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* Due to the specific flow of the writing thought, the text was written only by Ivana Vaseva, based on
the research performed by both authors.

** A note by Filip Jovanovski and Ivana Vaseva, authors of res&odlkective action as a politicaiot
organisational decisidrand the M.B. of AICA Macedonia.

The rewarded research "Collective action as a political, not organisational decision" of authors Filip
Jovanovski and Ivana Vaseva exists in two distinctorersa summarized version 20 pages long, edited

in Macedonian and translated and edited in English, according to the previously established criteria of
the yearly award "Ladislav Barisik". The falision of the awarded researc¢ollective action as a

political, not organisational decisionfcluding additional information, is also existent, and it will be
made available to the public via the AICA Macedonia web portal in further agreement with the authors.






INTRODUCTION

If we wish to really @lk about political art, we need to reveal its relation to the communal. Through this
perspective, we also need to rethink the social and political value of art, which is closely connected to the
perception, recognition and establishment of the visibititywhat we now have and will have in common in the
future.

(Bojana Kunst)

1. Il faut faire des films politiques.
2. Il faut fairepolitiquementdes films.
(JeanLuc Godard)

In thesespecialtimes of the latest Macedonian history, especially in ldgt decade, collective spirit has
been put up to a test. It irighly demandegdbut it seems that its history is small and weak. It exists in
the memory and in the public opinion, however, mostly it is not articulateal safficiently clear manner
(with an epiemythical component), discontinued to the extent that it runs away (and succeedbgto
Y NBAY & | Yy RgloBéohthieimane N @KS &S TS gloribasBrizsRR> F2NJ 42 YS
However this spirit,gradually bypassing thteap of the pervasie selfnegation (unlike another existing
rhetoric of seltindignation), it can be established that this spirit was present in this country in different
periods, forms and intensities.

What lies ahead of us in this reseatishthe specialarea¢ art and is local manifestation in theguiod
from 1945 to this date. The research includesl activelyrethinksthe most recent artistioccurrences

¢ and the appegsance of the collective aractions and their sensibility in he form of artgroups and
reviews themin a broader mannein the form of initiativesplatforms, collectives and informal group’s

The research examis the importance of such groups and foessn their veryestablishment which
differentiates two extremes; making a difference that each@ip is anorganizationaktructure ¢ the
group, whose establishment is an organizational decision and whbgertive is themutual assistance
its membersprovide for each othein their individual production and exhibition practice and another
one where he group is formed as golitical decision aiming to change aspects in the constellation
whereit creates andaiming tocreate newenvironmentfor production and receiving art, thus creating
political relations and relationships. In this sense it is egfigamportant to make aistinctionbetween

the terms & LJ2 f Jandd@&KeS L2t A G A Ol fs ¢he dindedskrs of aniggbrisil which fs ¢
constitutive ofhuman societiesvhile & LJ2 £ A (i As€t&@fépractices aidKirititutionthrough which an
order isACreated, organizing human existence in the context of a&onflictuality provided by the
political.

1Kunst, Boj ana, ABudite politilni, ili vas nefle biti! (O poli
izdanje TkH (Teorija koja Hoda) | asopi sa pedornamrsa(Belgrade, i zvolal k
2011), 130

partofthe mani fest fAWhat i 4ucGadardy £970d ramstafiod: 1bWe must make political

movies. 2. We must make movies politically http://www.derives.tv/Que-faire

% In order to avoid repetition of all manifestations of the term art group, which may come in the form of initiatives,

platforms, collectives and informal groups, when discussing all three groups taken into consideration in this research,

we wi || use the term group. When each of t breahgrdugsorr evi ewed i n
initiative will be underlined.

“Mouffe, Chant al . On the political (Routl edge, London d New Yor k,



In this research, we will not take into consideration all grob@ging existedn the country in the gen
period’. Instead we will focus on three gupsc¢ the groupDENE$19531955), ifiormal group of the
artists Kodpman and Bgan (19701975) and the initiative KOOPERACIJA (201%). We will examine
their activity through a similar set of parameters and criteria.

This reseech raises the followig questions: does collective action in art open ploitises and thoughts
which target and incitenot only artistic development and exgeentation, with an idea formutual
motivation and supportbut also if there were/are in our country associations ethcancontributeto a
political change througtartistic action; and are there artollectives aiming to create new relations
among people and new relationships in the specific systeimich will differ from the previous ones.
These groupfave beenseleced for seeral reasonsfirst, these authors have had an impaobn the
period of their actiong they appeared in critical momentsehaissancend the building of Yugoslavia,
relaxation of art controls and opening of the country to western influences anty@e of regime
perception of art andsocietyin the last decadés both socially and politicallytad a vision for a better
societyand therefore the artsand hadan active audience which reacted frequently dawritically to
their work. This research emanes if the impact of these group®ally changed something in the
existingconstellationof the artistic system and the artistic systeysociety, did it create fruitful grounds
for future generations and if they created a structure which could win vithaainted and thus transfer
the model to similar initiatives.

The actions of these groups are analyzed based on:

1. The description of the grouphow they defined themselves and their public statements

2. The opinions of 3 types of respondents

3. Throudp publications and printed materials published for these groups.

What we want to show in this research is whatthe role of collective efforts and actions the
development of the new generation of artisendthus on the artsceneas well asts activeinstitutional
alternative capable to change the stale waters of local history and the establish@ustititions and
institutional formats and possibly pave the wiaythe wider international scene. Thefore, thepolitical
initially refers to breakinghe established order in the established structures of the environment and
furthermore the wider social contextSo here w are not talkingabout collective work, rather we talk
about collective action, the group, group activities and their effects.

The irterest to research the phenomenon of art groups, which is the action of maldigilsts in a group,
collective activityor action, regardless if it formal or informal, or a variation of the sevpaaisible
interpretation of this term,arose from a specifc political andsocialsituation in Macedoniawhich
affected the cultural and artistic domain. Tih&sedthe need to reexamine the existing condition of the
contemporary visual scene more specifically the independent scene, which has still not been
registered in the official cultural policies, still representing thstitutional formats and professions,
flowing in stale waters. They in turn can use significant facts from the research in the collective acting
throughout Macedonian history of arit) their readinesgor makinga change.

On the other handjn the last twenty yearseveral formal andnformal groups of artists started to
appear in this country, such as the-hadc choir Raspeani Skopjanihe art group and art space Art
I.N.S.T.I.T.U.TSkopje, thenitiative Kooperacija, the art group Momi, the group of at$ that formed
the space Kula, the art group € etc., all having different reasons for their formation, with their own
language, expression and methodsopkeration

The concentrdon of such formatios inspired us to think of the reasons for the more frequent
appearance of this phenomenon, especially in specific circumstances where alternative centers do not

° Although shortly are listed all modern and contemporary visual art groups that existed in the country. The research
speaks as well about groups consisted of three or more members and does not consider artistic duos.



exist, there is almost no fund to help and stimulate artistic actividied no production conditions (so

far, within thesegroups, the anachronousacademic education in this countwas not addressed’

In the same period, there was a massive appearaaroe collective expression of citizen revolt with
strengthand frequency ot typical inthe newer Macedonian history, manifested different protests

and civil actions, startmfrom the ones agairighe famous government plan 'Skopje 2014, to the latest
protests against the decision of the Constitutional Court to allow dbaliand amnesty for electoral
crime, for which the Specidrosecutionalready started inveggiations, based on the contents of the
publicly announced materials from the illegal monitoringcofnmunications

These collective forms inspired various fornicoriosityin different professional and social areas and
they were subjected to different supervisions and analyses, which made us think abquagkibilities

for rethinking the internal structuregontinuity and the effecfrom the existence of suchrgups.

Collective action is not very extensivedomestic history of art unlikthe countries in the region. As the
research shows, grougsave existed but theyhaveonly left impression in local history, whereas the
groups in the larger centers, suck Belgrade, Zagreb and Ljubljana, were in the spotlightonty in
Yugoslavia, but wider as wélin that sense, this research is a small step to outliningeistenceof

such a history in Macedonia, similarly to the main centers of Yugoslavia, |lessideythe events in
Macedonia, Bosnia and Herzegovina and Montenégro.

The aithors Blake Stison and Gregory Sholetterite that the spirit of collectivism appears in the late
capitalism in the form of a new collectivisforthem mllectivism should b@eriodizedbecausat could

be beneficial if it could be defined as history @hdan occupy clear position and face clear possibility
now, as a new period, which appears in that history. First and foremost they address the collectivism
specific for the 6ld War (they use a phrase such as 'Collectivism after modernism’) and the
repercussionsof the new collectivism. According to them, this new collectivism carries part of the
inheritance from past collectivisms but also it is realized iniitbgemonicpower of global capitalism.
They also add the followingt ¢ KA &> (GKSyYy > A& 2dzNJ FS{A arkalizditRefias (G K
neither the strategic vision of some future ideal, of a revised modernism, nor as the mobile, €ulture
jamming, moremediated-than-thou counterhegemony of collectivism after modernism, but instead as

a I NE Qraalizat®rioffhuman nature constituted by taking charge of social being here and now. This

® This research does not get into the discussions, analyses and criticism of the appearance and existence of art

collectives on the international art scene. Its starting point is the fact that here (in this country) we have a specific

artistic, but also, social context, completely devoid of commercial artistic market and creative cultural industry, which

significantly change the thinking about art and its politicization. Thus, here we discuss art groups as part of the region

which geographically, ideologically and politically belongs to a wider post-Yugoslav cultural and political context

(under region we mean this specific area), which requires redefining the relationship between politics and art,

established through contemporary curatorial and artistic critical practices.

! Starting from 2009, when the First architectural rebellion was organized against the construction of a religious
building on the mainn acdi,t yt os qtuhairse difiaMaec,e dsoe v er al expression of
extents. Some of the more popular citizen movements and protests since then until today were the Protests against

police brutality, protest against the legal changes for payment of contributions, protests against external testing of

university and high school students, which were one of the most massive to this date, protest activities within the civil
initiatives AMAN and GO SAKAM GTC, t hentatheRepubliSdf dateslah@,06 i n fr o
etc.

8 sSuvakovic partly speaks of the avant-garde (1918-1935), neo-avant-garde (1950-1968) and post-avant-garde

(1969-1995) in Yugoslavia, as occurrences on the margins, censored and repressed, and thus forgotten. Therefore

they were subject of a wivdielr, iMitgekroe.sotl mpatselipl enHi Gtvakeso

Guvakovi i, Mi gko eds. | mp o s-&arded, Beo-Mvard-Gavdeds, and PobtiAvamnt-Gardes ia | Avant
Yugoslavia, 19181 1991 (Cambridge, Massachusetts: The MIT Press, Massachusetts Institute of Technology, 2003)

°I't is interesting to mention that some of the &D®@EPS in Yug

fBosch+Boschdo and the text ualréenmine indisible nntil Zheie negerd expasure to the artistic
audience.



means neither picturing social form, nor doing battle in the realm of esentation but instead

Sy3alraAay3a gAGK az20Atf fAFS & LINRPRAzOGAZ2Yy S Sy3r3ray3
From that point of view and due to the breadth of the subject, this research does not tackle issues such

as the reasons for thexistence of collectivism during the late capitalism and the internal turgwevien
though it has always been fascinating to look at the existence of the collective spirit, teag the

senses of individualism have sharpenéehding to professionalizéhe creative force shaped in the

individual as a professional notin

Alsq this research does not get into the group dynamics and all affective and emotional states which

arise from working in groups, such as friendship, happiness, joy, pleasure fronmgvtogether. Also, it

does not analyze or criticize the organizations themselves, or their operational setup, may it be
horizontal, where everybody takes charge for their own wish; or vertical, where, for instance, the leader

of the group (the authority the father of the group; Oedipaltransference or Oedipal model according

to which the lidettells the group members who they are and what they need to be doing; or the form of

charismatic tyrannical leadership, which does not allow proceskemancipaion in the group but uses

the group, which believes in its leader, through means of manipulafisrpersonal benefitd?

THE ART GROUP

Loosely defined, it is a group of artists or art collective working together to achieve a common
objective®® Considemg that groups may be different for various reasons, this research narrows the

limits of examination to the method i.ehe main idea behind the functioning structur@nd the
objective, which may be of a different nature.

One of the two &tremes that thisresearchexamines are the groups, which from their very inception,

are defined to create favorable and improved environment only for their members and serve only their

needs, assuming mutual support and strengthening the capacities only in that ciliclehdt kind of a

wwdzaAySaa @SyidNBa (2 I ROFIyOS AYRADGARIZ f INIA&GaAQ

10 Stimson, Blake and Sholette, Gregory. Alntroduction: Per i oStimson, Blake &had Sholette,t i vi s mAi

Gregory eds. Colectivism after modernism The Art of Social Imagination after 1945 (Minneapolis, MN: University of
Minnesota Press, 2007), 13

oA deeper review of the reasons for the formation of groups and organizations, and for the interest of individuals in
collective actions i to strengthen individual and mutual interest, may be found in The Logic of Collective Action:
PublicGoods and the Theory of Groups H Mancur Ol son, Jr.
2verwoert, Jan. fANotes oinKoDarhthikaNina Vadetiei andeVieSsenp Markuas teds.0Naking
Up from the Nightmare of Participation (Utrecht: Expodium, 2011)

3 In the web dictionary of one of the most significant museums today, the Tate from England, the art collective is
loosely defined as a group of artists working together to achieve a common objective. Artists in the collective are
surrounded around common ideologies, aesthetics and/or political convictions.

In the early modern period, there were roughly two forms of art collective. Those who sought to bring about social
change by cultural means like the futurists. They looked towards the future where they envisioned a radically new
way of life. Others, like the Dada artists, represented the psychological consequences of loss of a pre-modern
existence and reflected that in their art. They spoke for a collective group, and in this case those mentally and
physically scarred by the First World War.

Today, thanks to social media, art collectives have an extraordinary global reach, giving them the power to bring
about change through direct action. Collectives today are about the present and how they can change society in the
here and now. See: http://www.tate.org.uk/learn/online-resources/glossary/c/collective

(Harva

“Unterkofler, Dietmar. Grupa 143 Kriti|]ko mio80 ¢édPeShagbeani

glasnik, 2012), 59



The second extreme are groups, which in the existing social constellation, try to promote the position of
art and actively involve art in social events. These groups usuallyotigreate another type of
institution, an alternative to the official institutions, enabling practices of individual and collective self
education and alternative to the myth of the individual artistic gerfusinvolves opening new forms of
action and hinking in the artistic world and thus in the broader social context.

Misko Suvakovijcart theoretician and contemporary aesthetician, defines #éinegroup (artistic group)

as a micresocial, nornstitutional community, whose members share and achievammon artistic
program, objective, values, way of life, ideology or methodology of work in art. Itc@natitutive
structure in the world of arttypical for the avangarde, neeavantgarde and posavantgarde.

In his understanding, the art group mhg: 1. A community with a formal organizational structure; 2. A
community with informal organizational structure; 3. A movement and 4. A commune.

A community with a formal organizational structuras a name, program, members and defined roles in
the graup and it represents an alternative institution in the world of art and cultér&€ommunity with
informal organizational structureundertakes the function of a group or movement where the
collaborators of the group keep their individual or autonomous eahbf action.

Informal groups occur:

1. In unfavorable artistic, cultural or political conditions, when artists unite to create favorable social
micro-social conditions for work, instead of a single program or methodological scope of work.

2. In the begining of the artistic career, when several different autholash coming from different
generations andlifferent styles of work.

3. When multiple groups and individuals create movement with specific artistic, thieatebr
ideological foundations.

A movementis an open, unstable, large and heterogeneous community of artists, theoreticians of art,
audience and collaborators which unite around a general idea that expresses the zeitgeist, a fashion
style or an ideological stance.cAmmuneis a community Wwose members do not only relate through

an artistic, aesthetic or ideological program, but they also cohabit and thus create an alternative micro
culture against the society as a whofe

Suvakovic limits his summary of art groups in the period fromatlentgarde to postavantgarde (the
period between the two world wars until the fall of the Berlin wdi§nd points outo the difference of

the functionand status of artists in all periofsAccording to him, avargarde groups were a micro
social alernative space where new relations were being created, in ternatoproduction, values and
methodology, which spread further in the world of art, growing into a dominant norm of art and culture.
In the necavantgarde, groups were shaped as movementsasearch communities (labs), which were
created by the examples from the scientific community. In conceptual art, the group was not only an
alternative micresocial creative space for artists, but also an awgftective object of research, analysis
anddiscussions. In poshodernism, the art group is defined as follows:

15 |pa:
Ibid, 58
® Guwka v Mi g.KPojmovnik modernj i postmoderne likovne umetnosti | teorije posle 1950 godine (Beograd i
Novi Sad: Srpska akademija nauka | umetnosti Prometej, 1999), 112 i 113 d Gu v a k,oMi iglk o . Poj movni k

suvremene umjetnosti (Zagreb, Ghent: Horetzky, Zagreb, 2005), 644 i 645. In both of his books he treats the terms

collective art and art group as being the same thing.

17Djuril', Dubravka and Guvakovil, Mi § k eGarded, Neo-Avant{isardes,arl|l e Hi st o
Post-Avant-Gardes in Yugoslavia, 19181 1991 (Cambridge, Massachusetts: The MIT Press, Massachusetts Institute

of Technology, 2003)

B Guvak,dw ig IkPojmovnik modernj i postmoderne likovne umetnosti | teorije posle 1950 godine (Beograd i

Novi Sad: Srpska akademija nauka | umetnosti Prometej, 1999), 113 and Gu v a k,v ig ik o . Poj movni k suvr
umjetnosti (Zagreb, Ghent: Horetzky, Zagreb, 2005), 645



1. Mimesis, quote or parody of the organization, activity and the meaningful achievement of-avant
garde and neavantgarde groups.

2. Team of artists and organizers, who by their streetare close to the organization of a group in the
sense in popular culture and show business.

3. Community of likeninded people within a marginal social group (national and racial minority,
homosexuals, feminists, adolescents).

Therefore, this researchrpsents a historical review of these phenomena is ordeptdline some fiture
thoughts and actionsthe future of collective, and itreexamine the new possible occurrences of
collectivism¢ having gone through the historwe end with the question: howo set up an alternative
institution and do we need to think of new models of art collectives?

METHODOLOGY

This research does not strive do give a complete review of art groups in thdrgourstead, it

reexamines threesignificant groups in the histgrof our country in order to show how such formations

operated in different period and thus fexamines their politicality.

Also, this research does not promote the academic, scientific methodology and discourse, but it sets up

its own methodology of worknspired by the artistic research practice. According to Henk Slager,

OdzNI G2NJ yR LINRPFSaa2N) 2F FINIAAGAO NBaSINOK:zZ (KAa
WSELISNI 1y26f SRISQS odzii  aLISOA T A Such khadledgg fannBtebeINS & & A
channeled through rigid acadermscientific guidelines of generalization, repetition and quantification,

odzi NBIldZANB&E FdzZA € FiGSyidiAazy F2N) 6§KS®dzyAljdzSs GKS |

This research was conducted in sevetages:

I. Inventory of collective practices in the past in Macedonia, from 1945 to this dédbe groups Denes,
Vdist, Mugri, Kiks, the informal group from the 70s led by the artistesi Kodjoman and Dragoljub
Bezjan, the groups 77, Usta, 1 AM, Tushdratorija, Krug, Zero, Elementi, OPA (Obsesspassessive

¢ aggression), Art LN.S.T.I.T.U.T., Momi, the ini#aKooperacija, the art group BE and the group of
FNGA dzyAGSR I NRBdzyR (KS aLJIl OS avdz I ¢0®

This has been presented in a diagram.

Il. In the ®cond stage, the research focuses ¢the reexamination of the three different artistic
practices during the larger period: the group Denes, informal group from the 1970s led by the artists
Milosh Kodjoman and Dragoljub Bezjan and Inicijativa KOOPERACIJA.

The three groupswvere examined through interviews, written questionnaires, by consulting published
books, interviews and texts and by analyzing through several parameters, such as:

1. Credo/working concept

2. Relations with theart environment

3. Relationwith society and political structure

4. Activities and their reactions and results.

Three types of respondents were being interviewed:

1. Members themselves

2. Friends and viewers

3. Critigues and art historians.

19Slager, Henk, fiNamel ess science I ntroductiond o ART&RESEAF
Volume 2. No. 2. (2009) in http://www.artandresearch.org.uk/v2n2/pdfs/slager.pdf
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From them, interviews were conducted Wit

Group Denes

1. Slavko Brezovski

3. Vladimir Velichkovski, Sonja Abadjieva, Zoran Petrovski

Informal group of the 1970s led by the artists Milosh Kodjoman and Dragoljub Bezjan

1. Dragoljub Bezjan

2.Simon Uzunovski

3. Vladimir Velichkovski, Sonja Aljiggta, Zoran Petrovski, Nebojsha Vilgtatemeny

Initiative KOOPERACKIA

1. Founders and corgroup (Gjorgje Jovanovikj, Nikola Uzunovski, Oliver Muspvik|

Members (Jana Jakimovska, Ines Efremovan®& Chalovski, Hristina Ivanoska, Dijana Bogdanovska,
Ivana Dragshikj, Aleksandar Spasda, gor Sekovski, Mirna Arsovska, Simon Uzunovski)

2.Iskra Geshoska, Sashka Bubevska

3. Zoran Petrovski, Sonja Abadjieva, Vladimir Velichkovski, Elena Veljanovska, Jovanka Popova
[Il. Summary of the result in a finakxt.

1. The politicalty and art groups. Art and
politics.

In order to get into the sybct that reexamines the politicalitgf the collective action (art groups in the
broadest sense), outlined in the introduction, this research will give a shod intthe relationship of

art with politics and aftenards it will explain the politicalitpf groups i.e. their decision for founding
and functioning as political.

When the relations of art and politics in the latest artistic constellations are revievmedthoughts of

the contemporary thinker Jacques Ranciere must be mentioned. He suggested a camplateof the
relation between aesthetics and politics and he significantly rethought the historical models of
understanding their development (relation atitonomy of art, politics and social change).

Ranciereargues that art (since the Enlightenment) is predicated precisely on a tension and confusion
between autonomy (the desire for art to be at one remove from meads relationships) and
heteronomy (thatis, the blurring of art and life). For Ranciere, aesthetics (he reinvents the term

2 s possible to have an articulated position on the initiative KOOPERACIJA, which functioned between 2012-

2015, especially because contemporary art is archived in the moment of creation. However, for our research we did
not have access to the thoughts of some of the founding and most active members of the initiative. Thus, the
summarization or sublimation will be based on the respondents, out of which two are founders, 11 members, two
regular and critical followers and 4 art historians. Four of the eight founders / the core group, such as Igor Toshevski,
Denis Saraginovski and Slobodanka Stevchevska (OPA) and Vladimir Janchevski did not want to respond to our
calls, give us answers to any questionnaire or a personal interview, under the explanation that there was not enough
time for a critical distance from the work of the initiative, that they were to busy with their professional obligations, but
also that everything has already been said in previous interviews and written texts, on different occasions, and
therefore there is no need to answer our questions. They also questioned and criticized the method of our research,
asking questions about the final outcome. Nikola Uzunovski is also part of the core group but he was not actively
present because he worked outside of Macedonia, while Vladimir Janchevski and Oliver Musovikj, which are not
founders, were very active, the former from the very beginning of the initiative and the latter in the last year. Filip
Jovanovski, who is one of the founders of Kooperacija, was excluded from answering the questionnaire because he
is one of the authors of this research.
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aesthetics which now refers to a specific way of experiencing and tdinigeistic and theoretical

domain where the thinking of art takes place) and politics overlagmeéir concern for the distribution

and sharing out of ideas, abilities and experiences to certain subjects or as he tlfaitage du

sensiblé'.

For him, the kind of art which specifically deals with political issues (by transferring a speciedlpolit
message) is not really political becauserty O2 Yy FANXY & GKS &a20AFf 2NRSNE 6K,
the foreseen position within the social order of the country.

In contrast, Ranciere argues that the connection between art and politics sheutdhe through which

artworks produce effects of dissensus because they neither give lessons nor have any destination. By
NEY2@AyYy3d GKS |adadzyLliAzy GKFG FNI YdaAad KFE@S |y STF
RAANHzZLIGAY 3 (KRS a@RABGNAD MbixZY ¥R f SIFIRAYy3I (G2 NBO2Y
social order. Thus, truly political art would expose both an understanding of the politics which dictates

the V\Z/?y society is arranged as well as exposing the resistance to that eodém within the work

itself.

When it comes to socially engaged practices, which are some type of collective action, but usually not

art groups, Claire Bishop, supporting the ideas of Ranciere, but referring to artworks, says that the most
attractive waks of today reflect on the antinomy between the autonomy and social intervention, both

in the structure of work and in the conditions of its reception, which can sometimes be uncomfortable,
exploitative, confusing or provokinGhese works usually use laddoration to create poetic and multi

layered events which resonate on many levels and understand the aesthetic as something that goes
Ff2y3 gAGK (GKS LREAGAOIE® . AaK2L) aleéea GKFG aAiayad
aesthetic to reloate it in praxis, the better example of participatory art occupy an ambiguous territory
0SGBSSyYy Wi NIUS ofSAORSY A/ND  'YNEINJ Te $h© extrelny, Bachydd tNdSe sceNdiid®

AyOf dzRSa Ala 26y SyaRRLRI Ada 26y SyRAYy3a F2N) I NI é
In order to exanine the complex relation(s) between art and politics, the philosopher and cultural critic

Gabriel Rockhill points out two general positions on which these entities sustain and reviews their
relationship through the politics of art and to the social poiiation of aesthetic practices. He revisits

the position of Ranciere (among others) and writes that his affirmation of consubstantiation of aesthetic

and politics is blurred by his incessant claims that art and politics never met in a decisive sensdl. Rock

writes that the work of Ranciere is utterly possessed by many shortcomings underlined in the writings of

his predecessors.

One position, according to Rocknhill, called politics of art is based on the ontological illusion which says

that each of these mtities has a fixed being and privileged relation which can definitely be described
through the renowned lens of the episteme. Politics of art is focused on the alleged unique power of
isolated artifacts; talismans in order to produce more or less in avay from a sole reasoq political

effects and generally believes that the role of the interpreter is to claim authoritatively for the nature of

art in general or the unique political meaning of certain works.

oRather thanseparatingart from its socialriscription rarifying politics as a discrete elemeand then

searching for their supposedly privileged linkhave sought to break witthe politics of art in this sense

in favor of examininingand participating in the social politiciyf aesthetic pratices. Thishas meant

ZBjisho p , Th€ Baxial Twn: Collaboration and Its Discontentso9 SARTIFICIAL HELLS Participatory Art and

the Politics of Spectatorship (London, New York, Verso, 2012), 27

# Johnson, Miranda. Hell is Other People: Ethics, Aesthetics and Participatory Art.
http://www.academia.edu/4019730/Hell _is_Other People Ethics Aesthetics and Participatory Art and Ranciere,

Jacques, DISSENSUS On Politics and Aesthetics (Continuum International Publishing Group, 2010)

BBishop, ClaiTermTh@olSbahalati on and Its Discontentso ot ART!
Politics of Spectatorship (London, New York, Verso, 2012), 40
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underminingthe ontological illusion and the talisman complexrhgical historicist analytic of practice
which revealsthat there is nobeing of art and politics or privileged relatidretween them. Instead,
these siohistorical caceptsin struggle It has therefore been absolutely essenttal abandon the

social epocB that hasactedas a bulwark againstnderstandingthe social politicity ofvorks of art in

order to analyze three heuristdly distinct social dimensions of aesttie practices: production,
RA&AGNAOdzOA2Y YR NBOSLIIAZ2YE D

These three dimensions were important for reviewing the phenomenon of the groups in the local
context which is generally different from the wider international environment existing under the
premises of the late capitalist logicBojana Kunst philosopher and theorist of performing arts,
introduces the component for engaged art in the ppsiitical world today and the danger from an
anachronous view on the political artist (as someone continuodstgriorating boundaries between

life and art), since, as she says, contemporary art practices are articulated in the direction of the market
and the power of creativity to emancipate becomes a vehicle of capital (world dominated by politics as a
spectacle creative industry and capital ruled by institutionalized critical and political discourses). Talking
about politicization of art, which today is reflected in different forms, she writes ainiais therefore not
articulated within the discursive texts @klfreferentiality and critical distance to itself, but directly
challenges and demolishes a colourful range of contexts in which it appears and becomes visible; at the
same time, it does not agree to the unique reduction of art to a moral and diddatices Art is a mode

2F fAFST 2LSyAyYy3a dzlJ tAFSQa aSyazNB FyR |SAGKSGAC
radically change the conditions of community life, the intensity obemg and the existing paths of
subjectivisatiof’.

In this wide context of thinking, it must be seriously taken into consideration and reexamine the
position still dominating the Macedonian cultural and artistic views that art is an occurrence isolated
from the real world i.e. it is autonomous and it is only possdiitwen its position to act or achieve and act

for a chang&. The reasons why this view dominates are many and they will be subject of a special
analysis. There arevb most current eamples existing in this contexthich can be highlighted: one,

that art isan isolated occurrence, still supporting the idea ofisigenius and second, viewing art as
representation or as a comment of the existing relations in the waddits mirrored representation, as
a2YSOKAYy3 GKFG O2YSa al adjiappenedi KS sK2fS KAaGI2NE KU
However, in addition to the artworks, art groups are a characteristic phenomenon witnessing the
politicization of art. Misko Suvakovic says that the exeesbsome groupsactivein former Yugoslavia,

lies in the fact that coming out dhe reservation,they sought recreation and action of the state and
thus they disturbed many because they spoke of a world which islesitedeven today since these
practices are disturbing, natoothing and set difficult and critical issues. Therefbeeexplains thatrt

is always political, not because it speaks of politickat is the mistake nationalistic dissidents made,
believing that if they painted our poor and squalid, but our Gvozden in a figurative manner, or if they
wrote novels about theunfortunate and unrealised Serbian history, that they were changing the
political paradigm. On the contrary, they replaced one realism with another, and that is why we have

4 Rokhill, Gabriel. Radical History & Politics of Art (New York: Columbia University Press, 2014), 231

®Kunst, Boj ana, AfBudite politilni, il vas nele bitil! (O po
izdanje TkH (Teorija koja Hoda) | asopisa za teoriju izvolLalk
2011), 128

% |n this context, the view of Sartre is interesting about the responsibility of the artist, which kind of coincides with the

dominant understanding of arts in this country. He writes AT

andcalluponthereader to take r es pdmRokhil,iGabriel. RaditabHistory & Rotjties of Art New
York: Columbia University Press, 2014), 78

Uvod u Politi | sk-)ejugoslovankkejeimetnost{, frastavljena istorija Omitted History (Frankfurt am
Main, Revolver-Ar chi v f ¢r aktuyldl |l e Kunst, 2006)



the examples of national realism. Indeed, political art is one that acts witba@rtain micresocial world
and makes changes in ways of behaving, perception and understandfig art.

2. The art groups In focus their existence as
political and not organizational decision

%] ZOSTAVLIJENA | STORIJA Transkript debate odrijadmee 18Tridj. 2i00[5a:
umetnosti, Novosadska neoavangarda '60-ih1'70-i h godi na X Xejusavicraedg umetnod u Klovom Sadu

in Misko Suvakovic Izostavljena istorija Omitted History (Frankfurt am Main, Revolver-Ar chi v f ¢r aktuel |l e Ku
2006), 59



Name: Group Denes

Date ofestablishment constitutive meeting held 0101.09.1953n the studio of Shekerinski, Brezovski
and Pecovski

Year the group ceased to functiot955

Members

painters Dimche Protugjer, Borko Lazeski, Ljubomir Belogaski, Risto Lozanoski and DaviDiButiti,
Kondovski, Bozin Barutovski

Architects Slavko Brezovski, Risto Shekerinski and Janko Konstantinov

SculptorsJordan GrabuloskKsrabul, Boro Krstevski

Short description of actions
program- manifesto of Denes

PROMISING STEP (1 - . 1_ " ° Ycestablished group Denes

RAZGLEDI (VIEVWES)eekly supplement on culture and art
No.42 Novemberl953

On 01.09.1953five painters Dimche Protugjer, Borko Lazeski, Ljubomir Belogaski, Risto Lozanoski and
David Bafeti; three architects: SlaviBrezovski, Risto Shekerinski and Janko Konstantinovski and one
sculptor: Jordan Grabuloskheld a meeting and officiallgtarted the work of the group Denes.

When creating the group, this group of artists was motivated by the inspiration for freedqarsonal
expression, as well as the struggle between different streams inBatged on the decisions adopted at

the Third Congress of the Union of Artists of Yugoslavia, where the Union of Artists of Macedonia took
part, held in May 1953 in Ohridy recommendation was issued to all artists in our country to form
groups of artists with similar or same aesthetic views. The Congress only confirmed what had already
existed in the more developed art centers (Belgrade, Zagreb and Ljubljana) and what wasesuap
happen in the art centers in our country.

The man objective of this group was to use the modern art achievements around the world in order to
create ourcontemporaryart. In order to achieve this basic objective, the group unequivocally pledged
the following:

1. To organizeexhibitionswith modern and tear art concepts. It considetbe exhibitionsorganized to

that point by the Association of Artists to be wrongly conceptualized, and hence the need of change. The
exhibitionsdid not have anyphysiognomy and provided solely formal membership registration. Such
exhibitionsdid not allow for affirmation of individual artists (any artist could exhibit only few works), nor
affirmation of different art movements (the works were not organized acicgydo similar artistic views

only the general arrangement was considere8uch organization of annual exhibits is even more
impolitic nowadays due to the fact that the number of artists in Macedonia has tripled, and there are
significant differencesn the artistic views. All of this clearly shows that collective and individual
exhibitions should be organized, and at anneahibition besides solely registration, works should be

4
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2. The grougs in fawor of active struggle against outdated understanding of art, and in favor of creating
contemporay artistic taste andcontemporaryartistic public. It pledged for active struggle of different
views, or creation of groups of other artists. With such orgation, a number of principal matters



1993-1999




would become clear, which would pave the way for active and creative participation in this field of
cultural and social activity.

3. The group pledged for connections with other groups and departments in our cotlnatryjought for
promoting thecontemporaryart.

4. The group pledged for cooperation with architects withntemporaryviews. It considered that all
three branches of art (architecture, sculpture and painting) are interconnected and inseparable and
define one another. Suctlosecooperation must exist todayeveryexperientid division or separation is

an obstacle to the creation afontemporaryart. The group objective is to realize this in practice, which

is confirmed by the fact that three of its mdxars arecontemporaryarchitects

5. The group fightdor internal cooperation in order to settle theecentart issues. It considerdhat in

the begingingsijts members should have similar views, which was understandable, and the internal
synchronizatio was supposed to be a significant objective and perspective to be realized on-a long
term.

6. The group objective i® attract activecontemporaryartists thatare not members to the Union or the
Association. It pledged to help those artists which cawdtibe members to the Union or the Association
due to different reasons, and were nevertheless artists wadhtemporaryviews

7. The group pledged for creating a circle of public workers and artists (musicians, writers) in order to
promote cooperationand settlecontemporaryart issues and matters via lectures, articles, discussions
and similar activities

On December 61953 this groupwill openits first exhibiton in the hall of the Natioal University and
thus presenits achievements publicly fahe first timeBy. Dimche Protugjer

Informal group connected to the artists Kodjoman and Bezjan




Name Informal group connected to the artists Milosh Kodjoman and Dragoljub BezjarKSLB
TURISTI)

Date of establishmentl969

Year the group ceaset operationsaround1975

Members Milosh Kodjoman, Dragoljub Bezjan, Simon Uzunovski, Angel Panevski, Slobodan Zhivkovski
Extended groupKiril Varoshanec, Angel Dimov€iiaush, Dragan Nikodinovski Bish, Vladimir Shopov,
Razme KumbarovsKiafaelo, Gver ZlatkuBarni, Angel Panovskifo

Hippiemovement oPchinja Derj ¢ Milosh Kodjoman,Oliver ZlatkeBarni, Mishko Desovskali,
Shukjko, Elen&nka Nikodinovska, Vide Vucheyskingel DimovskChaush, Vlado Tunte, Razme
Kumbarovski, Dragoljub Bezharad®van Rosikj

Short description of actions
SUB; KULg TURISTI

If it were not for THEM

WE would nohavehappered®

Irrepressible in the artistic ranks, daring individual individuals, aware of the consequences that occurred
due to the correctors of the dlective awareness in the seventies, we ambitiously worked on our works,
alternatively to their. The time machine did us honor to relive our youth at the beginning of the 21
century in the White Night in Skopje, when the impossible became possiblehtAatigzthose dawn, the
genuine artistic vanguard of the seventies shone brightly in the Macedonian artistic constellation.

In the honor of all veterans of the free thougland dedicated to the White Night in Skopje.
The event took place in a cosmiatamn, 2012, in Skopje

* This is a text written by Milosh Kodjoman on the invitation of lvana Vaseva, Filip Jovanovski and Jovanka Popova
to be co-curator for the decade of the 70-ies (together with Simon Uzunovski) within the exhibition SKOPJE: Ultimate
golden collection of personal memories 1960-2010, volume 1 in 2012, in Skopje during the manifestation White
Night. The text was written for that occasion and it shows the personal memory of Kodjoman for that period. It
seemed adequate to have that text in this context.
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Initiative KOOPERACIJA

Name Initiative Kooperacija

Date of establishment 11.04.2012dfficially with the first showB00 REVOLUTIONS PER MINUTE in the
premises P1, Kosta SHakov Str.,8)o.

Year the group ceased its opgions March, 2015

Founderg Core team Gjorgje JovanovikDPA(Slobodanka Stevchevska and Denis SaraginovsknjaNi
Uzunovski, Igor Toshevski and Filip Jovanovski. Vladimir Janchevski and Oliver Musobié&gdater
active part of the core team

Members and number of exhibitions they participated Hristina Ivanoskd3), Ines Efremovg6),
Velimir Zjernovsk{3), Yane Chalovski3), Vladimir Lukasl{5), Slavica Janashliea), Simon Uzunovski
(5), Ljubisha Kamenjarofd), Zoran Poposkil), Snefana Altiparmak(2), Dijana Bogdanovskg), Boris
Shemov (3), Harald Shenker(3), Nemanja Cvijanovikj(2), Marchelo Brajnovikj(1), Dijana Tomikj
Radevskdq1), Mirna Arsovskg3), Ivana Dragsi€2), Aleksandar Spasosid), Igor Sekovski2), Slavica
Toshkevska(2), Tihomir JanchovskKL), Vladimir NedelkovsKil), Jana Jakimovsk&), Danilo Mandikj1),
Mile Nichevski2), Daniel Gond1), Sinisa Labrovi¢l), Metodi Angelov(1), Uros Veljkovidq1l), Fotini
Gouseti(1), Marko Gutikj Mizjimakoy1), Sasho Bnoski(1), Dushan DrakalsKi), Dimitrie Duracovski
(1), Ivan Ivanovskil), Aviv Kruglanskil), Ana Lazarevskd), Nada Prljg1), Vahida Ramujki¢l), Neda
Firfova(1), Vitaly Komar(1), IRVIN(1), Santiago Sierrél), Detext(Raul Martinez and Valén Duceag
(1), 1bro Hasanovi€l), Kristina Gorovska and Jure Layfih
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Short description of actions performed:

KOOPERACIJA is an initiative whose purpose is artistic activity outside the inert institutional frameworks,
thus suggesting an exceptionapproach to the creation and experience of contemporary art.
KOOPERACIJA stands for shifting and redefining the borders between public and personal space. Its
objective is to unlock questions concerning the dynamic role of art in the context of cerdraliterral

politics and social discourse. KOOPERACIJA strives to encourage the interaction between the artist and
audience.

Yhhtow! /LW Q& olFaAr0 aidNrasS3e Aa (GKS 200dzLdr lAaAzy 2
urban landscape and exhibitingava chain of blitzkrieg events. The desired effect is a constructive
dialogue regarding the rquestioning of the critical positions in art and producing a favorable
environment for a free exchange of ideas, experience and freedom of expression.

*KOOPERAGA is a noprofit, self financed group of artists who are open to collaborations with
domestic and international artists and collectives.

3. Conclusion

This research, focused on three groups of authors that occur in three forms (group, informalggroup
association and initiative) tried to provide a summary of the existence of such phenomena of
associations and collective actions of artists in a broader time period and thus in differentpditiedl
circumstances.

Finally, it seems that we did néllow a straight or linear trajectory of moving forward or upward, but

we made a circle and went back to the initial position. We believe that we are in a period in which we

should once again defend art and freedom of expression, and there are stillrautiad promote some

1AYR 2F aOflaaaolt @t dzSa¢ 0K RAA&AI0f S the NJ YI { S
opportunity for experimentand confirm the still existing aura of pure autonomy of art.

Such move, which would provide area for initiatiomitiative and wish for something new,
confrontation and articulation of interst is more realistic and possible if being collective and joint, if

being grouped by authors that strongly believe in such move and are willing to use their artistic, social

and political capacities to revive and refresh the cultural and artistic life ircthustry.

LY MppHI 5AYOKS tNRGAZA2SNI gNRGS (KIFG adzOK a&aidNyz
amateurishness  LJISGG& FyR NBIFOGA 2y N bealthyyadvarkKed and ErdBvO (0 A 2 v
FOlhGAzya Ay Ftft FINIAAGAO FASERaE

In this context, we can cite the speech of Miroslav Krlezja at the Congress of writers of Yugoslavia in
[2dzof 2l Yyl S 2y p hOG20SNI mdpp H @ thete has lo kightvto dény & O2 y (i ¢
burning graffe of Dali as surrealistic nonsense, and promoting Picasso and Paul Eluard at the same time.

This is illogical. One cannot deny the impressionism in the verse or pallet, and preach provincial, old
fashioned caricature of #1 Academic artwhich was overpowered bgymbolism and impressionism

some eighty years ago, and to whom this despistipour lartLINE & Sy § SR & dzLIS KR 2 NJ | NJi A

% petkovski, Boris, OrAthe group DENES (1953-1 9 8 3 jn MENES 1953 i 1983 (Skopje, Art Gallery - Skopje,
1983), 27

3 Gjurchinov, MilanABui | der s of ad sitr e DR E $483 (Skopje, Ars Gallery - Skopje, 1983) 22-
23
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It seems like we have come along a road of 63 year and we are still discussiimgigl, oldfashioned
caricature of modernism and we still struggle for new values in arts, for new subjective advanitire

reality and artistic intervention and realistic usurpation thereof. We live in times in which we must once
again fight for thevoice of the art, for its values and its political power, and to some extend the research
itself has been performed to open this areas for consideration.

Generally, a question rises here regarding the power of expression that can be confined in a
geograpical area (although this is inadmissible when it comes to art, we are discussing here a
contextual approach and thus a contextual art), or the power of our social existence as artists and
cultural workers, and whether we can reach that level? What woh#d otential be, the willingness

and determination to make a joint step forward and pave the way for the future generations and fresh
artistic thoughts and actions?

+SEAOK]20a 1A Ay KAa 0221 a! NIA&AGAO DhHeBaekdaniahy al OS
art to some extenthas alwayslagged behind the leading cultural centers. There are no reactions to
significant ideas and eventsmppening in the worldand certainbelated and art styles and actionare
OK2&aSy I yR | O00SLJi S Ruanalysiskald didleghieYwiti vad aécdmpliRHmidEs are
rare, but the superficial adoption and remakes of certain examples of art are promoted. In Macedonian
FNIGS FLLINBLNRFGSte (G2 GKS YSydalrtade FyR Kandid2NROL
not some radical position. Thus, one can rarely find an examples of solid figurative art in the
al OSR2yALY FNIS odai 2y GKS 20KSNI KFyR GKSNB F NB |
aie’t S¢o

Zoran Petrovski in his interview for ¢hiesearch said that when it came to groups in our country the
main problem was the anarchism, in other words, when a group of individuals became a growapehey
faced the same problem we have Macedonia, weare not inclined to colletive actions, proldms
occurrregarding what was to be done by whom and how, and this wiag welacked program actions

and such communities.

/| K22aAy3 G0KS aGaY2RSNIGSeés> GKS AYyadzZFFAOASY(d | YR dzyi
field of art and relying on speatlons with particular interpretation of the facts and developments is
something that occurred as general atmosphere which served as basis for this research on the decisions
to form such groups. Nevertheless, every group has left a mark on our surrouifding,on broader
environment, and has contributed to the developments of the artistic scene.

We have already mentioned thactions of these groups in separatexts that were produced on the

bases of their concepts adgenda and action programs, thapinions of individuals in a form of
interviews and questionnaireas well as of what isvritten in texts and publications. This part is
dedicated solely to the general conclusion of this resedtch.

All three groups were composed of young, decisive peoplé shadied or worked together. This is a
characteristic of the informal group of Kodjoman and Bezjan, whose members were connected not only
through the studies, but at ®ndship level as well, and thus the level of artistic influence, whereas
Denes andKooperacija are composed of different generations (heterogeneous composition) that
showed interest for such activities. Most probably, this was the reason for the rapid disintegration of
Denes and Kooperacija, the former after two years of existence, laadatter after three years of its
existence, with no special pompous events and marking.

The introduction traces the line of the research which developed unexpectedly and gave completely
other logic to the selection of the groups included in the reseahmche Protugjer was Milosh

%2 velichkovski, Vladimir, Art groups in Macedonia (Skopje, Museum of Contemporary Arts, 2003) 17
% The texts for individual actions of these groups will be published additionally, at another occasion.
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decorative painting.Kodjoman on the other hand influenced Aleksandar Stankoski with whom he
occasionally had encounters, includirthe hippie group. Stanskoski was part of the art group Zero
whose member was Igor Toshevski, and Toshevski himself formed the initiative Kooperacija together
with few of his colleagues.

But, did they realize their intents and artistic ideas? Did theglize the political dimension of
community?

If we considera broader context which is not restricted only to the world of art, but is a part of a
conglomerate of relations and social structur@s a societal levelwe could not refer to some tectonic
movements made by these groups, although the artistic need of-asdertion of the members
themselves can serve as proof of something else. Nevertheless, the establishment of these groups is a
demonstration of an uninspirationabcial moment, and it seems thauch groups occurred in the right
moment.

The group Denes significantly supported the modern thought in Macedonia by opening new
contemporaryatrtistic aspirations, paved the way for the new generations to freely express themselves,
opened the opportunies to discuss through polemics (although not always properly articulated) and
some of them were een members to the group Mugri. Bute sole establishment of the group, inspired

by the recommendation at the Congress (Communist Party of Yugoslaviajjeandlltof theDLUMwiill

create an artificial atmosphere that cannot keep the continuity of their actions, and thus significant
changes of the artistic and social climatdey hadoroad and large plans and tasks that could not be
created in a developingosiety without a solid and strong continuity.

Kodjoman and Bezjan, as well as the group of authors gravitating around them, havisioro for

artistic movement, and hence they have not become a group. Through their youth rebellion expressed
via the gatheings along Pchinja, and the art actions, they were the first to make performance, events
and happenings in Macedonia, but unfortunately they did not fimahyfollowers to develop this field

of art. They penetratel in strictly institutionalized systentut a decade laterand in general they did not
change the firm indicator of the institutions (MCA leading the way) that show the path of the art in
Macedonia. However, they emphasize that young people can act more freely, and they shavoshis
probably ecause ofhe looseedO2 Yy G NPt 2F (KS &d20ALftAa0A0 2NRSNE |
Kooperacijawas the loudest in its display of intellectual willingness to explain its positions, introduce
social and political themes in its works a@stablishcritical ideas, however it did not use its power as
collective action to create new relations internally (as art community) and externallyie{@oc
community) in order to interrogatéhe positions of power as basis for political actions. Hence, one can
ponderwhether, how and to what extentan the artist leave his/her safety zone of art and create a gap
for new ideas for engaged artistic actions?

On one handthese artists hadhe intention to create autonomous, independent initiative that would
produce dternative means and methods for actions and work with audience directly and in an
innovative way, but all we have seen and got from this research shows that the sole artillery of artists
are social themes anselection of space, and nateation of econorit, production and artistic system

that would significantly differ from the institutionalized system, or criticize and improve it. They strive to
0S NIRAOIFtfe Gl dzi20K{iK2y2dzaé | yR aldzizy2Y2dzaé | yR
completely rejecting the idea to become neprofit organizationand show no positive mood of
becoming part of JADRQAssociation of independent cultural scene (as one of the possible formal
organization that present the independent cultural scene) in the counthichvseemdo be completely
seltisolating move. On the other hand, the members independently had exhibitions in institutions while
the initiative was aliveThe research clearly showed that in Kooperacija the reproduction of exhibited
models of offtial nstitutions was practiceth premises that differ from galleries and thus the group has
reduced its power of political actiorlt did not use its own resource which is different from the
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not rise on a level higher than the official institutional models.

On a common level, these grasiphowed the following:

1. The longterm continuity or the projection obomething like that is disaster that threatensesy
community, and in this case all three groups had the potential to leaddmvedevelopment of the art

in the country. However, no one resisted the opportunities, his/her own artistic egocentric assertion
which in this case should be deliberated athigher level as joint assertionand on behalf of the
collective and most probablyone of the groups had projected mechanisms and strategy which leads to
the path of no political readiness and will.

2. It seems that all of the groups have expressieir practice via or through the prism of the
institutions of culture and art Denes was established by DLUM (Society of Artists of Macedonia) and
had exhibitions within DLUM and presented themselves in theratitutions, Kodjoman and Bem

were conpletely marginalized and were not even considered by the institutignsintil alater period

while Kooperacija created its own temporary premises as a sign of rebellion againdgtinciional
AyaliAaadziazyad CAYylIffes y2ydthedercredtsnS, ard M@iltpkddudes y G A YA R
level of confidencein the (nonc¢ functioning) institutions as inviolable critics that affirm or deny
az2ysSz2ysSqQa OGA2yad

3. It seems like all the groups disagreed in terms of the wightse quest for conterporary artistic
expression sometimes resulted in conservative approach in creativity. It was mentioned for all three
groups that while being part of a community they rarely produced provocative works for analysis, but
the atmosphere created by the event/eibition itself was more important. The works and the concepts
vary in terms of quality while the group was functional, whereas the contemporary character was more
LINEYAYSY(l Ay GKS YSYOSNEQ AYRAGARdAzZ f OF NBSNE®
4. 1t is important that the three groups caaws avalanche of reactions since the very beginning of their
existence, reactions initially by the art historians and by the audience as well who welcomed their
creation. The social atmosphere is the most important product of all these collective actithey
created temporary premises for socializing, not only between themselves, but with the public as well,
and this created an atmosphere of social communitich shared a moment that was not always in the
RANBOUAZY 2 Fagendgldr A Aly abflaso@®izingdidoment that never grew into a solid
tissue that would create a political feature.

5. The western orientation is something that occurred as a requirement for contemporary features, but
some of the authors in the groups did not manageut® it in order to define their artistic language.
They were provoked by the formalism, stereotypes and conventions that existed on this scene, but had
no clear idea how to fight it.

Therefore, we cannatiscussa kind of collective agh the art with dear vision, mission and engagement
that would provoke a change, but collective exhibitions.

In the end of this research, one can ask whether the rasthtegration of these groups, that is their
inability to survive for longer period of timdas sigriicantly contributedto the development of the art

in the country. On the other hand, whether the future generation would even know about the existence
of such groups sincewe livéi I &2 OA S &v&S YRANEK Ka a K 2 NI

Finally, we can quote Milan Gjurchinovavh ¢ NP 1S I 02 dzii ( K $he éphehedlhati®y Sa &t
of the art groups is a rule of creativity that does not reduce the need and significance of timely
200dzNNBy 38 GKSNB2TFéd

3 Gjurchinov, Milan Auilders of Aesthetic Pluralismoin DENES 19531 1983 (Skopje, Art Gallery - Skopje, 1983), 23
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group withconceptual andesthetic program, has been surpassed. The occurrencerobativegroups
corresponds with time othanges. Such institutiercontribute for such changes to be broader and
lasting, mainly till the realization of a program. Opposite to this, there are art groups with no clear
platform and they are prepared tofficiallyexist even by having only two mémrs. But such groups are
basically ephemeral groups and have no capacity to bring any novelty.

However, today we are not disclisg such formal groups. We are referring to the existence of formal
groups, which are only clans and want to manipulate, ameytdo that, with the people that are not

their members, clans with a single objective to dictate the rules on the mavketare facing moral
crisiswhich would be difficult to get out off. We are in a nightmare created by villains capable to use
threats even in spiritual fields when it comes to their own interests. This, according to me, the biggest
social evil, when it comes to freedom in creation and democracy within the rights of creators, becomes
imperative not for the fight of groupsrmoconceptual ad aestheticlevel, but the fight of all artists who

are not infected by the clan harnesses, all in direction of professional consolidation, because the
elementary existential and human norms have been endangered. This situation seeks for urgent
intervention of the entire society, especially of the subjective forces witfin

% Vladimir Velichkovski, Art groups in Macedonia, Museum of contemporary art, Skopje, 2003, p. 38 1 39
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