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TOTAITNTAPHATA
APTOKPATUJA
HA
CTAHKOBCKW

Bo KOHTEKCTOT Ha nocTMoAepHaTa,
ymeTHocTa Ha 90-Te BO MOCTKOMYHUCTUYKU-
Te eBpoas3nCcKu NpocTopu, 0Co6eHOo BO
3eMjaTa Kaje WTOo e n3BpLieH NCTOPUCKU He-
BUAEH aHTUXYMaHUCTUYKN EKCTIEPUMEHT, BO
HEej3MHNOT HajronemMm gen cé ywTe ce Ma-
HupbecTupa 1 ce pedneKkTrpa (HU3 apyru Ko-
[OBW) XanyuumHOreHoTo AejCTBO Ha MHOry-
AEeLUeHUCKOTO ToTanuTapHO HacnefcTBo.
Bes ornep Ha gecTpykuujata Ha dawu-
cTU4KaTa naeosornja U Ha HejauHuTe
AepusaTtw, Tparute og nocneauuute Ha MNu-
poBaTa nobefa ce HEYHWIITNIMBK U OCTa-
HyBaaT TpajHO 3aKoAupaHW BO KONEKTUB-
HOTO MameTere Ha reHepauuute og 20-0T
BeK. [loBOEHWTE HacTaHu LWTO KOHTUHYUpPaHo
cnepfea: YHrapckata pesonyuuja, lMNpawka-
Ta nponeT, NepMaHeHTHOTO NoBeKegaeLle-
HUCKO AejcTByBare Ha ConupapHOCT U
KOHe4YHo nafoT Ha CoseTckaTta uMmnepuja Koj
Tpuymdupalle co pywereto Ha BepnuH-
CKWOT Suf, ja aHTMuMnmupaa, pe4ucu Ha cute
¢poHTOBU, rNobanHaTa gyxoBHa aTtmocde-
pa Ha 90-Te, 0co6eHO BO 3emjute Ha nocT-
KOMYHU3MOT. CeBKYNHUOT UHTENeKTyaneH
ANCUOEHTCKN MOTeHUujan Ha 3emjute o
HEeKoralH1OT COBETCKMW farep, ogHatpe u
04HaABoP, MHOTY FOAVHN NPEeS Hej3UHUOT KO-
HeYeH Kpaj, ja nogroTesysaa cMpTTa Ha ToTa-
nuTapHaTa ugeonoruja, AejcTBYBajKu CUH-
XPOHU3MPAHO Ha CUTE MOXKHU NONUHbA.

Bo TOj KOHTEeKCT, nuMKoBHaTa
ymeTHocT Bo 90-Te, ocobeHo BO Pycuja, BO
Hajronema mMepa e BO 3HaKOT Ha AEKOHCTpY-
KuujaTa Ha uctopuckaTa 3agHuHa, NOTOHHO
Ha aBaHrapAHoTo, coupeanucTudkoTo (19-
34) n Ha couaptucTnykoTo (1972) Hacne-
ActBo. PeanHaTa u ceondpaTtHaTa cnvka 3a
[ejcTByBaHETO Ha NNypanHarta pycka Jsiko-
BHa CLieHa, BO pamKuTe Ha rnobanHara cee-
TCKa YMETHOCT, 3acera e HeBO3MOXHO Aa ce
JeTepMuHUpa v sanopusupa. Buktop Mucu-
aHo u3sjaByBa [jeKa, pe4ucu CUTe ekcnepTu
Ha ymeTHOCTa HagBop oA Pycuja, He moxar

Ja gonpar [0 BUCTMHATA 3a pyckaTta JIMKo-
BHa CTBapHOCT. Tue cmeTaart geka "Ha Mo-
OepHVOT naHafyp Ha cyetarta Tpeba ga ce
¢aTaTt camo 3a katacTtpocuTte, 3alITO KO-
MKy WTO € NOEeKCTPEeMHO M nokaTtacTpoda-
NHO UCKYCTBOTO Ha PycuTte, Toa cTaHyBa
TOJNIKY noyHuBep3anHo." bBapokHuoT
6ankaHCcKu Xopop Koj npu Kpajot Ha 90-Te
3anoyHa BO 3emjaTta Ha [pakyna, co
HeBuAeHa 6p3nHa 1 XXeCTOKOCT Ce NpoLIMpy
N Tpuymdupa BO €KC jyrocrioOBEHCKUTe
npoctopu. KonekTueHata karanencuja u
amHesuja WTo rm 063ee peuncu cuTe NNKo-
BHW YMETHULM, Ce YuHU 6ea eanHCTBEHUTE
oabpaHbeHM MexaHU3Mu Kou Moxxea Aa v
3alTUTaT oA XuneppeanvcTmikuTe anoka-
nunTu4KK cnuku. Kako wTo atpodujata Ha
conupapHocTa ja NponsBeae KpusaTa Ha Xy-
MaHU3MOT, MnpeTrnocTaByBamMe Adeka, TOKMy
Taa Kpu3a ro reHepupa u OTCyCTBOTO Ha
NONUTUYKNOT aHraxmaH Bo cdeparta Ha
NIMKOBHarta yMeTHOCT. HajsepojaTHo anvbu-
TO 32 OTCYCTBOTO Ha NOJIMTUYKMOT AUCKYPC
M 32 eTUYKOTO aMHecTuparbe Ke Tpeba aa
ce nobapa npep, cé BO NcuxoaHanusara, unm
BO cdepaTa Ha oHa wTo LlejmMcoH ro
AedouHMpa Kako MOMUTUYKO HecBecHo. Ha
MaKe[oHCKaTa JfIMKOBHA CLeHa, acrnekToT Ha
NOMMTUHKOTO CBECHO € 3acTaneH eauHCTBe-
HO BO €MUCTEMOJIOWKO-OHTONOWKAaTA,
hmnocodcko-aHTponosoLwKaTa crpaTervja
Ha NPBUOT NOCTMOAEPHUCTUHKI MaKe4OHCKU
(aHgeprpayHg) cnukap AnekcaHgap Ctan-
KOBCKW. Heroeara nocnegHa chasa ce Haofa
BO HEKakBa TauHCTBEHa, KOHCMMpaTuMBHA
BpCKa co dmrnocodpumjata Ha usonaumjata Ha
BepraeB. Kako egeH og 6pojHuTe, HO U Npu-
haTnMBKM acrneKTn co Kou 6u moxene aa rv
naeHTuuKyBame HeroBuTe gena cos-
fageHu nomefy 1987-93 roguHa, BO
cny4yajos, ro ogéupame pakypcoT KOj BO
ronema Mepa KopecrnoHaupa v reHepanHo
MO>Xe fia ce CMecTu nomery "6paTcTBOTO BO
XpucTta n gpyrapcteoTo Bo AHTUXpUCTa”.

CnepereT0 Ha MyNnTUMEANjanHUOT BaBUIIO-
HCKM anckypc Ha CTaHKOBCKU NpeTcTaByBa
roniema npoBoKaumja, MOXXHOCT 3a NoBeKe-
3HAYHO apTUKyNupawe U NoBeKeKpaTHO
MaHeBpupame HU3 pasfiMyHUTE AYXOBHMU
XOPU30HTK. 3ryCHyBaHETO U MHOXEHETO Ha
pasnu4HuTe AUCKYP3UBHU (hopMauum Kowu
33eMHO Ce HafononHysaaT W onnogyBaar,
ro nogpasévpaart npeTnas3nnBoTo, NOCTOjaHO
OCBOjyBarbe BO OTCTanyBareTo. Hukorai
CUrypeH BO UCHUTYBaHETO Ha MHULMjarHa-
Ta uieja Ha aBTOpPOT, BO NpPeno3HaBareTo
Ha oMpanocoT Ha HeroB1OT NAaBUPUHT, Ha-
6rbyAyBaqoT Tasnka, 3acTpaHyBajKv og rna-
BHaTa meTa. O cekoj aron Ha peuunupame
Taa ce nomecTtysa, 6era u MeTa-ctasvpa CuH-
XPOHM3UpaHo BO cute Hacoku. CTpaBorT, re-
HepupaH of, emMaHupaykKara cuna Ha HeBu-
ANVBUTE CTanuuu, AemMHe 3af CeKoj Ucnu-
KaH parMeHT W ja 4eka mucnarta Ha 3aBe-
AEHUOT Aa nafHe Kako nneH/ KpTea BO KOH-
uenTyanHaTta Mpexa Ha 3aBegyBadqoT.
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MNpeTnasnuBo KOHCTaTUpa peka crparte-
wKaTa OCKa HajBepojaTHO ce Haofa BO
HEKOHCEKBEHTHOCTa Ha HapaTuBHaTa CTpy-
KTypa Koja ro BoAwu/3aBegyBa HU3
pPasnUYHUTE CTUIICKU, XPOHOTOMNCKM, KOHL|e-
nTyanHu u MeguyMCcKu XOpu3oHTU. MNocTto-
JaHMoT cyaup Co uaeonorvjata Ha npeaas-
CTBOTO pechepupa Ha aHTPOMOLEHTPUYHUOT
1 TEOLIEHTPUYHUOT MPUHLIUM, HO, NPeJ, cé Ha
ApyrapctBoTo Bo AHTMXpUcTa. CobnasHute-
NHUTE, (haHTa3MaropuyHu KOHCTPYKLMKU Ha
EHTPOMNUYKUTE, T.€. HA BaBUITOHCKN KOHLM-
nvpaHuTe 3anneTtu, ro Mamar, ro BTYpHY-
Baar, 3anseTkyBaaT [lpyrmoTt BO NpoBOKa-
TMBHATa, HEOAOMMBO MPUBMEYHA, Marm4Ha
¥ Cekorall HoBa/MouHaKBa o4 UHULUMjanHaTa,
KOHCNMpaTnBHa urpa Ha CtankoBcKu. Jlomn-
HaHTeH e cTpaBoT Ha [lpyrvoT Aa He ja 3a-
rybv ApujagHuHaTa HULWKa 1 ga He ro npo-
Hajae n3nesoT KoH cebecn Ha 6apokHMOT

VKOHOCTAC Ha ToTanuTapHaTa apTokpaTcka
UHTEPAUCUMNNNHAPHA, UHTEepTeKCcTyanHa
CTPYKTypa Ha CTaHKOBCKW, Mefy ApyroTo -
MHOLLTBOTO AUCKYPCH, OCBEH dhmunocoduja-
Ta Ha usonauujata Ha bepraes ja npenosHa-
Bame 1 OpPBENOBCKO-MOpPEHOBCKaTa peTopu-
Ka Ha caTaHUCTUYKMOT KYNT Ha [onemuor
TaTko, Kako u enumuHaumjata Ha CUHOT K
MapruHanusauujata Ha 60XXEeCTBEHOTO.
lMpeky TpaHcthepoT Ha edeH NUK of
TeoueHTpu3MoT CTaHKOBCKM ro aHTULMNu-
pa AEMOHCKMOT MPUHLMM BO @HTPOMOLEHTPY-
3moT. Kako LeHTpanta akuuja cutympaxa Bo
CTPyKTypaTa Ha aHTpomnoToTanuTapHaTa
MUTOMOrMja Koja e MaHudecTnpaHa HuU3
pasnM4yHn AMCKYpP3nBHU mogenu CTaHKoB-
CKW ja akTmBWpa AemuTonornsauujara Ha
KynToT Ha ['onemuoTt TaTKo. lNpoTaroHuc-
TUTE Ha KyNnTOT Ha OBaa MMUTOMOrnja Kou
pefioBHO ce reHepvpaat/perpyTupaar of
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AnekcaHgap CTaHKoBCKM, TajHa Bedepa Bo [anepuja 7, 1990, hoTorpachmja n Macno
Aleksandar Stankovski, The Last Supper in Gallery 7, 1990, photography and oil

AnekcaHgap CTaHKOBCKW, TajHa BeYepa a na u3Hu, 1991, macno n Konax
Aleksandar Stankovski, The Last Supper a la Disney, 1991, oil and collage
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CTEPEeoTUNUTE Ha OpPYTaNHNOT AAPBUHN3AM,
CTaHKOBCKM I'M AemMnucTndonumpa Hu3 Xxymop
N UMHU3aM, HU3 eHa UPOHUCKA, rPOTEeCKHa
AvcTaHua (npeTnocTtaByBame) nocreaHnuTe
roneMu penukTu Ha ugeosiorvjata Ha
TOTanMTapuaMoT. [eKOHCTpyupajKu rv H13
KOZOBWTE Ha CTapuTe 1 Ha HOBUTE MUTOBM,
€O XyMOpOT ja OflecHyBa v ja kaTanuampa Te-
KUHATa U MOKTa Ha [ejCTBYBAHETO Ha UCTO-
pUCKXU OfUrpaHuTe A[ONrOoTPajHU W
©KCTEH3MBHWN AEMOHOSIOLWKMN nepdopMaHcu
yuvja xmnHo3a 06w pedncu nnaHeTapHU
pasmepw

' TepmuHOT apTokpaTtuja e npesemeH o cnukapoT, TB
WHTepBjy Ha [opfu BacuneBckn co AnekcaHpap
CTaHKOBCKM MO MoBoz BUAEO-(hMIMOT KOKUHO.




[ Tewa RGNS

Konca Pirkovska

THE TOTALITARIAN
ARTOCRACY!'

OF

STANKOVSKI

"Pychknor Haposy kako

yapcrso, BgRMSSIAN nation,
bein ocalyptic nation,
OCTB#Mﬂ{Ir : B0

AHr///XpMcn?t”c n realize either
the broth ood in Christ
or the friendship in

H. bepraes, : X
the Antichrist’.
BUE

Hosoro cpesgHope

. Bergyaevy,
iddle Ages

In the context of the postmodern, the art of the 90’s
in the post-communist Euro-Asian territories, es-
pecially in the country where historically unheard
of, antihumanistic experiment, has been perfomed
in its biggest part still is being manifested and re-
flected (through other codes) bay the hallucinating
influence of the totalitarian heritage of many de-
cades. Regardless of the destruction of the fascist
ideology and its derivatives, the traces of the con-
sequences of the Pyrrhic victory cannot be de-
stroyed and remain permanently encoded in the
collective remembrance of the generations of the
20th century.

The postwar events, that followed continually: the
Hungarian Revolution, the Prague Spring, the per-
manent actions for several decades by the Solidar-
ity Trade-union, and finally, the fall of the Soviet
Empire which triumphed with the destruction of the
Berlin wall, have anticipated, almost on all fronts,
the global spiritual atmosphere of the 90’s, espe-
cially in the post-communist countries. The overall
intellectual dissent in the potentials of the coun-
tries of the former Soviet block, internally and ex-
ternally, many years before its definite end, were
preparing the death of the totalitarian ideology,
acting in a synchronized way on all possible fields.
In this context, the fine arts of the 90’s, especially
in Russia, is, by greatest measure, under the sign
of the deconstruction of the historical background,
more precisely, of the avant-garde, the socialist
realistic (1934), and the socialist artistic (1972) heri-
tage. The real and complete picture of the actions
on the pluralistic Russian scene, within the frame-
work of the world global art, for the time being is
impossible to be determined and evaluated. Victor
Missiano has stated that aimost all non-Russian art
experts are not able to penetrate to the very truth
concerning the Russian fine arts reality. They are
of the opinion that ‘in the modern vanity fair they
should only treat the catastrophes, because the
more extreme and more catastrophic is the expe-
rience of the Russians, it becomes in that degree
more universal’.

The baroque Balkan horror that at the end of the
90’s started in the country of Dracula, with unseen
speed and savageness, was expanded and it tri-
umphed in the former Yugoslav territories. It seems
that the collective catalepsy and amnesia, that over-
took almost all fine artists, were the only defense
mechanisms that could protect from the hyper-re-
alistic apocalyptic images. As the atrophy of soli-
darity produced the crisis of humanism, we assume
that exactly this crisis generated also the absence
of the political engagement in the field of fine arts.
Most probably, the alibi for the absence of the po-
litical discourse and for the ethical amnesia should
be found, above all, in the psychoanalysis, or in
the field of that which Jameson has defined as the
political unconscious.

On the Macedonian fine arts scene, the aspect of
the political conscious is present only in the episte-
mological-ontological, philosophical-anthropological
strategy of the first postmodernistic Macedonian
(underground) painter Aleksandar Stankovski. His
last phase is placed in some secretive, conspiring
link with the philosophy of isolation of Bergyaev.
As one of the numerous, but also acceptable as-
pects by which we could identify his works cre-
ated between 1987 and 1993, in this case, we

chose the view-point that in great measure it corre-
sponds and generally could be placed between ‘the
brotherhood in Christ and the friendship in the An-
tichrist.’

Following the multimedia Babylonian discourse of
Stankovski is a huge provocation and a chance for
multi-significant articulating and many-folded ma-
neuvering through the different spiritual horizons.
The thickening and multiplying of different discourse
formations, which are compatible and fertilize one
another, assume the cautious, permanent conquer-
ing in retreating. Never certain in reading the initial
idea of the author, in recognizing the omphalos of
his labyrinth, the viewer roams, going away from
the main target. From every angle of reception, the
main target moves, runs away and metastasizes
in a synchronized manner, in all directions. The fear,
generated by the emanating force of the invisible
traps, lurks behind every painted fragment and waits
for the thought of the seduced one to fall as a cap-
ture/victim in the conceptual net of the seducer. He
carefully concludes that the strategic axis are found
in the inconsequality of the narrative structure that
leads/induces him through the different stylistic,
chrono-type, conceptual and medium horizons. The
permanent clash with the ideology of the betrayal
refers to the anthropocentric and theocentric prin-
ciple, but above all, to the friendship in the Anti-
christ. The spectral, phantasmagoric constructions
of the entropic, i.e. Babylonian-conceited plots, lure,
push, entangle the Other One into the provocative,
irresistibly attractive, magic and always new/differ-
ent from the initialing, conspiring game of
Stankovski. Dominant is the fear of the Other One
not to lose the thread of Arisen and not to discover
the exit toward oneself.

On the baroque iconostas of the totalitarian
artocratic interdisciplinary, intertextual structure of
Stankovski, among the other-many discourses,
except the philosophy of isolation of Bergyaev, we
also recognize the Orwell-Morin rhetoric of the sa-
tanic cult of the Great Father, as well as the elimi-
nation of the Son and the marginalizing of the de-
ity. Through the transfer of one character of the
theocentrism, Stankovski anticipates the demonic
principle in the anthropocentrism. As central action
situated in the structure of the anthropolitarian my-
thology, which is manifested through various dis-
course models, Stankovski activates the demytholo-
gization of the cult of the Great Father. The pro-
tagonists of the cult of this mythology, who regu-
larly are generated/recruited from the stereotypes
of the brutal Darwinism, Stankovski demystifies,
through humor and cynicism, through an ironical,
grotesque distance (we assume), the last great
relics of the ideology of the totalitarianism.
Deconstructing them through the codes of the an-
cientand new myths, through the humor, he allevi-
ates and catalyzes the weight and the power of
the effects of the historically played, lengthy and
extensive demoniac performances whose hypno-
sis became of planetary proportions.

The term ‘artocracy’ has been taken over from the painter; TV in-
terview by Gjorgji Vasilevski with Alekskandar Stankovski, in con-
nection with the video-film ‘Kokino’.
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