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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”.?
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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 layeredtexturesofthe builtenvironmentorfragments 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
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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
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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,

)
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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
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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: lNMpearosop
KoHop Mekrpejau

,...MecTaTa He ce 3aJlaZleHN — T1e ce CeKorall BO NMPoLLec Co OTBOPEH Kpaj.
Bo Toj nornea, Tme ce HacTaHW.”
JopuH Macu:

AMY ro HaZrpaaysa M ro NpoLlmMpyBa AOCeralHMoT onyc Ha doTorpadckm

aAena Ha Mwnyo Manuesckn, YIMUA wn TET KAMKWM COH. Bo osue
NPOEeKTU BM3yesHaTa TeKCTypa Ha ypOaHWMOT KMBOT ce mMaHubecTupa HuU3
KOMMO3MLMCKA M HapaTUBHA Mrpa, U OBOj AMHAMMYEH M eKCnepuMeHTaneH
npucTan KoH co3aaBatbe CAMKKM ro 0b6amnkyea TAMY. TprHyBajku og, ,,HKeHa u
3eneH sua“ n ,LpseH snua (BpykamH)“, ABe CAMKKU WTO 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
dnam n co dotorpaduja, NnpucTanoT Ha MaHUYEBCKM KOH CO3/aBatbe C/MKM
NOCTOjaHO M MOMeCTyBa rpaHuuMTE U ro M3berHysa KOHBEHLIMOHANHOTO.
HeroBoTo paHo 3aBneryBatbe BO KOHLENTyasHaTa YMETHOCT NpoAo/IXKyBa
[la ce OTC/IMKYBa BO HErOBMTE Aena BO Pa3viYHU MeanymK, a HaceACTBOTO
Ha MCTOPWMCKaTa aBaHrapAa NpoBejyBa HWM3 MHOTY Of CAMKUTE MOMECTEHM
Bo TAMY. CAMKapCKMOT KBanuTeT Ha npBuTe doTorpadmm e npesemeH U
OfleKHyBa MofoLHa, co 6baokoBM Hoja WTO PpYHKLUMOHMpPaAaT BO ,peanmeja”
ancTpakTeH ¢opmaTt MM BPaMyBaaT HaSPeHM aHOHMMHM aKUMK, KaKo BO
,3/4“ n ,MonnagHe”. bojaTa e KAy4yeH cnoj wTo aeduHMpa BO OBMe Aena.
N36uBa og, nonuba ypbaHO CMBUO, ja 3aCUTyBa NEPCNeKTMBaTa Ha CAMKaTa
MM GYHKUMOHMPA KAKO LIeHTPaseH efNemeHT BO KOMMO3MUMCKM KOMaX.
36opyBajkm 3a MET KAMKWM COH, MaH4YeBCKM M3jaBM AeKa ro MHTepecupa
,EKCnao3njaTa Ha BM3Ye/IHOTO BO Mpo3anyHMoT mur“.? Bo TAMY, 6ojaTa ro
[laBa OBa BM3ye/IHO 3aKOTBYBatbe M Teye KaKo MOTOK HW3 oBME CAWMKW. Ha
npvmep, BO MOAOLHEXHaTa HM3a doTorpadum AOMUHMPAAT CBETNOCUMHM
M NOPTOKANOBO-KONTH, BOAEjJKM TO OKOTO BO M MO C/AMKaTa, BO UCTO Bpeme
HaBecTyBajKkM NOTeHUMjaHa HapaTMBHa HWWKa. Apyro aeno, ,CeHKU U
3e/1eH0", ce CoCTOM Of Nojie MOAYAMPAYKM 3eNeHN BOM aKTUBMPAHM 04,
CBET/IOCT M CEHKM LUTO NaraaT Ha HEeWTO WTO IMYM Ha KPyMneH NaaH Ha BAes.

|—| OBMKYBAajKM Ce HaaBaHrapaaTa, reoMeTp1cKaTa urpa Ha KOHCTPYKTUBU3MOT
e AonoseHa Bo ,,OCTWH, Tekcac”, cvKa Ha achanT NPEnosoBeH Co KONTH
JMHWM, TPAru 04, KOUYere U CEHKU. MlaKo MUHMMaNHA, KUHETUYKaTa AMHAMMKA
Ha oBaa doTorpadmja e npudaTeHa BO cneaHoTo Aeno, ,backeT”. Tyka

NIMHKWjaTa KONTO ja ceye CAMKATa M arnectata reoMeTpuja e HaJomnoaHeTa co
KPOMMPAHMOT CKOK Ha KoWapKapoT. Komno3uumnckata AMHAMMWKa NPUCYTHa
BO OBMe Aena ja Mma HM3 ceTa TAMY. OBaa KMHETMYKA eHepruja e 3acuieHa
ywTe noseke Ha apyru doTtorpadumm, Kaae WTO NPENONOBYBAYKMTE arin ce
nojaByBaaT [0 GUrypa 3amarneHa of, AsuKere. [MPMKa3oT Ha ABMKEHE U
MOMEHTYM MM AaBa Ha MHory ¢doTorpadum Bo TAMY npocTtopHa AMHAMKKS,
KOja I'M KOPWUCTM WMCKyCTBaTa Ha ypbaHMOT XKMBOT. [loAeKka MHOry of oBue
CNMKM MMaaT dbopmManeH M BHMMATENHO KOMMOHWPAH CMOKOj, ApYyrM ro
0TeN0TBOPYBaaT XMBMOT MyAC Ha ypbaHoTo, AedMHMpaH on MNOCTOjaHO
agwkerbe. [pyrn dopmManHu enemeHTM OA4aBaaT MOYMT Ha KOMaxuTe
Ha PobepT PayweHbepr, yMETHMK 4eCcTo CNOMHyBaH oA MaH4YeBCKM Kora
360pyBa 3a HEroBMOT MPUCTan KOH MNpaserbe GUAMOBKM. oancTpakTHUTE
CAnKM Bo TAMY, KOU v NpMKaxKyBaaT CNOEBUTUTE TEKCTYPU Ha rpafduTe nam
bparmeHTUTe Ha peknaMHm BUnbopam, ro 03HavyBaaT rpa4oT KaKo acambiaxK
WTO NOCTOjaHO Ce MeHyBa. MaH4YeBCKM MCTO Taka 36opyBa 3a HErosuoT
MHTEepeC KOH KyBUCTUYKMOT NpucTan npu npaserse GUAMOBM, NOBUKYBAjKM
ce Ha MOAEPHWUCTUYKMOT npucTan Ha dparmeHTUparbe, Koj ja cobopwu
penpeseHTaTMBHATa W HapaTMBHA KOHBeEHUM]ja 33 A3 CO343/e HeNnHeapHu
naTeku BO eAHO YMETHWUYKO Aeno. Kako n Herosute duamckm aena, n TAMY
ro KapaKkTepmsmpa 0Ba YyBCTBO Ha GOpMasiHa Urpa U ekcnepMmeHTUpakbe 3a
[a ce co3aane noBeKec/NOjHO BM3YEeIHO MCKYCTBO LITO He BOB/EKYBA M He
oxpabpyBsa Aa cu ro Haofame NaToT NO CBETOT NPUKaXKaH Ha OBUE CAMKM.

I\/I eCcTOTO M JIyfeTo ce BO cpueto Ha TAMY. YyBCTBOTO Ha AMHAMMUYHOCT
3a Koe ce 360pyBa ce MaHMPecTMpa He camo MpeKy C/AMKM Ha [1ejcTBO
TYKY M NpeKy nellaykaTta akTMBHOCT Ha ofere M GU3MYKM Tpya. Bo mHory
04, CAMKUTE ce HocaT MM ce KpeBaaT npeameTu. Jlyfe yekopaT co Uen,
NOHeKoralwl co rnaBuMTe HasBeaHaTW, WAW HE rnegaaT Hac, rneaaqyoT, CO
OMpeKTeH nornes Bo 06jeKTMBOT Ha doToanapatoT. Bo ,/[Bajua co uurapm”
MMa XyMOP LLITO € peyncu GUAMCKK, Kora AsajLa nywadym oaat efeH KoH APy,
M eIHUOT FO MepKa APYyrMoT CO Mafio HaBecTyBakbe Ha NPeTnasIMBOCT. Kako
TakBa, TAMY v ondaka onwTecTBEHMOT U AMYHMOT NPOCTOP Ha yauuaTa.
Ce HasMpaaT MHTMMHM MWIOBM, KaKo M AMHAMWYHATa eHepruja co Koja
[elaTa ro ocBojyBaat GM3MYKMOT NpocTop. YyBCTBOTO Ha CMPOB M PAAOCHO
HEKOHTPO/IMPAH MBOT WTO AelaTa ro OTe/0TBOPYBAaT € WMHKaMNcyanpaHo
Bo ,CobaTa Ha MMamoT”, Kade WTO KakBO OMA0 dOpManHO YyBCTBO Ha
NPOCTOP € HapyleHo oA, apXMTEeKTypaTa LTO CTaHana AEeTCKO MrpanuiiTe
N e NONONHUTENHO UCKPMBEHO OJ HAaKPMBEHMOT aron Ha GoToanapaToT Ha
MaH4eBCKM. KuHeTMYHOCTa NPUCYTHA BO CAMKUTE Ha Aela e banaHcnpaHa co
n3seceH 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 Bo ,/[Bajua u
TPU YajHULUN® ce pednekTMpa BO CAMKUTE Ha KYKAW, KOM ce MojaByBaaT BO
oapeneH 6poj apyrn aAena. MaysaTa NPOAO/KYBA CO NEXKEUKUTE GUTYPU U
Tena WTo ce monaT Bo ,,/incaboH” n ,,Ennzabet cTpuT rapaeH”. Bo asmkerse
WAV BO NPEOAHM COCTOjOU, TenaTa ro obMKyBaaT 1 ro AeduHmnpaat ypbaHnoT
npocTtop. CAMKM Ha pafoCT M HarnacyBaaT CeKojAHEeBHUTE BOpHM 3a ONCTAHOK.
HaBpaKajkn ce NOBTOPHO Ha CAMKAPCKOTO, eAlHa CAWKa, ,Jbynyo u pubaTta“
MaKo HaBWAyM MpocToAylliHa, ro A0/0BYyBa OHAa YyBCTBO Ha PaH/AMBOCT U
KPLW/AMBOCT Ha »MBOTOT Of CAMKWUTE Ha [oja. /bynyo ce YMHWM 3aHeceH BO
KOHCYyMMpateTo 0BpOK, AoAeKa HEMUOT nNornes Ha pubaTa cTaHyBa poKanHa
TOUKA Ha Pa3MMC/yBakETO 3a HallaTa CMPTHOCT.

I/l CKYCTBEHMOT acnekT Ha TAMY moske aa buae pasrnesaH U of acnekT Ha
ncuxoreorpadujata 1 ceTmunHoTo. Mcuxoreorpaduja, n3pa3 ckosaH o,
Oebop 1 CuTyaumoHncTnyKkaTa MHTepHauyoHana, ce oAHecyBa Ha YMHOT Ha
yeKkoperbe UK Ha dérive (allKatbe) 3a /13 ce UCTPaKM edeKTOoT Ha rpaackoTo
OKpYKyBarbe BP3 MUCAUTE, YyBCTBATa M MOCTankuTe. Bo KOpeHOT Ha OBOj
npucTan Nexku HanopoT Ha CUTYaUMOHUCTUTE Aa M ypHAT rpaHuunTe U Aa
ja cTonaTt ymeTHOCTa BO XMBOTOT. TAMY 1o O0Te/NI0TBOpPYBa UCTPAXKYBAYKNOT
npucTan Ha ncuxoreorpadujata co nocpeActBo Ha objektnsoT. Co
KpcTocyBatbeTo Ha ypbaHWOT TepeH MaH4UeBCKM M oAroBapa Ha MrpaTta
Ha OMWTEeCTBEHOTO W MPOCTOPHOTO M HA CBECHMOT M HECBECHWOT edeKT
WTO TMe ro npeam3BumkyBaaT. OBaa CeTUAHA AMMEH3Mja MOXKe MoHaTamy
na ce popmynmpa HW3 maejaTa 3a XanTUYHOTO M 0COBEHO 3a XanTuyHaTa
BM3yenHOCT. PuamckaTa TeopeTmyapka /lopa Y. MapKcja onuiwyBa xanTuykaTa
BM3Ye/IHOCT KaKo PeHOMEH BO KOj OKOTO 0 CTEKHYBa MCTUOT KBA/IUTET KaKo
KoKaTa, CO Toa WTO MMa cnocobHocT Aa pasbepe Aonup M Aa YyBCTBYBA
TeKcTypa.: Bo xanTuyHaTta BM3yenHOCT 06jeKTMBOT ja HaAMMWHYBa yaoraTa Ha
MEXaHWYKO NpeTCTaByBakbe 33 Aa CTaHe NPOAO/KEHWe Ha ceTunata. OBaa
ceH3opHa aAnmeHsnja Bo TAMY rv ondaka He camo Tenata M NPoCTOpUTE TYKY
M NOBPLWMHUTE U TEKCTYPUTE HAAOMONHETN CO CEHKA M CBETN0. KaKko TakBw,
OBME CAMKM TO HAaAMWHYBaaT MPMKaXKyBareTO 33 JAa CTaHaT MCKYCTBEHO
OTeNOTBOPEHME Ha MeCTO.

XaHTW—IKMOT NN CEH30PEH aCNneKT Ha C/INKaTa € Hal/laCeH CoO HaKpMBeHUTE
arnin, KPOMMHroT, KPYMNHUTE M1aHOBW M CO BapMpaHUTE NepCnekTnen BO

!CtuseHc, EHAapjy, ViaHWHATa Ha nej3askoT: JopuH Macu (nHTepsjy), 3:AM marasuH, 29 centemspum 2010.
2MaHy4eBckuM, Munyo, MeT Kanku coH, HaumoHanHa yctaHosa Mysej Ha cospemeHata ymetHocT, Ckonje, 2010, cp. 5.

TAMY. KponupareTo u GpparmeHTOT, 3amaTyBareTo M 6p3noT nornes ce
HaAYMHOT Ha KOj ro McKycyBame ypbaHOTO. YMHOT Ha rnedarbe e npekuHar,
HapyLleHO TeYeHMe YCKNa[eHOo COo UAeUTe Ha KONasKoT, UAM Ha GparMeHToT
Ha Koj ce ynaTyBa. ®oToanapaToT HE BOAW BO, HM3 U Mpeky obu3nykaTa
TEKCTypa Ha ypbaHMOT KMUBOT, YECTO SUPKajKM MpeKy pamo MAM HK3 paLe U
HO3€, CO MepcrneKT1Ba LTO NOHEeKorall Noco4YyBa Ha NepcnekT1Ba Ha AeTCKo
oko. Ornenana n pedNeKcMM ro UCTaKHyBaaT YMHOT Ha redarke U ja wupat
NpoCTOpHaTa AMHaMMKa BO PamMKUTE Ha [ABOAMMEH3MOHasHaTa MoBPLIMHA
Ha doTorpadumjata. Bo ,Ha rpaHmua” pednekTmpaHaTa cAMKa BO CTPaHMYeH
pPeTpoBM30p MNpeTcTaByBa MU Ha MUP BO HeodpedeHaTa Apama, yuTe
noHarnaceHa NOBTOPHO CO CWMEH AMjaroHaneH ,pe3” WTO ja NMpenosoByBa
KomnosuuwjaTa. ,Ornegana” ro Tepa 0BOj YMH Ha refarbe ywTe Noaaneky,
KafZie LWTO M310r0T e aKTMBMPAH CO MHOTYHPOjHU BUHETU 04, CEKOjAHEBHNOT
XMBoT. [a ce KpcTocyBa no ypbaHOTO MCTO Taka 3Ha4M U Aa ce MaHeBpupa
NOKpPaj PeKNaMHUTE 3HALUM M O3HAUMTENN U NMOKPAj KOHKYPEHTCKMTE obunam
[a Ce HAaCOUM HALLeTO BHMMaHMeE U Aa ce NpuBaeYye HawunoT norneA. Bo ,,Cakaj
ce cebecn” n cammoT GpoToanapaT e NpUCyTeH, MaKko pedunck 6esonaceH mery
Kecu 3a nasaperse v aoroa.

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

NpaBW BUANBA C/IOEBMTATA KOMMIEKCHOCT HAa MECTOTO Kako HedbUKCMpaHo,
baynaHo 1 AnHaMMYHO. BaxkHOCTa Ha rnefiatbe e NnpeBeAeHa BO MCKYCTBEHO
WA BO CETWHO, MOTKPENeHO Of OCETOT 3a eKCMepuMeHTMparbe M urpa
CBOjcTBEH Ha Munyo MaH4yeBcku. [la ce npenosHaaT M Aa Ce AoXMBeaT
reorpadckata M onwTecTBeHa MNAypPanHOCT npucyTHM BOo TAMY ocTaHyBa
BAXXHO M BM3MOHEPCKM CO Or/1e] Ha MONAapHOCTUTE Ha HalllaTa TEKOBHA KAMMa,
KapakTepu3MpaHa Kako TakBa of obuante aa ce aeduHmMpaaT u dukcupaat
rpaHmun. TAMY ru oTdpna rpaHuumte — reorpadckmte, dopmanHute u
npyrute. Kako TakBa, TAMY moxe aa buae Kage 6110, 1 Ha KpajoT e cekajie.

KoHop MeKrpejan e yMeTHUK KOj uMBee BO MpCKa, Kaje WTO e AeKaH 3a
aKaZleMCKM npallatba Ha KonewoT 3a ymeTHoOCT , bypeH”.

3Buamn Mapkc, Naypa Y., Koskata Ha GuamoT: MHTepKyaTypasHa kuHematorpaduja, oTenotBopexmne n cmucna, jyk jyHvusepsutu npec, 2000.





