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IR Theme

[-p Bopwuc [NeTKOBCKHA

KAPAKTEPOT
HA
AHTAXUPAHATA
VYMETHOCT

BO
MAKEOLOOHWJA

[lonro Tpaelue YyBCTBOTO HA W34 A4ENeHOCT
o[l €BPONCKUTE OBOBEKOBHW YMETHNYKU
TEKOBM: Ce Temeselle Ha DaKToT Aeka BO
HOBUTE UCTOPUCKM OKOJNTHOCTU Ha u3rpaj-
6aTa Ha coumjanuamoT (no 1945) Bo nopa-
HewHa Jyrocnaevja u MakegoHuja, ymeT-
HOCTa NPBO NoAnagHa Noj AVKTaT Ha KpajHo
nparmaTuyHa nonmtuuka akuywja. Co Hea
yMEeTHOCTa Ce NpeTBopu BO aKTUBEH,
[lejcTBeH UHCTPYMEHT Ha cuTe ApXKasHW,
NOMUTUYKN, COLMjanin 1 JyXOBHU NPOEKTH
Ha BnajeaykaTa nonuTu4ka cuna Bo Toa
speme: KIJ. HejsuHaTta npsa noBoeHa
akuuoHa nporpama HeoTMOBUKNBO U
Haf10XK1 Ha YyMETHOCTa Kaj Hac fa y4ecTByBa
BO MPOK/laMupaHuTe MNapTUCKN Lenu:
n3rpaaba Ha onTeCcTBO Ha Ae3anueHnpaqu
YOBEYKMW NIMYHOCTU WITO Ke Bragear Co CUTe
CBOM AyXOBHW MOKW; KOV (criopes, Mapkc) ke
6uaat mefy ApyroTo U npov3soguteny Ha
ecTeTckoTo. CTpemeXoT KOH Taa naeanHa
(XyMaHUCTAYKa, YTOMUCTUYKA?) UAHMHA, Ce
ocTBapyBalle BO CTBApPHOCTA Ha AHeBHaTa
nonuTMYKa npakTuka Taka WTo cute
TBOpEYKM npojasu 6ea NOTHMHETN Ha AOT-

Bopko Nlaseckn, HOB 80 MakegoHuja, hpecka, 1956
(yHmwTena), XenesHnuka ctaHuya Ckonje

Borko Lazeski, The National Liberation War in
Macedonia,fresco,(destroyed), Railway station Skopje

mMaTa Ha couujanuCcTUYKUOT peanusam.
HeroBMoT ecTeTCcKU peayKLUOHU3aMm:
UCKIMY41BOTO NpU3HaBarbe Kako yMETHOCT
cooABeTHa Ha mpupojarta Ha couujanuc-
TUYKO- KOMYHUCTUHKMUOT MPOEKT Camo OHaa
WTO IM Hacneguna BpBHUTE BPeAHOCTU Ha
peanucTMyKaTa yMETHOCT HU3 BEKOBU; Taa
WTO Ke 6uae WHTepHauuoHanHa no
CoApXXUHa (33 CeKoj YOBeK), a HaLmoHasHa
no ¢opma, Tpebale ymeTHocTa Aa ja
NPeTBOPY BO CUMEH MHCTPYMEHT Ha nonn-
Tuyka nponaraHga. fla o6paboTyBa TeMu
LUTO HEMOCPEAHO Ke AejcTByBaat Bp3 cBeCTa
Ha mMacuTe 3a Aa rv crnegat u ocTeapysaat
[HEBHMTe, eTanHn 3agaqu Ha obHoBara
narpapbata Ha 3emjaTa. Jyrocnasuja - v
MakefoHWja Kako efHa Of, HejsnHuTe
denepantu eguHnum - 6ewe HECOMHEHO
Mefy OHWE eBPOMCKY 3eMji WTOo npeTprea
Hajy>KacHW (PU3NYKK pasypHyBarba U Kou
YMaa Hajronemm YoBEYKY XPTBM Bo BTopaTa
cBeTcka BojHa. HuBHUTE JumeH3uu Gea
pe3ynTaTt HajMHOry Ha 6e3mMunocHuTe
penpecanun Ha (awmnCTMHKMOT OKynaTop
(repMaHCKMOT, UTanjaHCKMoT, GyrackuoT,

5]

H CO CUJTHNOT U

MmjaTa v Hej
(cTonaHcko

TMYKO, couujanHo
OBHU 1 HANOXUTENHN

- OBUE UCTOPUCKN
Ha cneyndudHa




# PA380j Ha MaKeJOHCKWOT jasnk U HA CUTEe  chopmu Ha penpecanuu NpoTue Jyrocnaeuja,  cuTe NMYHN MOPUBU U KONEKTUBHMU TPEBOTY.
APYTv TBOpEYKU AejHocTu. OTTyKa, MaKe-  LienlocHO BKITOMEeHM BO onwitara cuTyal Taka M HameTHaTUTe Temu: Aypu n BO
AONCKATE YMETHWUM (TWe Toa ro nokaxaa u  Ha cTygewaTa BojHa. Taka M 3anagHuoT MOHYMEHTasIHaTa YMETHOCT (MpBuTe hpecku
80 IEKOT Ha BOjHaTa) rU 4yBCTBYBAA. OBUE MOKPAaTCK CBET M0C PKo Jlaseckn Kako npumep
] wecTaTTa JeLeHuja cTaHa
K M BO HUB fa ce UCKaxKe
HWOT MoZepeH uapas. M go
1Ll 3aMo4YHATNOT NpoLiec Ha
3[JHYBatbe Ha UCTOPUCKUTE
cukauvjata 4ecto e

SMKOBHa 06pa6oTKa. 30WTo
2848 roquHa (4 Hekoja rop

CHIHO BNMjaHue |
Moroa (co pesonyy

£0 |aBHO, VHTep
CaywHo ro cne
TapTMM BO CBe
KouMyHUCTUYKaTA T
“eno co Jocun bpos
TPE4aBCTBO Ha couujanuc
PEBM3OHM3aM of cuTe
Jaefnmuarta Ha 6paTckurte
napTim (1948). OBaa npe3se
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Taka Taa Hawa cneynguyHoCcT AeHec ce
nokaxysa cocema nouHakesa. Cekaze BO
EBpona: 3Hauyu M HaaBOp O 3emjuTe Ha
McTouHnoT 6N0K, Kage umalle CUJTHU
KOMYHUCTUYKM napTum (Bo PpaHumja,
Wtanwja, AHrnuja) Tue gonro 6ea nocTpoeHn
o uenocHa (MaeonoLKa, nonmTnyKa UTH.)
KoMaHga v nocnywHoct Ha CeTtckata
KOMYHUCTUYKa napTuja (Ha 6onwesnuuTe).
Toa Baxelue 1 3a cuTe npallarba Bp3aHu 3a
ymeTHocTa. OTTyKa, ceTa HMBHa MAEeOonoL-
KO-napTucka anapartypa: og unocogcKo-
ecTeTckara Mucria u yMETHUYKaTa KpUutuka,
[0 BECHULMTE 1 cneuujanManpanTe crvcaHu-
ja 3a nuTepaTypa U yMETHOCT, 6€CKOMMNpPO-
MUCHO M cnegea W MocTynatute Ha
couujanuc-TUYKMOT peanusam. Tue um 6ea
3a/aZileHn 1 Ha CUTe YMETHULM - YIIEeHOBU Ha
opAenHa napTtuja, o4 HajsHa4ajHUTe TBopLy,

FIG. 55. “Stalin” by Picasso, from Les Lettres frangaises, March 12-19, 1953.

Ma6no Mukaco CranumH 1953, upTex
Pablo Picasso, Stalin, 1953, drawing

[0 amaTtepuTe U gunetaHTuTte. Taka v eaeH
Of, BPBHWTE BTEMeNlyBa4u Ha MogepHaTa
YMETHOCT BO 0BOj Bek, [Mabno lMNukaco: unja
epHuka (1937) ctaHa MoZepeH niacTu4eH
cuM60 Ha OTMOPOT crpema halmn3mMoT 1
MoZen 3a MHOTYCPOAHM OCTBapyBara, Kako
yneH Ha KIN®d Ha HeKoNKy naTu ce coobpasu
CO mapTuckaTta MonmuTukKa u Kako Teopel,.
[oneka HATY efileH MaKeAOHCKN YMETHUK: 1

BO BpeMe Ha Hajroniemata 3aBUCHOCT Of
CCCP, He ro npeTcTaBu BO Koja u ga e
¢dopma J.B. CtanuH, lNnkaco Hanpasu
HEKOJIKY LUpPTEeXWU CO HEeroBuoT JIUK; ro
cosgage u rynaboTt Ha MUpOT, LWITO CTaHa
AeMarowku nponaraHgeH cum6bon Ha
cBeTckaTa MoMuMTUKa; a Taksa e U crvkarta
BojHaTta Bo Kopeja (1951), ceBoeBugHa
KybucTuyKka napacpasa Ha ['oja u Mane. Co
MOZAEPHNOT JIMKOBEH ja3uK, CO KOj ru
co3paje cute CBOM fenla, KOMyHUCTOT
®depHaH Jlexxe no BropaTta cBeTcka BojHa BO
HM3a Jena ro Benu4a TPyAoT M
paboTHu4kaTa Knaca. A cnucaHueTo 3a
nutepaTtypa M ymeTHCcT Les Letters
francaises : uaganue Ha KI'®, ypegysaHo o
nucaTenot Jlyj AparoH (Toraw anonoret Ha
couMjanUTUYKUOT peanusam), npasu

TONIepaHTHU TEKCTOBU 3a ancTpakTHaTa

yMeTHOCT, objaBn Aypu BO MNOYETOKOT Ha
cegmaTta geuenuja. MNMogouHa ABUKEHETO
Supports Surface ke caka BO puroposHara
penpoayKuymja Ha (ancTpakTHUOT) CIIMKapPCKu
u3pas ga rm BTKae CBOUTE MapKCUCTUYKO-
neHuHMUcTUYKKM onpegen6éu (Vingt -cing ans
d'art en France, 1986). N Bo UTanuja
KOMYHMCTMYKaTa napTuja HacTojysaile aa
npuBrieye BPBHU MHTENEKTYyanuy u TBOpLM:
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HO HEj3UHUOT ECTETCKM OCTPaKM3am oTTyfu
ogHea MHOry og Hue. Taka wTo KOH
CpeAvHaTa Ha WecTara geuesnja enuHcTee-
Ha cuniHa NU4YHOCT BO Hea Gewe PeHaTo
lyTy30: CO CBOjOT KOMNPOMMCEH TMKOBH
MogepHusam (mery Nukaco u excnpecusH1OT
peanu3am), Toj o6paboTi ¥ MOTUBMK CO
nocebHa nopaka 3a BoOjHaTa, 3a
napTu3aHckaTa repuna, Kakeum WTO ce
obpaboTyBaa n BO ceTa KOMYHUCTUYKA
WcTouHa EBpona.

HoToraw n Bo MakezoHuja 6ea pasropeHu
nonemvkute (1954), a notoa HanuwaHu v
KPUTWKM 3a ancTpakTHaTa yMeTHOCT: Taa(
OpYyrY BUAOBM Ha MogepHaTta yMeTHOCT,
BUAEHU U HA peamua CTPaHCKU U3N0X6m BO
Ckonje n npeg 1963), ctaHa Ha4uH Ha
NIMKOBHO MWUCIeHe U TBOpEere U Ha
MakKefoHCKUTe ymeTHuuM. Ho co npobusoT

Hukona MapTuHocku, Jesojka Bo kagheara, 1930, upTex
Nikola Martinoski, Girl in a Cafe, 1930, drawing

BO MogepHaTa yMeTHOCT: BO eKcnpecu-
OHWU3MOT, CMMOONM3MOT, HaJpeanuamor,
ancTpakuujaTa, TUe ce aHraxxvpaa (MakoTp-
MHO, HU3 TBOPEYKM AUIEMU U NOPa3n) npes
Cé 3a coBMagyBame Ha HejanHaTa heHome-
HoMowka npuvpoga U 3a OTKpuBame Ha
HejanHaTa AyxoBHa cmucna. Taka ce
ofHecyBaa U Kora ja uckaxysaa corncTse-
HaTa ersucTeHuujanHa Ma4yHuHa 1 Kora Hea
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& npeTornysaa BO 3aafieHN UM CaMOCTOjHO
0abpaHn nopaku: 3a HaLuMoHaHaTa uctopuja
{MexoraluHaTa v HajHoBaTa), 4ecTo 1 nopaau
£TBapHaTa unvM o4ekyBaHa OMWTecTBeHa
noAdpuwika 3a TakBu Aena; 3a HacTaHu Ha
TATKOBMHCKa NOYBa WNY Kage U ga e Bo
CBEeTOT (CKOMNCKMOT 3eMjoTpec, BojHaTa BO
BuetHam) uTH. OTTyKa 0BOj Aen Ha
Maxke[oHcKaTa YMeTHOCT jac ro rnegas (Bo
80en 1 KHUrv Hanuwaxu og 1967 Hasawmy)
fOBP3aH Co CrnoXkeHa Teopucka npobrema-
TMKa: cornegyeare Ha npupogara,

CTeneHoT Ha couujanHaTa aHraXXnpaHocT Ha
cospeMeHaTa JIMKOBHA YMETHOCT M
YMETHUYKMOT BUA n3pasyBar-e Ha BojHaTa,
OTNOpOT cnpema halmnsmMoT U peBonyum-
OHEpHWTE, coLujanHUTe NPECBPTU BO CBETOT
# Kaj Hac. Cnopef, MeHe (Toraw u cera),
3anyAHO e ceKakBa aKcuosolwKa penauuja

Petar Hadji Boskov, Partizan, metal, 1977/78, Ravne (Slovenia)

CO KOe 1 fja e 4eno camo BO OAHOC Ha TemaTa
1 COApXXMHAaTA: a € CYLUTECTBEHO aHraXkma-
HOT Ha YMETHMKOT BO HallaTa enoxa fia buge
npeJ cé aHraxmaH 3a paaukasHo HoBa
thopma, LWITO Ke ja ocMucnv HeroBaTa TBopba
BO [ejCTBEH XYyMaHUCTUYKM U ETUYKMK
thakTop BO COETO BpeMme.

Cnopeg foHang Er6ept (Social Radicalism
and the Arts of Western Europe, 1970), koj

Nerap Xaum Bowkos, MapTusaH, 1977/78, meTan, PaeHe (Cnosenuja)

rm pasrnefysa KpUTUYKU U ceondpaTHO
npojaBnTe Ha TBOPEYKOTO UCTpaxKyBare U
pagukanHuTe MOSINTUYKU, MOEOSOWKU N
couujanHmu npojasn Bo 3anagHa Espona of
®paHuyckarta pesonyuuja go 1968 roguxa;
a u criope MHOTY Apyri aBTOpPU: OHUE KO
niwysarne 3a repMaHCKUOT eKCNpecUoHU-
3aM, 3a HeroBMoT coumjaneH u NoUTUYKM
aHraxxmaH (us3noxoéata Bo 1997 roguHa Bo
BeHeuunja: Arte e societa, e egeH og
aprymMeHTUTe 3a Toa); 3a yMeTHoCcTa U
OkTomBpuckarta peBonyuuja (3a Hagexure
Ha pyckaTa-coBeTckaTa aBaHrapga aeka
[AejcTBeHO Ke yyecTByBa BO npeobpasba Ha
CBETOT); 3a OocTBapyBarara, 3aHecuTe u
3abnyguTe Ha Make[OHCKUTE MypasnucTu;
4ecTO Ce HameTHyBa npalaheTo 3a
npupojara Ha O4HOCOT Ha COUMjasiHMoOT W
YMETHUYKNOT pagukanusam. OAHOCHO: aanu

MO>Ke Aa ce NocTaBu ancosylyTHO eAUHCTBO
Mefy HWB; Aann MOXe MNPUBATHOTO
MONMUTUYKN KOH3EPBATUBHO UMW peakLmo-
HEepHO CTojanunwiTe Ha AadeH TBopew 4a oau
HarnopegHo Co HeroBaTa TBopeYka pagukan-
Ha, NPorpecmBHa BO Taa cMUCIa YMETHUYKa
BU3Mja, ocTBapyBare? McTo Taka nocTojaHo
Ce HameTHyBalle U ocMUCyBah€e (Teopuc-
KO) Ha hakTOT Aeka efeH UCT TBopel BO
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Theme IFYEN

pasnM4HN CBOU TBOPEYKM eTanu pasfimyHo
ce onpepenysa cnpema uctopuckaTta
CTBapHOCT Ha cBOeTO Bpeme. EfeH opf
nonnay3umbunHuTe oAroBopuM Ha oOBUE
Aunemu ogamHa ro dgopmynupa Kapno
Llynuo ApraH: cnopep Hero "ymeTHocTa
MOXe [a W MOMOrHe Ha CTpyKTypasnHaTa
TpaHcopMmaumnja, 3Hadm pagukanHa u
peBoNnyLuOHEpHa, Ha ejHa uMcTopucka
cuTyaumja, camo BO KOJIKY MOYHyBa CO
TpaHccopmauymja, Ha pagukaneH 1M Ha
peBONyLMOHEPEH Ha4YuH, Ha CBOUTE
concTtBeHn cTpykTypu" (1964). Ho ApraHx
Hewma fja ro co4ysa 0BOj CBOj ONTUMUCTUYKMN
npoekT: nogouHa (no 1968 mn ocobeHo -
Cropeg Hero - Mo aHTUMCTOPUCKUTE NpojaBu
Ha rnoctMojepHarta) Toj Ke ro cBefe Ha
[OnyLTaHkeTo AeKa YMETHOCTa EBEHTYAlHO
y4yecTByBa BO CO3[aBaHeTO Ha AyXOT Ha

Metap Ma3es, MMo6ega, mo3ank Bo CnomeH-KocTypHUuaTa Bo Tutos Benec 1979

Petar Mazev, Victory, mosaic in the Titov Veles Memorial, 1979

BpEMETO Ha JajfieHa enoxa. Taka Mucnu m
A. MuTpoBuK : Bo TakBO Bpeme (Ha peBony-
LuunTe, M.3.) aBaHrapaH1uTe yMETHOCTU, Mefy
HWB M NIMKOBHATAa, y4eCTBYBaa n3seayBajku
HOBW KYNTYPHW COAPXXMHMU, LUITO 3HAYM AeKa
npuaoHecyBsaa 3a U3rnefoT Ha LenvHaTa Ha
UCTPUCKMNOT MK Ha oBa Bpeme. Tue ro
rnegaa nogo6puoT Aen Ha TOralHUOT CBET,
M TOoa TOKMY MPOU3NEeryBajku of MoTTUKOT



_ TevaNENE

Ha CBOUTE BHATPELIHN TBOPEYKU CUNN U
NoYnTYBajKn ro TBOPELLTBOTO HA YMETHUKOT
- TBOpeL... Mlako ce cTpemea KOH HazjBpe-
MEHCKM BPEAHOCTH, YMETHOCTUTE HE MOXe-
ne pa He ro Hocat 6pemeTo M neyarToT Ha
TakBOTO BpeMme 6upaejkn camute bune
HepasgeneH Aen Ha uctopujata Ha cBouTe
OeHoBU

(AHraxkupaxo u neno, 1983). Ho cnopepg [.
Er6ept 6uno jacHo geka co nopasoT Ha
pagvkanHocTute o4 CcuUTe BUAOBMU:
npojaBeHn BO METEXHWUTEe HacTaHun og 1968
rogvHa pevucy Bo LiennoT CBET, € nopaseHa
HafeXTa feKa AyXOBHOCTa Ha YMETHUYKOTO
TBOPELTBO MOXe Aa y4ecTByBa (Mnn geka
BOOMLWTO MMa KakBa U Ja e CMUCna TakoB
aHra>kmaH), BO npomeHaTta Ha Ao6po Ha
rpybata maTtepujanHa CTBapHOCT Ha
4HOBEKOBOTO XUBeehe. I TeopeTny4apoT Ha
TpaHcBaHrapgata: Akune bonuto Onuea,
npornacyBajkm ro Kpajor Ha MogepHaTa u
Ha ucTopuckarta aBaHrapaa, Ke ja objasu u
CMpTTa Ha cUTe MAEeoNornn Bp3aHu 3a
naejata Ha NporpecoT U Ha (YMETHUYKKOT)
aHraxmaH (Transavantgarde International,
1982). Taka ce YmHaT 3aMpeHun uMmnyncuTe
WTO npousneroa of cleAereTo Ha
¢dunosodckata mucna Ha X. Mapkyse,
cropep Koj EcteTckaTa Ke ja npeobpasu
nonuTuyKkaTa A[UMEH3uja Ha HaweTo
nocroexe. Ho octaHaa cekako aKTyesnHu u
AeHec pasrnegysanata Ha M. [indpeH (Art
et polique, Paris 1974). HuB ru noTepaysa u
amepukaHkaTa KaponuHa [JaHkuH (The Aes-
thetics of Power, 1993) cnopepg koja ceta
TemaTcka, ugeonowka, CcTUNCKa W
akcuonollka npobnemarvka Ha yMeTHocTa
Ha OBOj BEK € MoA, AMPEKTHA YCMOBEHOCT 04
CTOKOBHO - Mas3apHUTe 3aKOHUTOCTU: a
npuBegyBa U HU3a NpUMepK 3a oncecujata
Ha aMepukKaHcKaTa YMeTHOCT Of aKTyeslHu
couujanHn n NONMTUYKK HacTaHu (BojHaTa BO
BueTHam). W kaxaHa: kKako u BO
npeAanssukKyBadkuTe crimku Ha P. KonuckoT
Ha BueHaneTo Bo BeHeuuja (1997), BO niuyHa
CUHTEe3a CO HeKoOorawHu urypaTtneHu
Hacoku. [laHkaH yKaxkyBa M Ha 3Ha4YeHeTo
Ha MapKCUCTUYKMOT METOAOMOWKN MOAEenN
3a npoy4yyBame Ha OBUE KapAuHaHu
YMETHUYKM npawara. 3a NoNUTUYKNOT
KapakTep Ha yMeTHOCTa HW3 BEKOBU: 04
MnaTtoH go BopxonosaTa cepuvja Ha MPTBU
npupoau co cpn 1 YekaH (1977), nuwysa n
ApTtyp HOaHTO.

onem gen of oBUe TEOPUCKM AUCKYpcK 6ea
Ha pas3find4eH Ha4yuH UHBOJIBMPAHU BO
YMETHUYKNOT XMBOT Ha MakegoHuja go
peceTtTtata pgeueHuja npep cé. Bo
NnpeaBOAHNYKNTE YMETHUYKM OCTBapyBaha
Kaj Hac: OHMe BO KOU Ce UCTpa)KyBaa HalumTe
CTPEMEeXM LIeylocHO Aa ce buge Bo enoxata
Koja ce XuBee (MUCMIOBHO, EMOTUBHO,
TBOPEYKM), MOUMOT Ha aHraXXMaHoT Ao6wu
cneyudmyHa amnnutyga. Ce nomanky ce
nocTaByBallle pecka rpaHuua mMefy TemuTe,

BO CMWUCNa KoOja 04 HWB MMa MOLUMPOKO
3Ha4dere: 04 aHTPOMosoLWKa, UCTOpUCKA,
HauuoHamnHa, nNONUTUYKa unu gpyra
npupoaa. Ce noyecTo Koja u Aa e oncecuja
0 KONEKTUBEH KapakTep (HauuoHaneH,
pOAOBCKW, TpyneH, KrnaceH, BepcKu)
cTaHyBalle MoBOj Aa Ce UCKaXke CorncTee-
HOTO 6MBaHe BO CBETOT: C€ LITO € OnWTOo -
jacHo, HameTnMBO, APCKO, Aa ce NPOTONKyBa
Kako NM4Ha, CONCTBEHa TBOpeYyKa AUMEH-
3uja. OTTyKa HeKkom of, TBOpbUTE Ha HalmuTe
yMeTHuun, ocobeHo Bo cchepute kage
[a[eHO TBOPELLTBO HAajAUPEKTHO € U3NoXe-
HO Ha UHTepdepeHLmja Co HEECTETCKU LieNu:
couujanHu, nAeosoLKK, MONIMTUYKN, Haumo-
HanHW, PenUrmo3HK UTH.," KakBa WTO €
MOHYMeHTasiHaTa yMeTHOCT, ce napagurma-
TWUYHK 3a guneMaTta MOXXe Ny of Apyr 3aja-
[ieHa TeMa aa cTaHe BUCTUHCKW NIUYEH TBO-
PEYKMN aHraKMaH.

TakBa e meTanHaTta BM3uWja Ha nNapTusaH

(CnomeHuK Ha KopywkuTe 6puragu, PasHe,
CnoBeHnja, 1977/78) Ha MeTtap Xauwm
BolkKoB: AMHaMu4yHaTa, aHTpornomodopHa
YTYPUCTUYKO - KybUCTUYKa MOCTPOjKa, €
e/HO0 oA HajBnevaTnMBMTE OCTBapyBarba of
0BOj BUA Bo Luena EBpona. HajcuneH nogem
MOHYMEHTAaNHOTO CIMKapPCTBO MOCTUIHA BO
TBOpewWwTBoTO Ha lMeTtap Mases n nurop
Yemepcku, og ocmaTta v gesetarta AeleHuja.
OcmucnyBareTo Ha HauvoHanHaTa UCTopu-
ja, HU3 nereHAapHO- MUTCKN U CUMOONNYHMK
cocTaBu (MO3an4HM 1 pecKo); MOHNPaHETO
BO JINKOBHWUTE AWCKYPCU Of, APeBHOCTa A0
AeHec: 0ocobeHO BO CTpemex pja ce
Hagsuwar oTeapyBaHarta Ha lNukaco, AHgpe
MacoH, Jlexe, ja onpegenwvja aHraxxmpaHoc-
Ta Ha TBOpeLITBOTO Ha MaseB n Yemepcku.
Bo 0BOj TMN MOZAEPHO (EKCNPECUOHUCTUHKO)
TBOpEHE YMETHUKOT Npean3BuKyBavku
HacTojyBa Aa rm HagMmmnHe orpaHudyBarbata
Ha JajeHa cpeauHa 1 Bpeme - 3a ga TBopu
BO nepcnekTMBaTa Ha YOBEYKOTO BO
YOBEKOT BOOMNLWTO. Taka npeTnoctaBkaTa Ha
MOXXHOCTa cekoja ymeTHOCT ga 6buge
KPUTWMYKO NMpeuncnuTyBake Ha OHa WTO
NnocTou, BO MOHYMEeHTanHaTa yMeTHOCT Ha
MaseB n Yemepcku (M Ha Xayu BoulkoB),
M.3.) Ce OCTBapyBa Kako NOoCTOjaHO NpUCYTHa
ctpyktypa (b. MNMeTkoBcku, MakefoOHCKOTO
MOHYMeHTanHo cnmkapcTeo... 1984). Ho
TOKMYy Mopagu Toa 1 3aefHO CO Apyrute
BPBHU NIMKOBHM OCTBapyBama Kaj Hac,
ONTMMUCTUYKKN OYEKyBaB Aeka Ke buaat
3Ha4ajHa ecTeTcKa AuMeH3uja Bo npeobpas-
6a Ha >KMBOTOT Ha MaKefOHCKOTO OnwTec-
TBO. HajHOBMOT MCTOPUCKK nNepuoi, camo
NPUBUAHO T COTMPa BaKBUTE HaZAEXW.
lMoBeKke MakefOHCKM yMETHULUM cakaa Ha
OPYr HA4YMH Aa ce UCKaxKaT 3a TPeBOruTe Ha
HaleTo Bpeme: Hemepcku npexky cumbonuy-
HUOT CyAuMp Ha 310TO 1 Jo6poTo (cepujata
nena co CeeTu ['opfu 1 namjata); Aumurap
MaHeB co npeo6bpasba (no 1992) wa
Kapnectute roBeCKu u NTu4ju Tena 8o

aneropuvja Ha HeogamHewsnTe 6anKaHcKu
BOEHU y>Kacu; HUB 3ApyweHo, 8o hopma Ha
ancTpakTeH cakpanes objexT (gunTuxoTt
Fonemata BojHa, 1993), v MHCUMHYMpa U
XXaHeTa Baxrenu; a Ayo CTaHKOBCKM
UMHNYHO ce nopgbmea co egHa of
HajoMpa3eHUTEe NUYHOCTM Ha OBOj BeEK -
Agond Xutnep. lNa co orneg gexa XMBOTOT
M CcMpTTa ce NnOoCcTojaH NpPeau3BuK MU
COrOBOPHUK 3a yMETHOCTA, ybeieH CyM [ileka
N OBME MaKe[OHCKW TBOPUU: KAKO U
YKECTOKWOT NnaraHCKu cyamp co NOCTOEHETO
Ha MaseB, ja 3anasune 3a ngHuHaTa
uctopuckara apoMa Ha efHa HemupHa wu
HepagocHa enoxa.
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Dr. Boris Petkovski

THE NATURE
OF

THE ENGAGE ART
IN

MACEDONIA

Long Tasted our feeling of being separated from the
European art trends of this century: it was based on
the fact that in the new historical circumstances of
construction of socialism (after 1945.) in former Yu-
goslavia and Macedonia, the art was first under the
dictate of an extremely pragmatic political action.
With it, the art became an active, performing instru-
ment of all state, political, social and spiritual projects
of the ruling political force of that time: the Commu-
nist Party of Yugoslavia. lts first postwar action pro-
gram irrevocably ordered the art in our country to
take part in the proclaimed party aims: construction
of a society of non-alienated human persons who
will rule with all their spiritual powers; who (accord-
ing to Marx) will be, inter alia, also producers of the
esthetic. The inclination toward that ideal (humanis-
tic, utopian?) future, was realized in the reality of
the daily political practice in such way that all creat-
ing manifestations were under the rule of the dogma
of the socialist realism. Its esthetic reductionism -
the exclusive recognizing as art, compatible to the
nature of the socialist-communist project, only that
art which inherited the top values of the realistic art
through the centuries; that art which will be interna-
tional by its contents (for each man), and national
by form - was to transform the art into a powerful
instrument of political propaganda. To elaborate top-
ics that will have direct effect on the mind of the
people to follow and realize the daily, phasic tasks
of ‘renewal and construction of the country’: Yugo-
slavia - and Macedonia as one of its federal units -
was undoubtedly among those European countries
that suffered the most terrible physical demolition

Exgu Bopxon, MpTsa npupoga, 1976/77, cutoneyar Ha nnatHo / Andy Warhol, Still - Life, 1976/77, silkscreen on canvas
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and that had the biggest number of victims during
the Second World War. Their dimensions were the
result, most often, of the merciless reprisals of the
fascist invader (the German, the Italian, the Bulgar-
ian, the Hungarian), provoked by the powerful and
very diversified resistance against it: directed, above
all, by the Communist Party, it was full of military
and other episodes of high morale, courage, patrio-
tism. But, at the same time, a unique social revolu-
tion was going on, as fierce and uncompromising
showdown also with the quislings and with the ‘class
enemy’: above all, with the prewar bourgeoisie and
with the capitalistic economic and social structures.
The epic moments - the heroic or in such way ex-
alted episodes and personalities of the four-year
national liberation war, the activities and efforts for
renewal of the country and its complete construc-
tion (economic, political, social educational) - were
the basic and prescribed topics for the fine and other
arts. For the Macedonians, all these historical turn-
abouts had also a specific value: at least in one part
of the Macedonian ethnic territory (the Vardar
Macedonia), a complete national freedom was also
realized; free usage of the Macedonian language
and of all creative activities. Hence, the Macedonian
artists (they manifested it also during the war) felt
these events as their patriotic and creating impulse.
However, during those first postwar years, indeed
not even one work was created that united the moti-
vating engagement also with the engagement for a
truly new and modern fine arts treatment. Because
especially until 1948. (and some years later), the art
creation (like all other spheres of life) was also in
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our country under the influence of the Soviet art.
Afterwards (with the Resolution of the Cominform
whose member was also the Communist Party of
Yugoslavia) came about a public, internationalized
(all other Communist parties in the world had fol-
lowed it obediently), excommunication of the Com-
munist party of Yugoslavia, headed by Josip Broz
Tito: and because of the ‘betrayal’ of socialist aims
and the ‘revisionism’ of all kinds, expulsion from the
community of the ‘brotherly’ Communist parties
(1948.) This initiated also various forms of reprisals
against Yugoslavia, totally incorporated in the gen-
eral situation of the Cold War. So, the democratic
Western world gradually and carefully (even today
essential differences are not made between former
Yugoslavia and the remaining socialist countries) left
behind its reservations toward the country-renegade
from the block of the ‘real socialism’.

Parallel with that, in the Yugoslav-Macedonian real-
ity, there began a dynamic process of transforma-
tion of the situation in which the fine arts were de-
veloping, after 1950/52. The gradual pragmatic lib-
eralization in all spheres of life enabled in Macedonia
a continual development of freedom of the formal-
style expressing, regardless of the motive. That cre-
ative atmosphere (in the sixth decade) was ex-
pressed by a dozen of drawings and paintings by

Cnace KyHoscku, fTorop, 1960, macno
Spase Kunovski, Concetration Camp, 1960, oil

Nikola Martinoski: the Dionysian flush of the mod-
ern fine arts expressions by the artist, for all per-
sonal impulses and collective alerts. Hence, the
imposed themes: even in the monumental art (the
first frescoes and mosaics of Borko Lazeski are ex-
ample of this), already in the sixth decade became
a great challenge to state through them the freely
chosen modern expression. Even nowadays still
lasts the then created process of permanent revalu-
ation of the historical events; glorification is often
substituted by raw revision of their results, the drama
of the individual in the whirlpool of history, subjec-
tive sufferings and emotions became challenging for
the artistic interpreting; myth and legend, collision
or interweaving of the real and of the fantastic, model
for the artistic in new way to live with the past and
the present. This is discovered by the extremely re-
duced, evocative, surrealistic or symbolic composi-
tion of Spase Kunovski (‘Camp’, 1960.), of Petar
Mazev (‘Funeral’, ‘War’), of Bogoljub Ivkovic (‘Our

Revolution’, 1961.), etc.

Therefore, this specificity of ours today is manifested
in a very different way. Everywhere in Europe: mean-
ing also outside of the countries of the ‘Eastern Bloc’,
where powerful communist parties existed (in
France, Italy, England), they were for a long period
Jined up’ under the (ideological, political, etc.) com-
mand and obedience to the Soviet Communist Party
(of the Bolsheviks). This was also valid for all issues
concerning the art. Hence, all their party ideological
apparatus: from the philosophical-esthetic thought
and artistic critique, to the newspapers and special-
ized magazines for literature and art, uncompromis-
ingly followed also the postulates of the socialist re-
alism. They were also imposed on all artists-mem-
bers of a distinct party, from the most remarkable
authors, to the amateurs and the dilettantes. In this
way, one of the top founders of the modern art in
this century, Pablo Picasso - whose ‘Guernica’
(1937.) became modern plastic symbol of resistance
against the fascism and a model for many similar
creations - as member of the French Communist
Party, several times faced the party policy also as
an author. While not even a single Macedonian au-
thor - even during the period of greatest dependency
on the USSR - did not present in any form J. V.
Stalin, Picasso made several drawings of his image,

creating ‘The Dove of Peace’ that became a dema-
gogic propaganda symbol of the Soviet politics. In
this manner is also the painting ‘The War in Korea’
(1951.), a distinctive paraphrase of Goya and Manet.
With the modern fine arts language, with which he
created all his works, the communist Fernand Leger,
following the Second World War, in a series of works
glorifies the labor and the working class. And the
literary-and-arts magazine ‘Les Lettres frangaise’ -
published by the French Communist Party, edited
by the writer Louis Aragon (then an apologist of the
socialist realism) - published the first ‘tolerant’ texts
on abstract art in the beginning of the seventies. Af-
terwards, the movement Support/Surface would like,
in the rigorous reduction of the (abstract) painting
expression, to interweave its Marxist-Leninist com-
mitments (‘Vingt-cing ans d’art en France’, 1986). In
Italy too, the Communist Party attempted to attract
top intellectuals and authors; however, the Party
esthetic ostracism alienated from the Party many of
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them. So, in the mid sixties, the only powerful per-
sonality in it was Renatto Gutuso: by his compro-
mising fine-arts ‘modemism’ (somewhere between
Picasso and the expressive realism), he produced
also motifs with special ‘message’: on war, on parti-
san guerrillas, that were being produced also in all
‘Communist’ eastern Europe.
Then fiery discussions were also started in
Macedonia (1954.), and afterwards reviews on the
abstract art were written. The abstract art (and other
types of modern art, seen at dozen foreign exhibi-
tions in Skopje, even before 1963.) became a man-
ner of the fine-arts thinking and creating also for the
Macedonian artists. However, with the modern art
penetration - in expressionism, postcubism, symbol-
ism, surrealism, abstraction - they were all engaged
(with big toil, through creative dilemmas and defeats)
above all in overcoming its phenomenological na-
ture and in discovering its spiritual sense. In this
manner, they acted also when they stated their own
existential pain even when they were transfusing it
in ‘given’ or self-chosen ‘messages’: for the national
history (the former and the present), often because
of the real or expected social support for such works;
for events on the fatherland soil or anywhere in the
world (the Skopje Earthquake, the Vietnam War) etc.
Hence, this part of the Macedonian art was consid-
ered by me (in essays and books written since 1967.)
to be connected with complex theoretical issues:
considering nature, the level of social engagement
of the contemporary fine arts and the artistic ex-
pressing of war, resistance against the fascism and
the revolutionary, social upheavals on the world and
in our country. According to me (then and now), fruit-
less is any kind of axiological relation with any work
only relative to the theme and the contents, but it is
essential that the engagement of the artist in our
epoch is, above all, an engagement for radically new
form that would design his creation into an active
humanistic and ethical factor of his time.
According to Donald Egbert (‘Social Radicalism and
the Arts - Western Europe, 1970.), who views criti-
cally and comprehensively the appearances of the
creative expressing of the radical, political, ideologi-
cal and social manifestations in Western Europe
from the French revolution until 1968., and also ac-
cording to other authors: those who wrote about the
German expressionism, about its social and politi-
cal engagement (the exposition in 1997. in Venice:
Arte e societa, is one of the arguments in favor of
this); about the art and the October Revolution (about
the expectations of the Russian-Soviet avant-garde
that actively would take part in the transformation of
the world); about the realizations, the trances and
the misconceptions of the Mexican muralists; the
issue of the nature of the social and artistic radical-
ism is often imposed. That is: Can an absolute unity
be placed between them?; Can the private politically
or reactionary viewpoint of a particular author be par-
allel with his creatively radical, in that sense, artistic
visions, realization? The elaboration (theoretical) was
also being permanently imposed, of the fact that the
very same author in his different creative stages
treats differently the historical reality of his times.
One of the more plausible answers to these dilem-
mas was formulated long time ago by Carlo Gulio
Argan: according to him, ‘the art can help the struc-
tural transformation, meaning radical and revolution-
ary, of a historical situation, only if it starts trans-
forming, in radical and revolutionary manner, its own
structures’ (1964.). But Argan would have not kept
this optimistic project of his: later (after 1968. and
especially - according to him - after the ‘anti-histori-
cal’ appearances of the postmodern) he would re-
duce it to the consent that art eventually takes part
in the creation of ‘the spirit of the times’ of a particu-
lar epoch. So thinks A. Mitrovic: ‘In such times (of
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saiutions, note of the author) the avant-garde arts,
ameng which are the fine arts, took part by produc-
% mew cultural contents, which means that they con-
Wiwsed to the looks of the wholeness of the histori-
% mage of those times. They constructed the bet-
W pant of the then world, exactly resulting from the
petus of their internal creative forces and respect-
4 e creation of the artist-creator... Although they
Peimed themselves toward above-the-times values,
¥ arts could not but bear the burden and the sign
o such times because they themselves were an in-
separable part of the history of their days’
“ Angazirano i lepo’, 1983.). But according to D.
£gbent, it was clear that with the defeat of the radi-
¥ elements of all kinds: indicated in the turmoil
#wents of 1968. almost in all the world, the hope is
Sefeated that the spirituality of the artistic creation
“an participate (or that if there is any sense for
Such an engagement), in the change ‘toward the
oo of the rough material reality of human living.
£4en the theoretician of the transavantgarde, Achille
Sonto Oliva, in stating the end of the modern and
of e historical avant-garde, will announce also
e death of all ideologies connected to the idea of
e progress and the (artistic) engagement
| Transavantgarde International’, 1982.). In this way
e made dead the impulses coming out of the fol-
“owing of the philosophical thought of H. Marcuse.
According to Marcuse, ‘the esthetic’ will transform
e political’ dimension of our existence. But even
‘oday the deliberations of M. Dufrenne remained, of
course, very current (‘Art et politique’, Paris 1974.).
They are confirmed also by the American author,
Carolin Duncan (‘The Aesthetics of Power’, 1993).
According to her, all thematic, ideological, style and
axological issues of the art of this century is under
e direct conditionality of the market laws; she even
otes dozen examples of the obsession in the Ameri-
can art with current social and political events (the
Vietnam War). And said: as in the challenging paint-
ngs by R. Colescott at the Venice Biennale (1997.),
n personal synthesis with the former figurative di-
rections, Duncan points also to the meaning of the
Manxist methodology model for studying these car-
@inal artistic issues. Also Arthur Danto writes about
e political character of art through ages: from Plato
10 the Warhol series of ‘still natures’ with sickle and
hammer (1977.).

A big part of these theoretical discourses were in
@#ferent way involved in the art life of Macedonia,
above all, until the 90’s. In the leading art works in
our country - those which indicated our inclination
1o be completely in the epoch which is being lived
{in contemplative, emotional and creative way), the
term of engagement was given a specific amplitude.
A distinct border among the themes was less ans
less placed, in sense of which of them has wider
meaning: from an anthropological, national, political
or other nature. More often, any obsession of col-
lective character (national, tribal, group, class or re-
ligious) was becoming a reason to express one’s
own being in the world; all that is general - in clear,
imposing, impudent way, to be interpreted as per-
sonal, own creative dimension. Hence, some of the
works of our artists, especially in fields where the
given creation was most directly exposed to inter-
ference of non-esthetic aims: social, ideological po-
iitical, national religious, etc., such as the monumen-
tal art, are paradigmatic for the dilemma: can a
theme, assigned ‘by somebody else’, become a true
personal creative engagement.

Such is the metal vision of a partisan (‘Monument to
the Koruska Brigades’, Ravne, Slovenia, 1977/78.)
of Petar Hadji Boskov: the dynamic, anthropomor-
phic, futuristic-cubist installation, is one of the most
impressive works of this kind in whole Europe. The
monumental painting reached its peak in the works

of Petar Mazev and Gligor Cemerski, during the
eighth and the ninth decades. The elaboration of the
national history, th rough the legendary-mythologi-
cal and symbolical composition (mosaics and fres-
coes); diving into the fine-arts discourses from an-
cient times until nowadays; especially in the desire
to surpass the works of Picasso, André Masson,
Léger, defined the creation of Mazev and Cemerski.
In this kind of ‘modern (expressionistic) creation, the
artist in a challenging way attempts to surpass the
limits of a particular milieu and times - in order to be
creative in the perspective of the human in man gen-
erally. So the assumption of the possibility for every
artto be a critical review of everything that exists, in
the monumental art of Mazev and Cemerski (and of
Hadji Boskov, note of the author) is realized as per-
manently present structure’ (B. Petkovski, The
Macedonian Monumental Painting..., 1984.). But
exactly because of this and together with other top
fine-arts works in our country, | expected in optimis-
tic way that they will be an important ‘esthetic di-
mension’ in the transformation of the life of the
Macedonian society. The most recent historical pe-
riod only seemingly exterminates such expectations.
Many Macedonian artists wanted in another way to
express themselves about the alerts of our age:

Cemerski through the symbolic collision of the good
and the evil (a series of works on the theme of ‘Saint
George and the Dragon’); Dimitar Manev with the
transformation (after 1992.) of the ‘stone’ bodies of
cattle and birds in allegory to the recent Balkan war
horrors; them in a restrained way, in the form of an
abstract sacral object (diptych ‘The Great War’,
1993.); they are insinuated also by Zaneta Vangeli;
while also Stankovski cynically laughs at one of the
most hated personalities of this century, Adolf Hitler.
Well, in view of the fact that life and death are per-
manent challenge and interlocutor for the art, | am
convinced that even these Macedonian authors - as
well as the fierce pagan collision with the existence
of Mazev - have preserved for the future the histori-
cal aroma of one restless epoch of low spirits.
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[nurop Yemepcku, MonemoTo opo Ha criobogata Bo CrioMeHuKoT Ha criobogara, Kovanu, Mosavk, 1981
Gligor Cemerski, The Big Dance of the Liberty in the Kocani Memorial, mosaik, 1981
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