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HecpeKkHa cBecCT

HepenkoBcka

YMeTHOCTa Kako
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“flanuv e BOONLWWTO BO3MOXXHO
Aa ce nvwyBa nupcka noesuja
nocne Aywsuy?”

WAR0pHO)

Sanu nocre  anoKarMNTUYHOTO o6jaByBake Ha Hec-
WarnueBaTa cypoBOCT Ha YoBe4YKaTa npupoaa Ke ce oc-
MEnMMme “MoeTcKM Aa nocTtoume Bo cBeTOT ? Bo Bpeme-
"0 no BTopara cBeTcka BOjHa OBa Mpallarse nmMaue
Anaboka ersucteHuujanHa n mopanda cmucna. YpHarvm-
MiTe Ha BojHaTa Oea TOMKY ronemu, TOMKy CTpallHu
WTO YOBEKOT BP3 HUB MOXKELUEe Aa MOCTOM camo cO ne-
Sean3amM, MHAUrHaumja, co COMHeX Bo 610 Kaksa noswu-
msHa cuna. besHagexHocTa 6elle eAWMHCTBEHO MNpu-
atnmea: 6e3HageXHOCTa Kako 3ameHa Ha [onemuTe
MPOCBETUTENICKM Y- yTONUCTNYKU naen . inu kako wto
%2 Hanuwe BO 1941 roguHa HagpeanuMcTUYKUOT MoeT
Mopxx XeHavH: “BesHageXHoCcTa nnyum Ha nopoj. besHa-
AexHocTa M oTBapa BpatuTe. besHagexHocTa rn pas-
mecyBa rpagosute. besHagexHocTa e HeBpeme nof
KDELTO Ke co3peaT HOBM CBETOBM Ha ocnobogyBamne”.’
Osaa gyxoBHa cocToj6a co ceTa cunmHa ce maHndecTu-
palle n BO ymeTHocTa: HemsbexHa Gelwe anabokaTa
wopanHa gunema 3a copmarta Ha yMeTHocTa KojawTo
Ha “HajcoopBeTeH” HauUMH 6u ja npeseHTUpana nocTeo-
©HTa CTBapHOCT. JacHo Helle geka Toa MoXke fa ro Har-
pasm caMo efHa yMETHOCT Koja WWTo Ke ce ugeHTucu-
uMpa co cTBapHocTa. Mnuv Kako wro A[OpHO Toa ro
thopmynupa: “3a ga uctpajaT cpef KpajHuTe U HajTeM-
HWTE CTPaHW Ha peanHocTa, YMETHUYKNTE Aena Kou He
cakaaT [a ce NpoAaBaaTt Kako yTexa MopaaTt a crtaHat
CAWYHN HA TakBUTe acnekTu Ha peanHocta’.? [ocne
Broparta cBeTcka BojHA ce MoKaXka fleKa BO peanHocTa
Ha ypHaTMHUTE BEKe Hema MeCcTO 3a NpoekuuuTe Ha
yuctata ymeTHocT. Ce nokaxa feka lNonema yrornue-
TMYKa ujeja Ha yicTaTa ymeTHocT 6elle camo egHa [o-
nema 3abnyga. Yuctata yMETHOCT BEKe HeMalle yMeT-
HUMYKO, TEOPWUCKO, ersucTeHumjanHo anmmbu 3a ceojata
NPOEKTUBHOCT M aHTUMHAUBUMAYANHOCT: TeMesnuTe Ha
HEj3NHMOT “XapMOHU4YEH CBET” Ce ypHaa Kako Kyna of
KapTu BO OrpoMHaTa NyKHaTUHa LUTO ce Nojaeu BO YoBe-
KoBaTa CBECT M eraucTeHumja. EguHcTBeHO “efHa Ban-
KaHa, MeCUMUCTUYHA, rH1Na YMETHOCT ... YMETHOCT LUTO
VYK Ha OTBOPEHA paHa” ® MOXKellle fja ce cooun U aaja
M3pasu peanHocTa. YMeTHocTa , uaeHTUMKYBajK1 ce
CO “OTBOpeHaTa paHa’ Ha NOCTBOEHOTO BPeMeTo CcTaHa
M camaTta YMEeTHOCT LWTO NvyK Ha Taa anaboka v oTBo-
peHa paHa. YmeTHocTa Ha Bonc 6elle efHa Taksa “oT-
BOpeHa paHa’, “>KMBO TeJl0” BO koe 6ornkarta ro gonpe
AHOTO Ha 4YoBeYKaTa U3gp>XXNMBoCT.

EBponckuoT eHdopmen, HbyjoplukaTta wkona, janoHcka-
Ta rpyna lNytau
“BpemMe Ha TerobHOCTa”, Ha HeraTMBUTETOT WU OTYfyBa-
HETO, Ha HEKOXepeHTHocTa U 6eccopmHocTa. becchop-
MHOcCTa (OHaka kako WTo bartaj ywe Bo TekoT Ha ABae-

ja mpeTcTaByBaa ymMeTHOCTa Ha oBa

CeTTWTE FoAnHMU ja nMa popmMynmMpaHo, Kako UCMMYBOK,
KaKo OHa LUITO HEe MOXE Ja ce rofiTHe, WTOo e NoOTUCHATO,
rpo3Ho, BOMHO) CTaHa ja3vMK Ha “HecpeKHaTa CBecCT” Ha
ymeTHocTa. Cnopesn PosanuH Kpayc 6eccopmHocTa
Tpebawe Aa rvm yHUWTU chopmanHuTe Kateropuu, aa of-
peye geka HewTaTa umaaT jacHa dhopma. Hewrara ce
6eccopMHN, HeOBPLIEHW... A TUE HewTa ce Aen of er-
sucTeHumjaTa, NoeguHeYHaTa ersucTeHUmja KojawTo He
MOXXe ancTpakTHO fa ce ondpatu, a nputoa fa He ce
OTYfK1, Aa He Ce CKaMeHU BO HeKaksa WHAUMepeHTHa,
usonupaHa kateropuja. HoBOTO MOCTBOEHO [YXOBHO
pacrnosioxXeHue rv noTeHuupalle TOKMY eraucteHumjan-
HWTE acrneKT Ha OHa WTO 3Ha4u Aa-ce-6uae: acnekTute
Ha (pprieHocTa Ha YOBEKOT BO CBETOT, HA HerosaTa MyH-
nmesocT 1 cMpTHOCT. Ce noTeHuupalwe uHaMBUAyarHo-
TO, HEMOBTOPNIMBOTO BO YOBE4YKaTa ersucTeHuuja, Hero-
Bara BBYYAOBUAEHOCT cpede edHo "ga ce Hajae Tyka"
(se trouver 1a).*

* Kk Kk

Bo oBaa cocToj6a Ha 3anpaliaHocT (CO CUTe aKCnekTu
Ha eravcTeHuMjanH1 1 MopasnHN KoHOoTauun) aypara Ha
aBTEHTUYHOCTA Ha YOBEKOBOTO MOCTOEH:E Ce HaMeTHa
Kako penep Ha LienoKynHata gyxoBHa u ¢hunososcka
Mucna Ha BpemeTo. Ho, ngeonorwjata Ha nagHara BOj-
Ha, NPobUBOT Ha MacoBHAaTa KynTypa W KOMyHMKauuja
MOLLIHe 6p30 ro AoBeAoa BO NpallaHe AyXOBHMOT Harop
YOBEKOT Aa ce gedmHupa “Bo cKag co cammnoT cebe cu,
Ha ockaTta Ha CBOMUTE MOXKHOCTU™. MoluHe 6p30 ce noka-
Xa Jeka ersumcteHuujanusmot belle camo efileH, 1 Mo-
»ebu nocnepeH(?) pomaHTn4apcku obug Ha MoJepHN3-
MOT ylITe egHall Aa ja WUcTakHe “arnconyTHata Bpeg-
HOCT” HA OHa LITO 3Ha4YN nHaMBUAyanusam, 651ecoK Ha
efeH cnobodeH YvH Ha ognydysarbe 3a ConcTeBeHaTa
cyaéuHa.

CtpyktypanusmoT 6ele geunaeH BO YMTaHeTo Ha
eraucTeHumjanuamot. Muwen ®yko Bo TekcToT “LLTO €
aBTOP?” eranucTeHuMjanMamoT ro 03HavyBa Kako ymeT-
HUYKM MOAESPHM3AM KOj ro MpvBMMnerMpa asTopoT. 3ac-
TanyBajku ja ngejata 3a HeBO3MOXXHOCTA Of KOHCTUTY-
UPaHEeTO Ha aBTOPOT KAaK0 HeWTo aBTEeHTUYHO, OpuUrn-
HanHo, GuaejKn, cnopeg Hero, aBToOpoT He ersucTupa Bo
HerosaTa NoONMHOTWja (OHa LITO ersucTupa Toa e Auc-
KYpPCOT), TOj 3HAYEeHETO Ha aBTopOT, Ha MHAUBMAYAaTA o
nouupa BO BefleH CUCTEM Ha KOHBEHLMW, Npasuna, Hop-
MW UTH. KOW, BCYLUHOCT, U ro apTukynupaar™ . OJHOCHO,
cnopep, Hero aBTOPOT € camO efHa WAEOJOWKa KOH-
cTpykumja. “CMucnarta Ha 4oBe4ykaTa uHauMBUAaYa, WC-
nonHeTa co cebe, AOCTUIHYBajKM ja cBOjaTa HajBMCOKA
TOYKa BO YMETHUKOT, MMa A1aboKN KOPEHW BO Xenobute
W COMCTBEHUTE NpeTCcTaBW Ha 3anagHuTe onwTecTa. ba-
pareTo Ha aBTEHTMYHOCT W OPUrMHANHOCT, 3anuilaHa
BO TENOTO Ha MofepHaTa yMeTHOCT, CBojaTa nonHoTuja
ja Hajge BO TparvyHWOT aBTop; nMpumepn ce BaH lor n
Monok 1 HMBHWUTE 6uorpacun™. OBOj cTas NOCTPYKTY-
panucTUTe Ke ro passujaT g0 HEeroBute KpajHu KOHCeK-
BeHUUN. BeylHOCT M camuMTe acnekTu Ha CTBapHocTa
napTvuunupaa u ro 0BO3moXuja 0BOj HauyMHa Ha 4uTa-




emMmatheme

e 1 pasmucrysarse. Ce nokaxa geka moparnHaTa u er-
3UCTeHUuWjanHaTa AUMMeH3nja Ha WHOUMBUMAYaIM3MoT
KojawTo 6ewe pas3bupnvBa Bo BpemeTo no Broparta
cBeTCKa BOjHa, Habp30 06U eAHO PETOPUYKO 3HaYEHe.
BeywHocT, ce nokaxa feka npojaBeHvoT vHauBuayan-
u3am nocne BropaTa cBeTcka BOjHa CTaHa “MecTo” co
HeNCLPrHM MOXXHOCTU 33 OCTBapyBarbe Ha HajpasnuyHm
NOSIMTUYKN U NAEONOLWKN Lenn. ABTEHTU4YHaTa nojaBa
Ha nHaMBMAYyanm3moT belle 3ameHeTa co efeH Npokna-
MUpaH UHAMBUAYanu3am WCKOPUCTEH o “Xenoute u
npetctaBute Ha 3anagHute onwrtecTtsa’. WHaveuay-
anusMoT Ao6u hopMa Ha efHa “MAeonolKa KOHCTPYK-
uuja” BewwTo uckopucteHa so CtygeHarta BojHa. Cnopepg
Cepx 2Kunb6o “Bo nepuogoTt Ha CTyaeHaTa BojHa, BO KOj
BojHaTa 6elle noBeke CMMOONMYHA OTKONKY pearHa,
(...) naeonorujaTa Ha MHAMBMAYANM3MOT CTaHa 3HA4ajHO
opy>je BO AMepuka 1 oMUHUpaLLe BO cekoja ccpepa Ha
COLMjaSTHNOT M YMETHUYKNOT XKMUBOT™,

d .k ok

Bo nepuogoT no 1945 rognHa kaj Hac ( Bo 6uBLumTe jy-
rOCJIOBEHCKM NMPOCTOPU) Ce 0ABUBa MPOLECOT Ha 6MoKu-
paHe, 3aTBapake Ha naTuvwiTaTta KoH cute hopMmU Ha
VMHOVBMAYaNHO U3pasyBare KOW ro TeMeTusnpaaT Com-
HeXOT, 3N0TOo, HeuHTerpupaHocta. EraucreHuujanus-
MOT M eHdOpPMENoT ce TpeTupaar Kako AeKafeHTHU
YMETHUYKM U3pasn Ha HexymaHaTta enoxa. bugejkum jyro-
CJTOBEHCKOTO OMLWTECTBO NOCNE BOjHaTa TeXHeelle KOH
“XyMaHu3auumja Ha YOBEeKOT", KOH efHa “naeanHa’ coc-
Toj6a Ha BPaMHOTEXEHOCT Ha NOTPebuTe N MOXKHOCTU-
Te, CeKakoB MCKa3 KOjLUTO ro OnuilyBalle COMHEXOT
6ewwe Henpudatime. Hamecto cunosodumja Ha nHaU-
BUAYanu3MoT LITO ja NOHYAW eranucTeHumjannamMmoT, Kaj
Hac ce eTabnupalle dunosoduja Ha “KONeKTUBU3MOT”,
HameCTo Teopwja Ha U3pa3oT, Teopuja Ha 04pasoT.

Ho Beke BO TeKOT Ha 50-Te roguHW Ke ce nojaeat ogpe-
deHV peakuun BO OAHOC Ha AOMWHAHTHATa TeHAeHuuja
Ha couMjanuCcTUYKMOT peanu3am u Tepujata Ha ogpa-
30T. OBMe peakunm 6ea OBO3MOXKEHW Of camaTa Mnosnu-
TUYKa M ngeornoLKa cutyaumja, o4HOCHO CO MPOKIiaMu-
paHarta cnoboa Ha TBOPELUTBOTO MCKaXKaHa o HajBu-
COKMOT nonnTu4kn Bpe. Bo Bpcka co oBa [lywaH bolu-
KOBUMK Ke 3abenexu: “flanv moxxe, Ha HEMpPOTUBPEYEH
Ha4uH, fa ce npoknamupa cnoboaara Ha ApyruoT BO 06-
nacTta Ha gyxot? [lanu moxe ‘cy6jeKToT’ Aa BocnocTaBu
cno6ofa Ha (CBOjoT) ‘06jeKT M 3a Toa fa e LOBOMHa
npoknamauyuja? Cenak, He ce npoknamupa 6uno LwTo,
Tyky cnoboga. Crnobogata no CBOjOT MOWM ja YMHU NpO-
Knamauujata (nepdopmMaTmBOT) M3NULIHA, a HEeonxoA-
HocTa crobogaTa Ha gpyrvoT ga buge npokramvpaHa
Co nepcopmatme, ja YMHM HEU3BECHA U ABOCMUCIIEHA.
3aToa LWTO OHOj KOj ja MMa MOKTa Aa Aaea crnoboga Ha
ApyrnoT, 6um Moxen v Aa ja ykuHe. 3aTtoa nepdopma-
TUBHWUTE MUCKasn CO KOW ce npokrnamupa crnobogara Ha
[OpyrvoT, ro oTenioTBopyBaat napafokcoT Ha cnobogara”.®

* * *

Bo BakBa efHa napagokcanHa cuTyauuja ce nojaBu u

eHdopmesioT Bo Makegonuvja. Toa 6elle nepvoaoT of
KpajoT Ha 50-Te 1 NoYeToKOT Ha 60-Te roauHu, 3Haun
nepuop Kora eHdopMenoT BO CBETOT ja U3rybu ceojata
BoZe4yka nosvumja. Ho n nokpaj Toa, BO uctopujata Ha
Make[oHCKaTa COBpeMeHa YMEeTHOCT W Kynatypa
eH(popmesoT ce cuTympa Kako e4HO 0f HajaHaqajHUTe
W, CeKaKo, eflHO 0 HajuHCNUpaTUBHUTE MecTa.

MojaBata Ha eHdopmenoT Bo MakedoHuja He ce of-
BmBale 6e3 notpecu. BeywHocT Ha HerosaTa nojasa u
npeTxoAaTt OCTpU “cyaupu’ Ha MUCNEeHAa Ha ETUYKM U ec-
TETCKU MnaH, KoHpoHTaumja Ha Mucnera “3a” u “npo-
TUB” ancTpakTHaTa yMeTHOCT LUTO 0CO6eHO Ke fojae A0
n3pas BO NnoriemMmMKara LTO Ce BoAelle Ha CTpaHuuuTe
Ha cnucaHveTto “Pasrnegun” Bo TeKoT Ha 1954 roguHa
Mely UCTakHaTh NPeTCTaBHULM Ha MakegoHcKaTa KyJi-
Typa. Bo BakBa efjHa AMHaMUYHa U “XKeLKa” KynTypHa
CuTyaumja ce nojasu efHa HoBa reHepaumja Ha NIMKOBHU
YMETHMLUM 3a KOWM NpallakbeTo Ha FMKOBHMOT jasuK W
HeroBaTa (PyHKUuja BeKe He ce MocTaByBalle Kako
MopasnHo-uaeosnowka obBpcka, TyKy Kako crnoboga Ha
n3bop. YmeTtHuumte Metap Mases, OpaaH MeTnesckuy,
PucTo JlosaHocku, Pogorbyb AHactacoB, [paryTuH Ae-
pamoBcku, Pucto Kandescku, AnekcaHgap JaHky-
nocku, Weax Benkos, AnekcaHaap Pructecku co gena-
Ta WTO r'M co3fjagoa BO MOYETOKOT Ha 60-Te rogvHu ro
ofbenexaa HOBMOT Mepuof BO pa3BojOT HA MakenoH-
cKarta CoBpemeHa NMKoBHa yMeTHoCT. Ho, uHTepeceH e
(hakToT, WTO HMBHWTE Aena, co Mckny4ok Ha OppaaH
[MeTneBCcKU KOj BO Toa BpeMe XuBeele u paboTelle BO
3arpeb, He Hauzoa Ha BMCTMHCKA peuenuuja, Kako BO
HallaTta cpeuHa, Taka u BO paMKWUTe Ha TorawHa Jyroc-
nasuja. 3a oBa HajunycTpaTusHO 360pyBa M3nox6arta
27 coBpeMeHu crimKapu, BO opraHn3aumja Ha JIukoBHaTa
eceH Bo Combop (ogp>kaHa HoemBpu-AekemBpu 1962).
Oaa n3noxo6a, kako wTo Benu Jewa [eHerpu, 6elue
“06up BO jyrocrioBEHCKUTE PaMKu Ha e4HO MecTo Aa ce
cobepat TeHAeHUMUTE Ha eHdopmenoT..”® Ho Ha oBaa
usnoxoba Hemalle HWUTY edeH MakeAoHCKM crnuvkap!?
Koja 6elle npyunHaTa WTO MaKke[OHCKUTE YMETHULM He
6ea BK/yYeHW Ha oBaa u3noxba? [anv npuduHuTe
Tpeba Aa ce 6apaat camo BO AOMALIHWUTE NMPUMKK (Mo-
paju UAeosoWKN PUrMAHN CTABOBU M HEMaHE Clyx 3a
HOBMOT YMETHWUYKN MCcKasd?) unu Tue Tpeba pa ce 6a-
paat u BO npeppacyavTe Ha ronemMuTe jyrociioBEHCKM
LIeHTPU BO OAHOC Ha YMETHUYKUTE BPEAHOCTM U MNOTEH-
uvjanum Ha makegoHckaTa yMeTHOCT M Kyntypa? [lo-
BEKe nokasaTenun ykaxyBaaT Aeka Mpu4uuHuTe Tpeba
fAa ce 6apaaT ¥ Ha eaHaTa M Ha gpyraTa cTpaHa. Toa
3Ha4m geka Bo MakegoHuja BO TOj nepuog, cé ywTe, He
ce nsaudepeHumparne jacHu CTaBoBM BO OAHOC Ha ¢hu-
nosoujata Ha ersaucTeHUMjanusaMoT U yMeTHoCcTa Ha
eHdopMernoT, Aeka UAeOsOWKMOT CTpaB of, UHANBUAY-
anunsMoT, Kako 3anagHa kaTteropwja, cé ywre 6elue npu-
CyTeH BO MaKeJOHCKUTe UHTeneKTyanHuTe kpyroeu. Og
Apyra cTpaHa nak, Bo Toa Bpeme, ocobeHo BO BTopaTta
nonosuHa Ha 50-Te roguHW, NocToewe TeHAeHumja ro-
NemMuTe jyrocrioBeHCKU YMETHUHKN LLIeHTPU Ha MaKeoH-
cKaTa YMeTHOCT Aa rrnegaar co eAeH nornej o BUCUHA,
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Begnarajkv “‘peuenTu’ 3a HAYMHOT U hopmaTa Ha Kou
WTO MakeJOHCKaTa yMeTHOCT Tpeballe Aa ce passuea u
ok, Taka Muka MonoBuk BO TEKCTOT ob6jaBeH BO
“mcanneTo Pasrnegun (1954) no nosog nsnox6ara Ha
WIYM Ke 3a6enexu: “HajnorvyHvoT nat Ha coBpeme-
SWOT MaKeoHCKM YMETHUK e [a ja criee UCKIy4YUTesHa-
8 CB&XMHa Ha Toa (CPejHOBEeKOBHOTO) HAaCNeACTBO CO
WOAEepHUOT nuKoBeH jasuk. Toa e HeroeaTta npsa 3a-
#@4a 1 BoedHO U rapaHuuja 3a ycnex” "' Bo TekeToT Ha
A96ap nar op M. Bawwyesnk, objaseH Bo BjecHuk 1955
“SAMHa, a no nosoA uanoxoéara Ha [JIYM Bo 3arpe6, ce
SEM: “... Taa Tpaguumja e Tonky 6orata u TOJKY CunHa
WTO HejanHaTa “peHecaHca’ (Yum 3Hayn He ce HeBuanNu-
% Ha oBaa n13noxo6a) BO MNaAoTo CMKApPCTBO Ha OBaa
sawa Penybnnka 61 0BO3MOXWMA pe3ynTaTt Bepojart-
S0 noronemu v nocjajHn OTKOMKY HaarpafdyeaHeTo Ha
SEKOM NOHOBM ABWKEHa BO eBporckaTa YyMEeTHOCT, 0J-
SUCHO NOBTOPYBaH-€TO Ha BapujaLmm KoM BO €BPOMNCKO-
"9 CNMKapcTBO 1 BajapcTBO ce 6e36poj NaTu NOBTOpyBa-
" (EKCNpecroHM3MOT, Ha npumep)”.”? Osue “‘peuenTn’”
W& HEeKOj HauVH U3BpLLIKjA BMWjaHNEe BP3 HAYMHOT Ha KOj-
WTO Ce npuctanu KOH 4UTarbeTo WM TONMKYBaH-eTo Ha
JWETHOCTAa BO Hallara cpegvHa, a BO Taa cMMcna v Ha
WiTarbeTo Ha eHcdopmenoT. Bo nukoBHaTa KpuUTKKa ce
BO00MYN CUMHTarmaTta “cuHTe3a Ha Tpaguumjata u co-
SPEMeHOTO” Koja Aosro BpemMe Ke ce npuMeHysa 3a an-
“TPaKTHOTO CNMKapCTBO U Toa Cé COo Lien ga ce Npomo-
S¥pa TesaTa 3a aBTEHTUYHO MaKeAOHCKO CIIMKApCTBO.
Usa Gewe 6e360f€H HauvH Aa ce npudaTtaT KOH-
SEKBEHUMMTE Ha ersncTeHunjanusmoT n MHAUBMAYanns-
WOT BO HawlaTta onwTecTBeHa 1 KyNTypHa CpemnHa; Ho,
982 Gelle 1 ogpeaeH UAEONOLWKM Hanop Aa ce npoHajae
Ma4MH Oa ce HeyTpanuaupa oBoj ro-
80D Mpeky annuuMpareTo Ha Mo-
MMOT CUHTE3a BO €/1eH jasuK Koj No
£80jaTa cywtuHa Gelle jaskK Koj ja
Aerpagupalwle n ogpekysauwe chop-
Wara, efMHCTBOTO, CMHTE3aTa, yTo-
WjaTa (a cuHTe3aTa e cekoraw of-
PefeHa yTonuCcTUYKa KaTeropwuja).
OTTamy, ymMeTHocTa Ha MakezoH-
CKMOT eHcbopmen Koj, cenak, BO
T0a BpeMe rv genelle BUCTUHCKUTE
npo6riemMn WITO CaMMOT jasuk M
STDYKTYypupawe  (cpparmeHTupa-
HOCT, NoA4eneHoCT, HeuHTerpupa-
HOCT), CTaHa YMeTHOCT Ha CuHTe3a
¥ VHTerpuTeT, eaHa aBTEHTU4YHA
MakefnoHcka ymeTHocT. OAHOCHO,
CTaHa gen o4 eAeH MOeOonoLKK
CHCTEeM Ha KOHBCHLUMM WU HOpMW. Ho,
# OBOJ CUCTEM Ha KOHBEHLWU U HOp-
M, KaKo 1 OHOj 3anafgHuoT, cenak
He MOXe Ja oncTojyBa MaonupaHo
04 YMeTHM4KaTa CBecT, TyKy, Ha
€0eH napajokcaneH HaduMH ce WH-
xopnopupa, cTtaHysa gen opg ja-
3MKOT Ha “HecpeKkHaTa cBecT’ Ha
YMeTHocTa.
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Liliana Nedelkovska

“Is it at all possible to write
lyric poetry after Auschwitz?”

(Adorno)

Will we dare, after the apocalyptic announcement of the unthinkable
cruelty of human nature, “to exist poetically in the world”? In the
period after the Second World War, this question had deep existen-
tial and moral sense. The war ruins were so great, so terrible, that
man could exist upon them only with pessimism, indignation, with
suspicion in any positive force. Only hopelessness was acceptable:
hopelessness as replacement for the Great enlightenment and
utopian ideas. Or, as the surrealist poet Georges Henein wrote in
1941: “Despair is torrential. Despair forces doors. Despair blows
cities apart. Despair is the thunderstorm under which unprecedent-
ed worlds of deliverance will ripen™. This spiritual situation, with all
its force, was also manifested in the art: inevitable was the deep
moral dilemma about the form of art that would, in the “most appro-
priate” way, present the postwar reality. It was clear that it could be
done only by an art that would identify itself with reality. Or, as
Adorno formulated it: “ In order to endure in the midst of extreme and
darkest sides of reality, the works of art that do not want to be sold
as consolation, must become similar to such aspects of reality™.
After the Second World War, it was shown that in the reality of the
ruins there was no more place for the projections of pure art. It was
manifested that the Great utopian idea of pure art was just a Great
illusion. Pure art did not have any more artistic, theoretical, existen-
tial alibi of its projectivity and anti-individualism: the foundations of
its “harmonic world” fell like house of cards in the great aperture that
appeared in the human consciousness and existence. Only “a
-dirty,(...) pessimistic, (...) rotten art (...) an art like an open wound ¥’
could face and express reality. Art, having identified itself with the
“open wound” of the postwar period, became itself an art that looked
like that deep and open wound. The art of Vols was one such “open
wound”, “live body” where the pain touched the bottom of the human
endurance.

The European informel, the New York School, the Japanese group
Gutai represented art in this “period of difficulties”, of negativity and
alienation, of incoherence and formlessness. Formlessness (in the
same manner that Bataille spoke of in the twenties, like a spit out,
like something that cannot be swallowed, that is suppressed, horri-
ble, painful) became language of the “unfortunate consciousness” of
art. According to Rosalind Krauss, the formlessness should have
destroyed all formal categories, to deny that things have clear form.
Things are formless, unfinished... And these things are part of the
existence, the individual existence that cannot be abstractly encom-
passed and at the same time not to be alienated, not to be petrified
in some indifferent, isolated category. The new postwar spiritual
mood underlined exactly the existential aspects of what means to-
be: the aspects of discharging of man in the world, of his brevity and
mortality. The individual, the not repeatable in human existence, his
“astonishment amid one ‘se trouver |a”, were underlined *.
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In this state of questioning (with all aspects of existential and moral
connotations), the aura of the authenticity of man’s existence was
imposed as a landmark of the whole spiritual and philosophical

Art as "Unfortunate Consciousnes"

thought of that period. But, the ideology of the cold war, the pene-
tration of mass culture and communication very quickly questioned
the very spiritual endeavor of man to define himself “in accordance
with himself, at the axis of his abilities *". It was very quickly shown
that the existentialism was just one, perhaps the last (?) romantic
endeavor of modernism to once more show the “absolute value” of
what means individualism, a glitter of one free act of deciding on
one’s own destiny.

Structuralism was precise in reading of the existentialism. Michel
Foucault in his text What Is an Author?, signifies existentialism as art
modernism that favors the author. Promoting the idea of the impos-
sibility of the author’s constituting as something authentic, original
because, in his opinion, the author does not exist in his fullness
(what exists is the discourse), he locates the meaning of the author,
the individual in “a system of conventions, rules, norms, grammars
and so forth which, in effect, articulate him - or ‘speak’ him.*”
According to him, in other words, the author is just one ideological
construction. “The sense of the self-contained human individual,
reaching its high point in the artists, has deep roots in the desires
and self-images of Western societies. The twin quests for authentic-
ity and right across the body of modern art find their fulfilment in trag-
ic outhors, or more particularly in their biographies: van Gogh and
Jackson Pollock begin perhaps the stereotypical examples.” The
poststructuralists later developed this stance to its extreme conse-
quences. Indeed, the very aspect of reality participated and enabled
this mode of reading and thinking. It was shown that the moral and
existential dimension of the individualism, which was understand-
able in the period following WW Il, soon acquired one rhetoric mean-
ing. Actually, it was indicated that the shown individualism after the
Second World War became a “place” of inexhaustible possibilities
for the realization of very different political and ideological purposes.
The authentic appearance of the individualism was replaced with
one proclaimed individualism used by “the desires and notions of
Western societies”. The individualism attained a form of one “ideo-
logical construction” skillfully used in the cold war. According to
Serge Guilbaut, “In this Cold War period, where the war was often
more symbolic than real, the ideology of the individualism was
weapon par excellence in the Unitet States and dominated every
sphere of social and artistic life.®”

Tkk

In the period after 1945, in our country (former SFRY) a process was
under way, of blocking, closing ways towards all forms of individual
expression that had as a motif suspicion, evil, non-integration.
Existentialism and informel were treated as decadent art expres-
sions of the inhuman epoch. Due to the fact that after the war, the
Yugoslav society was inclining towards “humanization of man”,
towards one “ideal” situation of a balance between the needs and
the possibilities, any kind of expression that described suspicion was
unacceptable. In stead of philosophy of the individualism that was
offered by the existentialism, the philosophy of “collectivism” was
established in our country; instead of the theory of expression, there
was the theory of reflection.
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LlekcoH lMonok, HokHa uepemonuja, 1944/ Jackson Pollock, Night Ceremony, 1944
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However, certain reactions with regard to the dominant theory of the
socialist realism and the theory of reflection appeared already in the
fifties. These reactions were enabled by the very political and ideo-
logical situation, that is, by the proclaimed freedom of creation
announced by the top political leadership. Dusan Boskovik wrote
about this: “Is it possible, in non-contradictory way, to proclaim the
freedom of the other in the field of the spirit? Is it possible for the
‘subject’ to establish freedom of (his own) ‘object’ and proclamation
to be sufficient for this? Still, it is not being proclaimed just anything,
but freedom. Freedom, pursuant to its notion, makes proclamation
(the performative) needless, while the necessity to proclaim the free-
dom of the other by the performative makes it uncertain and vague.
Because who has the power to grant freedom to the other, he could
even abolish it. Therefore the performative statements by which the
freedom of the other is proclaimed, embody the paradox of free-
dom.”

The informel appeared also in Macedonia in such paradoxical situa-
tion. This was the period of the late fifties and the early sixties,
meaning the period when the informel had already lost its leading
position on the world. Nevertheless, the informel was situated in the
history of Macedonian contemporary art and culture as one of the
most significant, and, of course, one of the most inspiring periods.
The appearance of the informel in Macedonia was not smooth. As a
matter of fact, even before its emergence, there was fierce
exchange of views at ethical and aesthetic level, a confrontation of
opinion “for” and “against” the abstract art that contributed to even
more fierce debates which took place on the pages of the magazine
Razgledi in 1954 among eminent representatives of the Macedonian

Poforby6 AHactacos, OrpaHundeHo notekso, 1961, Macno Ha nnatHo / Rodoljub Anastasov, Limited Origine, 1961, oil on canvas

culture. A new generation of artists appeared in one such dynamic
and “hot” cultural situation. These new artists did not consider the
question of the artistic language and its function to be some kind of
moral and ideological obligation, rather it was for them a freedom of
choice. Artists like Petar Mazev, Ordan Petlevski, Risto Lozanovski,
Rodoljub Anastasov, Dragutin Avramovski, Risto Kalcevski,
Aleksandar Jankuloski, Ivan Velkov, Aleksandar Risteski, marked
the new period in the development of the Macedonian contemporary
fine arts through their works of art created in the early sixties.
However, interesting is the fact that their works of art, with the
exception of those of Ordan Petlevski who then lived and worked in
Zagreb, were not given the proper reception, both in Macedonia and
elsewhere in the then Yugoslavia. A very good example of this was
the exhibition Twenty-seven Contemporary Artists, organized by the
Artistic Autumn in Sombor (realized in November and December,
1962). In the words of Jesa Denegri, this exhibition was “an attempt
to gather on one place the tendencies of the informel at Yugoslav
level”. However, not even one Macedonian artist was represented
at this exhibition!? What was the reason for not including the
Macedonian artists at this exhibition? Should the reasons be locat-
ed only in the domestic conditions (due to the ideologically rigid posi-
tions and ignoring the new art expression?) or the reasons should be
located also in the prejudices of the then great Yugoslav centers with
regard to the artistic values and potentials of Macedonian art and
culture? Several indicators show that the reasons should be located
on both sides. This means that in Macedonia, at that time, there
were still no clear positions with regard to the philosophy of existen-
tialism and informel art, that the ideological fear of the individualism,
as a Western category, was still present in the Macedonian intellec-
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tual circles. On the other hand, at that time especially in the late
fities, there was also a tendency for the then Yugoslav great art
centers to underestimate Macedonian art, by suggesting “recipes”
on the way and form to be used by Macedonian art in its develop-
ment and tendencies. So, Mika Popovik wrote the following lines
in his text published in the magazine Razgledi (1954) on the occa-
sion of the art exhibition of DLUM (Association of Artists of Ma-
cedonia): “The most logical way for the contemporary Macedonian
artist is to merge the exceptional freshness of that (of the Middle
Ages) heritage with the modern art language: 1t is his first assign-
ment and, at the same time, also a guarantee for success™”. In his
text On the Good Road published in 1954 in the newspaper
Vjesnik, M. Basicevic commented in the following manner the
DLUM exhibition in Zagreb: “...That tradition is so rich and so
strong that its ‘renaissance’ (whose signs are not invisible at this
exhibition) in the young art of this-Republic of ours would enable
results perhaps greater and more brilliant than upgrading of some
recent tendencies in European art, that is, repeating the variations
that have already been so much repeated in European painting
and sculpture (for example, the expressionism).’?” These “recipes”,
In a way, exercised influence on the manner on which art was read
and interpreted in Macedonia, and in this respect, on the manner
of reading the informel. The art critics established the syntagm
“synthesis of tradition and contemporary” that was to be used for
a longer period to describe abstract art and with the purpose of
promoting the thesis of an authentic Macedonian painting. This
was a painless way to accept the consequences of existentialism
and individualism in our social and cultural milieu; however, this
was also a certain ideological attempt to find a way to neutralize
this speech by application of the term of synthesis in a language
that was, in essence, a language which degraded and denied
form, unity, synthesis, utopia (and synthesis is always an utopian
category). Therefore, the art of the Macedonian informel that, still,
shared at that time the real problems which were structured by the
very language (fragmentariness, division, non-integration), be-
came art of synthesis and integrity, one authentic Macedonian art.
That is, it became part of one ideological system of conventions
and norms. But even this system of conventions and norms, like
the Western one, still cannot exist isolated from the artistic con-
sciousness; rather, it is incorporated in a paradoxical manner, be-
coming part of the language of the “unfortunate consciousness” of art.
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