpaHo
Bo ,CobaTa Ha MMamoT”, Kade WTO KakBO OMA0 doOpmManHO YyBCTBO Ha
NPOCTOP € HapyLeHo o4, apXMTEeKTypaTa LTO CTaHana AEeTCKO MrpanuiuiTe
M e NONONHUTENIHO UCKPUBEHO OJ1 HAaKPMBEHMOT aron Ha $oToanapaToT Ha
MaH4eBCKM. KMHeTUYHOCTa NPUCYTHA BO CAMKUTE Ha AeLa e banaHcMpaHa co
nsseceH 6poj Aena Kako ,Tpu Kyunrba M yosek” n ,HoBek BO *KONTO", Kaze WTo



MUPHOTMjaTa Ha BTPEHYYBaAHETO ja BKOTBYBa CAMKaTa. CMUMPEHOTO, pedmcu
CKYNNTYpanHO ApKere Ha TenoTo Ha LeHTpanHaTa éurypa so ,/[Bajua u
TPU YajHULM® ce pedneKTMpa BO CAMKUTE Ha KYK/AW, KOM Ce MojaByBaaT BO
oapeaeH bpoj apyrn Aena. MaysaTa NPOAO/KYBA CO NEXKEUKUTE DUTYPU U
Tena WTo ce monaT Bo ,,/incaboH” n ,Ennzabet cTpuT rapaeH”. Bo asmketrsbe
WY BO NPEOAHM COCTOjOU, TenaTa ro obAMKyBaaT 1 ro AedpuHunpaat ypbaHnoT
npocTtop. CAMKM Ha pafoCT M HarnacyBaaT CeKojAHEBHUTe 6opHM 3a ONCTAHOK.
HaBpaKajkn ce NOBTOPHO Ha CAMKAPCKOTO, eAHa CAWKa, ,Jbynyo u pubata“
MaKo HaBMAyM MpoCToAylliHa, ro A0/M0BYBa OHAa YyBCTBO Ha PaH/AMBOCT U
KPLW/AMBOCT Ha »MBOTOT Of CAMKWUTE Ha [oja. /bynyo ce YMHWM 3aHeceH BO
KOHCYyMUpareTo 0BPOK, fofeKa HEMUOT Nornes Ha pubaTa cTaHyBa poKanHa
TOUKA Ha PAa3MMUC/YBaHETO 3a HallaTa CMPTHOCT.

I/l CKYCTBEHMOT acneKkT Ha TAMY moske aa buae pasrnedaH U of acnekT Ha
ncuxoreorpadujata u ceTunHoto. Mcuxoreorpaduja, M3pa3 ckosaH o, M
Oebop 1 CutyaumoHucTnyKaTa MHTepHauyoHana, ce ogHecyBa Ha YMHOT Ha
yeKoperbe UM Ha dérive (allKatbe) 3a @ ce UCTPakM edbeKToT Ha rpaackoTo
OKpYKyBakbe BP3 MUCAUTE, YyBCTBATa M NOCTankuTe. Bo KOpeHOT Ha OBOj
nNpucTan Nexku HanopoT Ha CUTYaUMOHUCTUTE Aa M ypHAT rpaHuunTe U Aa
ja cTonaTt ymMeTHOCTa BO XMBOTOT. TAMY ro OTe/NI0TBOPYBa UCTPAXKYBAYKNOT
npucTan Ha ncuxoreorpadujata co nocpeActBo Ha objektusoT. Co
KpcTocyBareTo Ha ypbaHWoT TepeH MaH4YeBCKM M oaroBapa Ha urpaTta
Ha OMWTEeCTBEHOTO W MPOCTOPHOTO M HA CBECHMOT M HECBECHUOT edeKT
WTO TMe ro npeam3BumkyBaaT. OBaa CeTUAHA AMMEH3Mja MOXKe MNoHaTamy
[a ce popmynmpa HWM3 MaejaTa 3a XanTUYHOTO M 0COBEHO 3a XanTuyHaTa
BM3yenHoCT. PuamckaTa TeopeTmyapKa /lopa Y. MapKcja onmwysa xanTuykaTa
BM3Ye/IHOCT KaKo PeHOMEH BO KOj OKOTO 0 CTEKHYBA MCTMOT KBAJIUTET KaKo
KoXKaTa, CO Toa WTO MMa cnocobHocT Aa pasbepe Aonup M Aa YyBCTBYBA
TeKcTypa.: Bo xanTnyHaTta BM3yenHOCT 06jeKTMBOT ja HaAMMWHYBa yaoraTa Ha
MEXaHWYKO NpeTcTaByBakbe 33 Aa CTaHe NPOAOJ/KEeHWe Ha ceTmnata. OBaa
CeH3opHa AnmeH3nja Bo TAMY rv ondaka He camo Teniata M NPoCTOpUTE TYKY
N NOBPLWMHUTE U TEKCTYPUTE HAAOMOAHETN CO CEHKA U CBETN0. KaKo TakBw,
OBME C/AMKM TO HaAMWHYBaaT MPUKAXKYBareTO 33 Aa CTaHaT MCKYCTBEHO
OTeNOTBOPEHME Ha MeCTO.

XaHTW—IKMOT NN CEH30PEH aCNeKT Ha C/INKAaTa € Hal/laCeH CO HaKpMBeHUTE
arain, KPOMnunHroT, KPYyNHUTE NN1aHOBM M CO BapMpaHUTE NepCnekTnen BO

!CTuBeHc, EHAapjy, ViaHWHATa Ha nej3askoT: JopuH Macu (HTepsjy), 3:AM marasuH, 29 centemspm 2010.
2MaHu4escku, Munyo, MeT Kanku coH, HaunoHanHa yctaHosa Mysej Ha copemeHata ymetHocT, Ckonje, 2010, cTp. 5.

TAMY. KponupareTo U GparmeHToT, 3amaTyBareTo M 6p3noT nornes ce
HaYMHOT Ha KOj ro UcKycyBame ypHaHOTO. YMHOT Ha rnedarbe e NpeKkuHar,
HapyLleHo TeYeHMe YCKNa[eHOo CO UAEeUTe Ha KOMaKoT, AN Ha dparMeHToT
Ha Koj ce ynaTyBa. ®oToanapaToT HE BOAW BO, HM3 U Mpeky obu3nykaTa
TEKCTypa Ha ypbaHWOT KMBOT, YECTO SUPKajKM MpeKy pamo MAM HK3 paLe U
HO3€, CO MepcrneKTMBa LTO NOHEeKorall Noco4YyBa Ha NepcnekT1Ba Ha AeTCKO
oko. Ornegana n pedAeKcMM ro UCTaKHyBaaT YMHOT Ha redarbe U ja wupat
NpoCTOpHaTa AMHaMMKa BO pPamMKUTE Ha [ABOAMMEH3MOHasHaTa MoBPLUMHA
Ha doTorpadumjata. Bo ,Ha rpaHmua” pednekTmpaHaTa caMKa BO CTPaHMYeH
pPeTpoBM30p MpeTcTaByBa MUI Ha MUP BO HeodpedeHaTa Apama, ywTe
noHarnaceHa NOBTOPHO CO CUMEH AMjaroHaneH ,pes” WTO ja NpenosoByBa
KomnosuumjaTa. ,Ornegana” ro Tepa 0BOj YMH Ha refare ywTe Noganeky,
KafZie LWTO M3/10r0T e aKTMBMPAH CO MHOTYHPOjHU BUHETU 04, CEKOjAHEBHNOT
XnBoT. [a ce KpcTocyBa No ypHbaHOTO MCTO Taka 3HauM U Aa ce MaHeBpupa
NOKpPaj PeKNaMHUTE 3HAUM M O3HAUYMTENN U NMOKPAj KOHKYPEHTCKMTE 0bunam
[,a Ce HAaCOUM HALLETO BHMMaHMeE M Aa ce NpuBaeYe HawunoT nornea. Bo ,,Cakaj
ce cebecn” n cammoT GpoToanapaT e NpuUcyTeH, MaKko pedunck besonaceH mery
Kecu 3a nasapere v aoroa.

AMY e cnasetbe Ha MeCTOTO M Ha BM3yenHocTa. OBoj onyc doTorpadum ja

NpaBW BUANBA C/IOEBUTATA KOMMIEKCHOCT HAa MECTOTO Kako HedUKCMpaHo,
baynaHo n AMHaMMYHO. BaxkHOCTa Ha refiatbe € NpeBeeHa BO MCKYCTBEHO
WA BO CETW/IHO, MOTKPEMNeHO Of OCETOT 3a eKCMepuUMeHTMparbe M urpa
CBOjcTBEH Ha Munyo MaH4yeBcku. [la ce npenosHaaT M ga ce AoxMBeaT
reorpadckata M onwTecTBeHa MNAypPasHOCT MNpucyTHM BO TAMY ocTaHyBa
BAXXHO M BM3MOHEPCKM CO Or/1e/] Ha MONAapHOCTUTE Ha HalllaTa TEKOBHA KAMMa,
KapaKkTepu3MpaHa Kako TakBa of obuante aa ce aeduHupaaT n dukcmpaat
rpaHmun. TAMY 1 otdpna rpaHuumte — reorpadckmte, dopmanHuTe U
npyrute. Kako TakBa, TAMY moxe aa buae Kage 61no, 1 Ha KpajoT e cekajie.

KoHop MeKrpejan e yMeTHUK KOj uBee BO MpCKa, Kaje WTO e AeKaH 3a
aKaZleMCKM npallatba Ha KoneLoT 3a ymeTHOCT , bypeH”.

3Buam Mapkc, Naypa Y., KokaTta Ha GUamoT: MHTepKynTypasHa kuHemaTorpaduja, otenotsopermne n cmucna, jyk jyHvusepsntu npec, 2000.
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*eHa n 3eneH sua, 2011
Woman and Green Wall, 2011

10






LlpseH sua (BpyknuH), 2014
Red Wall (Brooklyn), 2014
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S, 2011
S, 2011
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Tajnej, 2019
Taipei, 2019
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Orpaga, 2011
Fence, 2011
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llejkob Puc napk 6my, 2016
Jacob Riis Park Beach, 2016
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Yosek Bo Hbena kolwyna, 2011
Man in White Shirt, 2011
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Neto Bo rpagoT, 2011
Summer in the City, 2011
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HokeHn aBTobyc, 2011
Night Bus, 2011
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MHKo, 2011
Ginkgo, 2011
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Xye, 2012
Hue, 2012
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YoBek Ha TpoToap, 2020
Man on a Sidewalk, 2020

32






YoBekK, TpaKTop M poneTHa, 2011
Man, Tractor and Roll Up Door, 2011
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MopTOKaNoBO M 3e1eHO U MaaKy nnaso, 2011
Orange and Green and a Little Blue, 2011

36






YosekK BO *onTo, 2011
Man in Yellow, 2011

38






Hbyjopk, 2011
New York, 2011

40






Mnasa knyna, 2011
Blue Bench, 2011

42






Cranosu n umrapu, 2011
Sticks and Cigarettes, 2011

44






OcTuH, Tekcac, 2012
Austin, TX, 2012

46






BackeT, 2011
Hoops, 2011

48






Xo Wn MuH Cutn, 2013
Ho Chi Minh City, 2013

50






HeTe, cTan, jaxe n sua, 2011
Child, Pole, Rope and Wall, 2011

52






Mojcej, 2011
Moses, 2011

54






CynepmeHn, 2011
Superman, 2011

56






KamunoH, 2011
Truck, 2011

58






CnetyBame, 2014
Landing, 2014

60






IBe n TeToBaxa, 2011
Two and Tattoo, 2011

62






JeTe BO 3eneHa jakHa, 2011
Child in Green Jacket, 2011

64






oy Llepcun, 2011
New Jersey, 2011

66






NucaboH, 2015
Lisbon, 2015

68






Jbynyo v pubata, 2017
Ljupcho and the Fish, 2017

70






Nuamja, 2011
India, 2011

72






BapaHacu, 2011
Varanasi, 2011

74






PocTtos Ha [loH, 2017
Rostov-on-Don, 2017

76






Toukun, 2020
Dots, 2020

78






UpseH 4yopan, 2014
Red Sock, 2014

80






CobaTta Ha umamor, 2018
Imam odasi, 2018

82






domunHo, 2016
Domino, 2016

84






Ha cokak, 2018
On the Block, 2018
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MaH Am, 2011
Pan Am, 2011
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KadpeHun oun, 2011
Brown Eyes, 2011

90






YoBek u Kykna, 2015
Man and Mannequin, 2015
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34paso, 2017
Hello, 2017

94






KunHecka 4eTspT, 2011
Chinatown, 2011
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3/4,2011
3/4, 2011
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Tpu Kydnrba n yosek, 2011
Three Dogs and a Man, 2011

100






101, 2011
101, 2011

102






MparaHckn BouH, 2014
Civil Warrior, 2014
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CeHKM n 3eneHo, 2011
Shadows and Green, 2011

106






MonnaaHe, 2016
Afternoon, 2016

108






Monok 1 PoTKo Bnerysaat Bo 6ap (PoTko ro caka MNonok), 2013
Pollock and Rothko Walk into a Bar (Rothko Loves Pollock), 2013

110






[Be KoHaypu n meTna, 2017
Two Shoes and a Broom, 2017

112






lopue MeTtpos, 2015
Gjorche Petrov, 2015
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Hdete co nnwTton, 2015
Boy with Gun, 2015

116






ABajua co umrapu, 2017
Two Men with Cigarettes, 2017
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Sua, ponetHn n unraum, 2016
Wall, Blinds and Bricks, 2016

120






Yumnka un ceHka, 2020
Lace and Shadow, 2020
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++, 2011
++, 2011
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Jabonka, 2020
Apples, 2020
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Cakaj ce cebecu, 2011
Love Yourself, 2011

128






AwnjaroHanHo, 2013
Diagonal, 2013
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Wanraj, 2017
Shanghai, 2017
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MunHu me, 2012
Touch Me, 2012
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4 Jynn, 2011
4th of July, 2011

136






Paue, 2011
Hands, 2011

138






MopTto, 2020
Porto, 2020

140






Momue Ha Touak, 2011
Boy on a Bicycle, 2011

142






ABajua n kammoH, 2012
Two Men and a Truck, 2012
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Ornepana, 2011
Mirrors, 2011
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Ha rpaHunua, 2015
At the Border, 2015

148






NcTanbyn 3, 2011
Istanbul 3, 2011
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Unk-uak, 2020
Zig-zag, 2020
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ABeHnja U, 2012
Avenue C, 2012
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CaH AHTOHMO aie noc bawoc, Kyba, 2016
San Antonio de los Banos, Cuba, 2016
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r, 2011
L, 2011
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Bona, 2020
Water, 2020

160






lInbann xajaap cokak, 2018
Cibali Haydar Sokagi, 2018

162






ABajua v Tpn YajHmum, 2011
Two Men and Three Coffee Pots, 2011

164






Yosek u wan, 2011
Man and Scarf, 2011

166






CHuxeme, 2011
Sale, 2011

168






Mernay, 2011
Iron Man, 2011

170






UpHa lTopa, 2017
Montenegro, 2017

172






Ennzabet cTput rapaeH, 2017
Elizabeth Street Garden, 2017

174






UpseHn HokTK, 2014
Red Fingernails, 2014

176






Ha npyraTta, 2011
On the Tracks, 2011

178






Ha lanr, 2011
On the Ganges, 2011

180






[MnaBo Ha TOMNKKMHC ckBep napk, 2012
Tompkins Square Park Blue, 2012

182






KankyTta, 17 gekemspu, 2011
Kolkata, December 17, 2011

184






#HUKponHmdoTOLWON

#nocropnophotoshop



Munyo MaH4yeBcKu e aBTop Ha duamosuTe ,Mpea aoxkaot” (1994), ,MpatumHa“
(2001), ,,CeHkn” (2007), ,Majkn” (2010), ,BUKMHKM MyH” (2017) n ,Bpba“
(2019), Kako M Ha KycomeTpaxkHuTe ,6e3 Hacnos” (1982), ,1.73“ (1985),
,HeTtBpTok” (2013), ,,KpajoT Ha BpemeTo” (2017) 1 apyru.

Herosute ¢uamoBu ce auctpmbympaHm rnobasHoO M MMaaT OCBOEHO Haf,
60 mefyHapodHW Harpaau, mery Kou u 3nateH nas Bo BeHeunja (1994),
NuamneHaeHT cnuput (1996), Enen Bo Acned (2017), Aasuna an [oHaTteno
(1995), AnymUHMYMCKM Kok Bo CTokxonm (1994), HomwmHaumja 3a Ockap
(1995), CpebpeH KoHaop BO ApreHTuHa (1997), 3natHa bybauka Bo LLBeacka
(1995), ®UMNPECLLM (1994), ®EAEOPA (2011) u daHTacnopTo (2018 1 2020).

ABTOp € Ha KHurute ,JyxoT Ha majka mu” (1997), ,BuCTMHa M NpuUKacka:
benellku 3a (McknyuynTenHata) sepba Bo ymeTtHocTa” (2012), ,Cankn, 360posu
nnarn“ (2015), ,Yamua“ (1999) u ,,MeT Kanku coH” (2011).

CaMOCTOjHO M Kako ocHOBaY Ha rpynata 1 AM noctasyBa apT nepdopmaHcH BO
Ckonje, benrpaa, Cnaut n bpyKkaunH.

Mman noBeke rpynHu MU ABe CamMOCTOjHU U306 Ha doTtorpadum, ,Ynmua“
(1999) u ,MeT Kanku coH” (2011) Bo My3ejoT Ha coBpemeHaTa YMETHOCT,
Ckonje. Tne ce notoa M3noxeHn n BO Hbyjopk, MockBsa, LLaHraj, CTokxonm,
Typumja, XpBaTcka, Cpbuja, byrapuja, XonaHanja, Ntanuja, JanoHunja, Pomanuja,
Moncka, Mpuuja, PpaHumja, JomrHMKaHCKa Penybaunka, CroBeHuja UTH.

HeroBuTe aena ce npeaaBaaTt Ha HEKO/IKY CTOTUHU YHUBEP3UTETH.
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Milcho Manchevski wrote and directed the feature films Before the Rain
(1994), Dust (2001), Shadows (2007), Mothers (2010), Bikini Moon (2017) and
Willow (2019), as well as the shorts untitled (1982), 1.73 (1985), Thursday
(2013), The End of Time (2017), etc.

His films have been shown globally, winning more than 60 international awards,
including the Golden Lion in Venice (1994), Independent Spirit (1996), Ellen
in Aspen (2017), David di Donatello (1995), Aluminium Horse in Stockholm
(1994), an Oscar nomination (1995), Silver Condor in Argentina (1997), Golden
Bug in Sweden (1995), FIPRESCI (1994), FEDEORA (2011) and Fantasporto
(2018 and 2020).

He has authored the books The Ghost of My Mother (1997), Truth and Fiction:
Notes on (Exceptional) Faith in Art (2012), Pictures, Words and Lies (2015),
Street (1999) and Five Drops of Dream (2011).

He has staged art performances in Skopje, Belgrade, Split and Brooklyn, on his
own and as founder of the art collective 1AM.

His photographs have been in several group shows. His two solo exhibitions,
Street (1999) and Five Drops of Dream (2011) at the Museum of Contemporary
Art in Skopje have traveled to New York, Moscow, Shanghai, Stockholm, Turkey,
Croatia, Serbia, Bulgaria, Netherlands, Italy, Japan, Romania, Poland, Greece,
France, Dominican Republic, Slovenia, etc.

His work is part of the curricula at several hundred universities.






