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,Ke nojne Bpeme Kora mcTpaxXyBamwaTa CIIPOBEYBAHU BO TEKOT HAa JOJI-
ruTe nepuoju Ke rm u3HecaT Ha BUJEIUHA HELITAT2 KOM JIEXKAT Cera co-
KpueHyu. EJjeH XUBOTEH BEK JYp¥ ¥ Kora MOTIOJHO 6y My 6Gui Imocse-
7€H Ha HeboTo (Ha ymeTHOCTa) He Ou OMI JOBOJEH Ja Ce M3yuu Taka
OTPOMEH MPERMET . .. 3aT0a TOA 3HAEHe Ke ce CTEKHE 110 JOATa HU3a
emoxu. Ke pojpe Bpeme Kora HauluTe IOTOMOU Ke Oupar BUy[OBH-
JEHN OJ] CO3HAHMETO JeKa HME HE CMe T'M 3Haeje HEeITara KO HUM
camu no cebe mm Omie jacHu ... MHOTY OTKpUTH]ja COUYYBAHM C€ 32
UIHUTE TOKOJNEHMja KOra CIIOMEHMTE Ha Hac ke bugar Beke m3biaefe-
HM. Hammor ceer 6u 6mi MpadyeH M HUWINTOXEH KOra Ha CeKoja eroxa
He 6y 7 Hypgen HEIITO HOBO 3a MCTPaxyBame ... Ilpupogara (Ha Heu-
TaTa) He I'M OTKPUBA CBOUTE TAjHU OJEAHALI U HA CHUTE.

Ceneka VII kuura, I Bek
Questiones Naturales
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BHATpEIIHO OKO HAa PELUMIMEHTOT KOj ro mepuumipa yMETHUUYKO-
TO [€0, KAKO ¥ OHOj KOj caMuOT TO manyu (1 BO HETO COTOpYBa) CBE-
THMOT OraH HA YMETHOCTA, HE Ce BO cOCToiba Aa ja OTKpMjaT BO CBOjOT
TOTAJUTET, BO CBOjaTa AICONYTHOCT MUCTEPMjaTa Ha TBOPEHETO, 3alll-
70 HAL HErO0 CEeKorail TPEIepaT HEKOM CUTHAIM KOM IO BP3yBaaT TBO-
pPELOT 32 HEBUANMBATA MAOYHA BPIIa HA KOCMOCOT.
Kora cranysa 300p 3a TrojeMuTe TBOPLM, 32 TBOPLUTC OR nocebeH
KOB, PETKO KOj TOJIKyBad, BO CJHM BaKBM, CO pe3uTHALNMja JMMUTUPA-
HIU cOo3HaHMja, He ke Guae JOBEAEH 0 ancypAHa MO3UINja.

Cekoj 00uZ BO Pa30TKPMBAKETO HA MCKIYHUMTENHATA CPYAUTHUB-
Ha cuiia Ha MiamguoT caukap Anekcanpap CTaHKOBCKU (1959) ume TBO-
PEILTBO CE JBUKM BOH KOHTEKCTOT Ha JIOKAaJHATa MaKEJOHCKa CIMKap
cka Tpaguimuja ke Omme camo €HO Mano AOOIIOKYBame IO MPEABO-
pPMETO HAa HEroBara IIONMBAJEHTHO CTPYKTypUpaHa CIMKapCcKa CBCCT.
KOHTEMIIIATUBHO-MEAUTATHBHATA NpUpOoAa Ha CTAaHKOBCKM ,HErosaTa
,,CBETIIO-TEMHMHA" BO CBOETO meTaopnuKO 3HAUEme MOXKE Ja CE TO-
AKyBa KaKO M3JIETYBAamE HAa MOHAXOT OJi COICTBEHATA kenmja, o CBO-
jaTa CymTHMHCKa CBETIMHA, O CBOjaTa KpajHa cnoboza, U3T0KyBajku
ja u pusuxyBajku ja (1 BO €/eH BaKOB 06uzn) Ha NECTPYKTUBHUOT Oire-
COK Ha [JEHOT, Ha cé OHa mTo ke ce obume Aa ja moBpenm, Aa ja ByJ-
ranmsupa M 10 MOXKHOCT (BepCanHo) cocema pasypHE CTPYKTypara Ha
oBaa cirobopa.
Bo kenmjata cojazeH € eMOPMOHANHMOT 324€TOK Ha HErOBMOT MUK-
pO-KOCMOC, TeHe3aTa Ha Heropara Kpeanuja, TykKa € 3a MNpB [aT He:
TOBATa OCAMEHOCT COOUYEHA CO COMHEXKMTE 32 KOHEYHOCTA Ha YOBC-
KOBOTO IIOCTOEHE M OECKOHEYHOCTA HA KOCMOCOT, IO NIPB IaT € I0C-
TABEHO MPAIIAmETO KAKO [Ja C€ BOCIOCTABM DPaMHOTEXA, Kako fa ce
peanM3yupaaT COHMIITATA HA YOBEINTBOTO (HEropata BEYHA IOTpara mo
BPENHOCTUTE) KOM Ce HOTHMpar, KOM JIEKAT BP3 KOCMUYKMOT Haecox
Ha MUIMjApOUTE CBETIOCHM TOJMHN?
1 caMMOT aBTOD BO €J€H MWUI De3urnHMpaHo ke jpojae aexa ,,MOIyCTO
¢ cekaBameTo HA NPHUjaTHOCTO YYBCTBO IITO KaKO (PETycu ro MMaB-
Me BO MAaTKMTE Ha HaluuTe Majku. VcdpieHu HaZBOp BO ACHOBUTC
Ia HalluTe parama, MoKMpaHu, 3a00paBUBME Ha KOHEYHATA BUCTMHA
W KaKO ITOTYKY M3JI€XKaHM Tajlanarocy ce BTypHaBMe BO Oe3riasata
TpKa KOH OKeaHOT Ha upeamurte: CTaHABME CMEDHM HOCMTENM HA Oak-
Tepuy, U3MeT M 0GOJI, MOTKYNEHM OF ManuTe ClIafocTpacTuja, Miysuja-
7Ta Ha MOKTa u Jby0OOBTA ¥ KOHEUHO, HA rOJEMara OTKYIHMHA — T[EHM
jamHOCTA".
Ho cemak u nokpaj OBME pasMUCIM, TBOPEUYKOTO JKMBEeme Ha CTaHKO-
BCKM, (KAaKO M Kaj MHOIYMMHA BUCTUHCKM TBOPIM) CYLUTMHCKMA HE 3a-
:I0YHAJIO CO HEroBOTO parame, TYKy TOa IPETCTaByBa PE3YJITAT HA
crpaturpadoujaTa Ha CBETJIOCHHMTE TFOAMHM, 3aToa HE € HM CIy4ajHO



ITO ,,IPOAMPOT KOH HOBOTO® CTAaHKOBCKM IO HACO4YyBa KOH Hacjaari-
T€ M CO MATMHA MOKPUEHMTE M3MMHATM €IOXM KOM MYy IO OTKpMBaaT
€IMHCTBEHMOT IPOCTOP HA KOHCTAHTHO TpajHaTa OE3BDEMEHCKA €r3mc-
TEHIMja Ha CErallHOCTa.

3a ,,CTMJIOT Ha CTApocTa® Koj ro KoHuummupan Xepmad Bpox Bo cBOMTE
eceu, BEIM J€Ka: ,HE € CceKoraml M pe3ynraTta Ha TOAMHUTE; TOoa 2
nap6a BpOJEHA BO YMETHMKOT, 3a€HO CO HETOBMTE OCTaHaTH AapOy,
nap0a Koja Mo’keOu cO3peBa €O TOAMHMTE, HO KOja 4YeCcTomaTu IIOJ
CceHKaTa Ha TpepaHaTa CMPT IPESBPEME paclyTyBa, WM MaK 3HAUM-
TEIHO Ce pasBuBa npejx Anadokara CTapoCT M CMPTTA: TO2 € JOCTUra-
e Ha €JHO HOBO M3Da3HO HMBO Kako mTo 6mno kaj PemOpanT u I'o-
jd KOemTo ABajuara BO 3peNMTE TOAMHM TO NpOHAULIE OHA MeTadn-
3MYKO DPAMHMINTE IITO JEXM IIOA BMAMMBATA ITOBPIUIMHA HA YOBCKOT A
HEIUTaTa, a CelaK MOJKe Ja Ce CciIMKa . ..

MIaguTe TBOPEYKM AYIIM KOM CE€ MCIIONHETM II0 MaT Ha MMOUDHja,
€O MHOTY CO3HaHMja KOHCTAHTHO TM HACENyBa MeTadusuyxara TEMHHU-
fa. Taa e, ce uMHM, TIPBaTa U OCHOBHA IoTpeba Ha AYXOT KOj ro0 MHU-
[ipa TBOPEHETO, a HM3 TOj NPOLEC M HENMOCPEAHOTO OCBETIYBAamE HA
0BOj MeTahu3NUKM areHC.

Bo BpeMeTO Ha HOIAMOJHOTO 3aTHILje NpPER rojemMaTa €BDOICKA
OMIITECTBEHO-NIOJNTHYKA Cypa Ha IIeeceTmocMara IICHMXOAEIMYHa TIO-
JMHA, Koja ce pechieKTHpallle M Ha jYTOCIOBHCKO TIIO, BPEME KOra yMme-
THOCTA OJf MY3€eHMTe Ce ,Jiu3Ha“ Ha YIMUMUTE, KOra MHAUBUAYATHUOT
TBOPEYKM UMH c€ MoAucurmpa BO KONEKTMBHA WTpa, C€ IMOjaBuja,
Ha CEAYMIOAMINHA BO3DACT, NPBMTE ANCTPAKTHM IJIATHA HA 0BOj 3a-
Uy[yBauKy TAJEHTHUPAH CAMKAD Koj OmarogapeHnme Ha KOHTMHYMpaHa-
Ta MHTE3MBHA TBOPEYKAa aKTMBHOCT 3aj cebe ocrasu moseke of 450
nnaTHa (MpeTeXxHo ronem (opmar), uijafHuIN UpTeku u rpaduku. 3a
0BOj CIMKap HEBO3MOXHO € fa 360pyBa 1 pasMuciyBa cO BOOOMUAEHMOT
JlaCKaB ja3uK KOj TM CTUMYJIMpA MIaAuTe Ha[EXKHM CIMKApH, TYKy al-
puopu MoOpa Aa My Ce IpUCTAnM KaKo Ha COCeMa YMETHUYKM 3pea
JIMYHOCT. 3a LEJNOCHO Aa Ce OCBETJAT CMTE ACMeKTH M 3a Aa MOXKe A0
Kpaj (aKo BOOMIUTO MOXKE) Aa ce OTKpue (heHOMEHOT Ha oBaa Oorara
JAVXOBHA DM3HMIA MOTPEOHO € Aa My C€ IIOCBETHM €IHA ONIUMPHA MO-
rorpadcka cTyamuja, BO Koja HY’KHO Om Tpebaso Ja ce M3BPIIAT COH-
JuMpama Ha MHOTYTE CTPATUTPadCKM CloeBu. 3aToa OBO] KaTaJIOIIKN
MCKa3 KOj € NMMMMTMDAH M CO BPEME M CO TMPOCTOP BepojaTHO ke oc-
TABM BIIEYATOK HA MMIIPECMOHMCTUUKHU, TEHAEHIMO3HO, JIMTEPAPHO MH-
TOHMpAHa CIeKylalMja, HO Ce HajeBaMme Jeka Ke Hu ce HajaT MOXK-
HOCTM BO HEKOM OJf MIAHMUTE BPEMHIbA 32 IMO[JIa00KM NOKOHKPETHM I
MOCTYAMO3HYM JUKOBHM TOHMDAama BO OBOj KOMIUIEKCEH CIMKAPCKA
CBET.

Cera fa ce BpaTMME€ Ha IIOUETOLMTE M VINTE eJHAIl Aa ro mapadpa-
supame hacouHATHMOT BpOX M HETOBMOT ,,CTMJI Ha CTapocTa“ Koj He
€ JMMMTMpaH CO TOAMHUTE, a Ae He 3a0opaBuMe M CO KOHBEHLMMUTE
KOM HAC, CUTHUTE JOTMATCKM AYIINM, He IPETEopHja BO poboBM Miu BO
2J00HMIM, KOM MIDKAaT M He cakaT OapeM efHaIl Ja ce IMOKJIOHAT
LpeR MOPTUTE Ha TOJIEMHTE AYXOBM, TYKy ceKorail OapaaT HEKOM TV-
fu mopTH Kaje mTo Ke moykaT Ge3 PM3MK Ja Ce er3uiITMpaar, Ho 32
>KaJl, 4ecTo maTH, Tpex cocema, cocema edemepHu BpegHOocTu. IIpen
7a MMHEME Ha KOHKpDETHa aHalnmM3a VIOTE efHAIl Ja o 310ymoTpedu-
me CTaHKOBCKM, a IIPEKY HEro ¥ Jla ja MOTCeTHME HalllaTa BEKOBHO WH-



crepnopHa HalMja Ha €fHa TaAMY[ACKa MYJADOCT KOja BEIM: ,AKO HE
cyMm 3a ceCe, xoj ke Bume 3a mere? Ako cym camo 3a cebe, WITO cym?

Ho KoOHeEYHO [ga 3amouYHEeMe CO YEepTupaTta M Ja TIo CBPTHUMC
IOTIEAO0T KOH CaMCKOTO MMHATO, KOH 1966 r. M ha ImOYyCTBYBaMeE aKo
MOJKEME, KaKO aHaxpoHu4YHmoT CTAaHKOBCKM (KAKO WITO AEHEC HEKOM
T0 HapeKyBaaT) Ha CEeIYMTOAMIITHA BO3pacT OMJI aBaHrapjEH, OHaKAl
KaxKo IITO Ce OSHEC aBaHTApPAHM CPEJHOBCUHUTE AICTPAKTHM MHTYTHUB-
M CIMKApPH.

Bo mpBOTO amncTpakTHO TIaTHO TOJ HachnoB ,IIpasHuk” 3abe-

JIEKIMBO € NPBUMYHOTO, HECUTYPHO, IUIAIJIMBO, HO HEOLOIMBO NpU-
BIEYHO MAOONVIKYBakmEe KOH CIOMKapckarta wmartepuja. CaMmoT HACIOB
HM ja Cyrepmupa CBEYEHOCTA, NMPBMOT BMCTMHCKM IPA3HMK Ha AYLIAT2,
NIPEOTO KPIUTEBAE, MPBUOT OTHOMET HA OOUTE KOM MHTYTMBHO K€ ro
BOBJI€YAT BO HEMY JOTOTAlll, paUMOHANIHO HEmO3HaTaTta urpa. ['yctoto
NacTyo3HO KCTypamke Ha TEMHUTE OKepacTo-KadheHu U IpBeHM Gou
KON MOAJNEXXKAT HA MEIAHXOJIMYHO MHTOHMPAHM IICHMXOJOIIKM KOHOTA-
nuy, MHETYTUMBHO K€ TO HaBeXaT [a ja NOYyBCTBYBA PU3MYHOCTA U Ce-
PMO3HOCTA HA OBaa Mrpa, 3a [la BO HapemHaTta ciuka , MHOTy uepru‘,
TOKMY CO HECEPMO3HATA CEPHO3HOCT OJIECHE €O CHOT CBOj Cjaj, CO CETO
foraTcTBO Ha JieTckara (paHTa3uja K0ja MCKYIIEHMETO O] NMpeTXOHaTa
cruka ke ro mogmduumMpa 0BOj PU3MK BO BMCTMHCKA Ofa Ha pPajoCTA.
ITpex oBme ceH3aly, NMped HOPTUTE Ha BOJAIIeOHOTO co3Be3gue (Koe
MY M HYOM DApCTBOTO Ha Gomure) pacmociaH € Toj OeckoHedeH, Hebe-
CEH TMBOK OKE€aH, BO KOj 3aIUIOBMII CO BTOpaBa CIMKa, O Koj Beke
My Hema Hajexu 3a spakame. Ke crase ju ensa (a Hue (jac) cme ybe-
JreHN) eIMHCTBEHA CMHA 3Be3[a, uin Ke 3racHe CIOpe] cuiaaTa Ha IpH-
POJHUTE 3AKOHMTOCTH, M Ke ce m3rybm OHAaKa KAaKO 1 MIJIMOHHUTE Lpy-
' 3Be3711 BO OHECKOHEUHOCTA Ha MPOCTOPOT.
Ho ona mrto e (haciquHATHO BO OBa MAaclO, BO 0Ba MHTYMTUBHO, KO-
JIOPUCTUYKO, paylieHOEeproBCKO TKaewme € (pamaHTHaATa panyuoHal-
HOCT KOja ja LOBEAyBa HaIllaTa MMCIA A0 DAPAlOru3Myu, OO BHATPEII-
HM KOH(QIMKTY KOM MOJKEME E€IMHCTBEHO Ja TM TONKYBAME, MM KaKo
Hallla JMYHA HEMOK Ha OCO3HaBame, MAM TIHACHO fa TH IpU3HAEME
rnamuTe haciuMHAINM IPEA OBAa YyA0 OX HETe M Ja MYy 3aBuAyBaMe Ha
»LETEeT0 Koe riefna (u co3gapa) uypa“. PanmoHanHaTa OpraHmsanmja
Ha KOMIIO3uIMjaTa, MY3MYKM MHTOHMpDAHATA OMCOHAHTHA INIO(OHUY-
110CT Ha OOouTe CTOjaT BO INOTIIONIHA KOHBEPTEHIMja CO €JHa Halla re-
HETCKM MCTKAa€Ha MaTepHjalHa KyJaTypa. ,MHory ueprun“-OaHaneH Ha-
CIIOB, IIPO32aMYEH MHCOUPATMBEH MOTHUB KOj CTAHKOBCKM. T'O OIJIEMEHMT
IOETU3Mpan M BO3AUTHAN HA HMBO HA CAKPATHOCT.

Bo macmoro , lipBeHaTa Kiaydanka“ co OCTPHOT IIPBEH pe3 Ha ue-
7KaTa ja paHMII CTPYKTYPaTa a MCTOBPEMEHO M ja M3TPafiil apXMUTEK-
10HMKATa Ha OBaa KOMIIO3MILMja, 4UMj HEMOCPEAEeH pe3 OumiI HyKeH Oa
r0 co3jaze BHATPELIHMOT MOHOJOr. CO MOHOJOTOT M3BPIIECH € TpaH-
cdhep Ha ceTa HeroBa AMCIAPATHOCT KAaKO M HA NPOTUBPEUHOCTHUTE
Ha MOEAMHEYHUTE €NEMEHETN NPETONnyBajku I'm BO €JHO THUTOMO, pe-
AYLOMPAHO, JIMPCKO, ANCTpaKTHO €AMHCTBO. My NM03BOJIyBaAME Ha OKOTO
[10JIeKa Jla Ce JIu3ra u IleTa IO MOBPIUMHATA HaA ,M3BalikaHATa® Me-
Tacmsnuka CenmHa Ha 3aKiydeHara NopTa Cé JOAeKa, CIOpej Ipu-
pojara Ha HerosaTa JbYDOIMTHOCT HE C€ 3alpe Mpel KIydajKara,
MpeNl TOa JKapHILTE uYMja MarMyHa rpaBuTanMoHa Mok (1 Ha camaTta



60ja) He ro Bnve Bo cebe M My ja OTKpME M JApyraTa CTpaHa Ha am-
cyprHOCTa JuinyBajkm ro of MOCIEAHMOT eMOTMBHO 060eH 360p —
HAIeKTa.

Kaxko u mpeTXomHMTE Macjia, JaTMpaHu OJf uCTaTa TOAMHA CC
u: , Bpomonom®, ,ITapk® u ,Coxak“ KOmM ceylITe He ce 0ci000aeHu
o7 coceMa (hopManHO amncTpakTHATA urpa, HO CTAHKOBCKU IIOCTENEHO
MMOYHYBa Jla ja mpoOMBa ¥ Ja TM TpaaM ACONMjATUBHUTE TEj3a’KU BN
KOM C€ NIpEMIeTyBaaT MeryceOHO HEKOM MATHM CHJIM HA PEAJHOCTA If
chaHTasMjaTa BO KOM CTPABOT JpEME M JleMHE II0JI HEKOE IPBO BO
IIApKOT, MJIM Y€Ka CKPMEH 3aJ HEKOj aroj BO COKAKOT, 3a OO0 €OHA
roguHa Herosmot ,IIInmMoH“ na MOYHE JA ro CilefM HM3 COKaluTe Ha
ypBGarKoT mpoctop ,JIemoBMOT AyX (KOj) ce IeTta“ BO HEKOM, OJ Jeé-
HEIIIHA TIePCMEKTUBA COTIENIMBY TPDAHABAHTAPAHM IITHMYH3M.

,IIoprperor Ha IImkaco“ (1969/70 T.) TpeTMpaH BO MaHMPOT
Ha HEroBaTa E€CTETMKA, CE YMHKM [JeKa TO0 HACIMKANl HOMIAAMOT KyOu-
cTMUKM pasurpal ,Iloprper Ha (mapmantHarta) rocnora En3a“ (68/69)
CO IIapeHO KP3HO ¥ , MeJaHXOoauuHO“ mcchpienn 3abu, HO BO IPOBO-
KaTMBHO caMoOeHIucyBayKa KOKETHA I103a, 3a BO HapecjaHaTa €uHae-
cera roamHa BO ,JIlmjaEmor pa3roBop“ Ma HM T'M IpeAaje HU3 efel
CYNTWIEH, XYMODPMCTMYKO-MPOHMYEH JMjaJIoOT CYIITECTBAaTa KOM JKU-
BeaT M J1 Opumaraatr Ha cdpepara Ha cumbonmre. Toa e cdepa Ha
aneropMuHaTa CTPYKTYpa Ha JETCKUTE CIMKKM BO Koja Beke ro odop-
MUJI CBOjOT palMOHaJeH PEe30H KOj Ke craHe MocCTOjaHo BMODAHTEH M
IIOATOTBEH 32 MoAMdMKaILMja HA COICTBEHUTE COHMILTA.

Opn ucrata TOAMHA CE U Heropure (Ba akTta) mpeu 006uaM (aKo
HE TM CMETAME HEKOM IPETXOJHM KOM HE C€ 3aCTANEH!I BO KATaJOrOR)
3a TOpPEANMCTUUEH MPUCTANl ¥ TPETMaH KOH CNMKApCKATa M IPTAadKa-
Ta npobieMaTMKa, KaKO ¥ IIPBUTE AHATOMCKM JIEKLMM KOU MY TH
HaMETHYBAJIO YOBEKOBOTO TEJO.

Ilpexy ,MamuoTr pubap“ HaBIETryBa BO TPENEPIUBUTE BOAU Ha
MMIIPECMOHM3MOT KOj Ke TM HaroBecTM MOHUTE CTPAOTHMU IIPEBUPAHA
BO HeroBaTa Ayma. I[IpeBupamara KOM ce ciayuse Bo 1973 r. Ouie mpe-
CYAHM ¥ CTaHAJe BO CYIUTMHA OHAa [ABIMJKEUKa cuia Koja ke ro po-
BEJl€ HAa HMBO Ha panMAHO CaMOHAJ[DAaCHyBame€, HA HMBO HA IIOBMCOK
TBOPEUYKM CTafZMyM KOj C€3 pociefgHaTa, CTPOra, CEKOjAHEBHA aBTO-
JMCLMIIIMHA IIKOAYBaHA BO JAYXOT Ha XOJNAHACKUTE MajCcTOpM, a ma-
PaJerHO M Ha rpukara aHTnuka Guiaosoduja, He ke MoXKenr Ja To
CO3[ajEe M MHTErpajHO 0(OpMM MWCKIYUMUTEIHO BMCOKMOT KBAJIUTET
Ha CBOjOT aBromoprpeT. Toa € rogmHa Kora Ke 3amouHe (M cé ymITe
Tpae€) HEroBaTa XepMeTHMUKa M30JaljMja, TOIMHA Ha HEroBOTO 400po-
BOJIHO, CTPACTBEHO M CTPAOTHO AYXOBHO IPOTOHCTBO.

Kako mTo BO aBTOPOT ce M3MOaMMIMpana CBECTa, TakKa Cera
1 BO Hac Tpeba [ga ce ciyuyu TOj NpoLec u . IPOAUD KOH HOBOTO BU-
ayeBame“. Ho TOj mar 3a HAIUMOT BHATPELIEH YEKOD € y’KaCHO JOJIr,
(3aLUTO HAIIETO MCKYCTBO HE € aJEeKBATHO HA MCKYCTBOTO HAa aBTOPOT)
cBecta Tpeba fa fobme cocema MOMHAKOB TEK, a4 OKOTO Ja CE IIPU-
BUKHE PEHTTEHTCKM Ja INpoxupa Ce A0 ApyraTa CTpaHa Ha PEaNHOC-
Ta, 3alITO NaTOT (Ha amcTpakiujaTa) Of BHATPE KOH HAjBOD HE €
(bopmMasHO UCT KaKO ¥ MATOT Off HAJIBOD KOH BHATPE.

[IranumBo HO PEIUMTENHO ce obupyBame fAa ja mpobueme Oio-

KagaTa Ha (pODMa.TIHO MMMETHMYKOTO M Ja 3a4Y€KOpMME€ KOH OKeE-
pacTo-KacheHnTe U IPBEHM KOJOPUCTUUYKMA WIPU HA MMUHYIMO3HO, CYII-



TUIHO, TICUXOMOIIKY W3HMjaHCUPAHUOT hnerMaTHued TOH Ha ,YoBe-
KOT BO I[PBEHO®, KOj IOTOHAT BO CBOETO TEJO 1 BO CBOTE MMCIM HE
BYYJOHEBUAYBA CO CBOjOT mumTOM, Omar chaumjaneH mejzax, unja Cce-
PMO3HOCT BO HAIlIATa CBECT ja alCTpaxupa BO3pacTa Ha HETOBMOT CO3-
JaTen.

BapOKTHO KOHIOMIIIMpaHuoT ,CBupau” e yIITe €AEeH UEKOp KOH
[IOBMCOKOTO CIMKApCKO pamMumiuTe. Kommosmummjata 3a pasnauka 07
DpPETXOMHUTE [Ba MOpTpeTa 30oraTeHa € CO CJIEMEHTM OJ MpTBaTa
npupofa uuja Bo3Oyma He HE JomMpa CamMoO Off CBMPA4O0T M HErOBaTa
fecHa, TYKy M Of 3AMBOT Ha MpTBaTa NPUpPOJa Koja ja rpagu mu Iie-
[I0TM TpMKa3HATa 3a Hej3uHMOT Miajx rocmopap. Ce obupysame na
ro pasbepeMe ja3uKOT, Fa ja IMOYYBCTByBamMe€ M OAPEAMME XMepap-
XMjaTa HAa PUTMMU3MPAHUTE, MEFyCceGHO MCIPEMNETEHM €neMeHTH. Bu-
ayeNHaTa XapMOHMja Ce IIPEeToIyBa BO ayAMTHUBHA, ayAUTMBHATA BO
BM3yENHa, TaKa INTO M MrpaTta Ha HaAIIMOT IMOTJIEA KAaKOo M CO3HaHME-
TO HE MOXXaT Ja ce (puKcupaaT, TYKy >XMBO CE€ puUMyBaaT M My C¢
IpenyImTaaT Ha moduOHM3MOT HAa OBaa BU3YENHA MY3MYKM MHTOHN-
paHa KOMHIO3uIMja.

I'o mpomoJDKyBaMe TEKOT Ha HAIMTE MUCIN 1 Beke M3MOpPEHN
cracysaMe, Ha pacTojaHme OJf J[BE€ TOJAMHM, OO HOBOTO BHATPEIIHO
pacreme Ha CTaHKOBCKM Npej Koe TpeGa BHMMATEIHO Ja rO 3ampeme
1 MCOyIITAME 3AMBOT, 32 Jla He 0 HapyIIMME CIOKOjCTBOTO Ha DEM-
(paHTOBCKM TPETUPAHMOT, ,[IOPTPET HA TYPUMHOT® KOj TO OJJIMKYBA
¢IHOCTABHATA ATCOJYTHO COBpIIeHA ocameHocT. OBOj, BO cBOjaTa Cyml-
TMHA AICTPAKTEH IMK, [OTOHAT M M3TyO0EH BO KOCMMUYKaTa TUILMHA,
KaKO AOMMHAHTEH M ucpieH Ha IpeJeH LJaH, Ofaj€ueH OJf Hac M
ox cammoT cebecu OuMBCTBYBa BO cdepuTe Ha HEKOja TNOMHAKBa €r-
sucreHMja. OBaa CBeTa THMIUMHA TKACHA OJi HAjCTIOKOJHMTE HMIIKM H3
1[pMpOJATa € BO MOTIONHA COrJIACHOCT CO MPMBMAHO, TEJIECHOTO CyII-
TECTBO BO KOTO IPMCYCTBOTO Ha GoOra TO Ofale4yuio Of ce IITO €
MaTepujasHO M O0BO3€MHO. IlocTrojaHo ymaTtyBaHaTa MOJMTBA € CaMo
CJIHO DUMyBame Ha KOHCTAHTHO BO3BPATEHOTO Mmojuewe. OBaa 0Oe3-
rjacHa MOJNUTBA € BepHa, Oe3HajeXHa ciykba Ha MeTa(U3NUYKOTO
crymeHnno. Bo oBme ouM ro Iperno3HaBaMe CTPaBOT MNPER OHA —Ekc
npukocHeM ce Hukompke“, (Hmkoram nema ja ce JomnpemMe) TMpeA
oBaa cyAOMHCKM, 11aBOKO pE3UTHMpaHa KOHCTartammja Ha pabor Oo-
K.

Bo oBaa, Kak0 ¥ BO CIMKKUTE LITO CIEAyBaar, BUIAIUBOTO, M-
MMETMYKOTO, CTAHYBA MPUBMJEH MPOU3BOL HA €leH KOHGIMKT (pieH
mefy pasHoBugHMTe Moku. IIpexnmeroT Ha MHTepecupamara Ha CraH-
KOBCKM BO BAKBMTE CIAyday € TOJIKYBaH KaKO MEHTAJICH YMH, KaKO MH-
TeJIeKTyanHa alcTpakmuja Koja Tro ocnobojyea O TPUBMjATHOCTA
naBajkum My momHaKBa BDPEJHOCT, TIOMHAKBM ECTETCKM KOHOTaLyM. Bak-
BOTO CIMKAPCTBO TO TPETIOCTABYBA MCKYCTBOTO Ha KOHCTAHTHO IIPO-
MEHJIMBUOT IPOCTOP BO KOTO COrOpyBa (DYHKIMOHMPAIETO HA CBECTA.
Co ocertnuBa Hapamuja ,npukasHute” Ha CTAaHKOBCKM TO IOATOTBY-
BaaT PENMIMEHTOT HA [ATYBAKBE HNU3 BHATPEINHUTE [Ej3a)KM HA CBEC-
Ta, 3a CO CBOjaTa €QHOCTABHOCT J[a ja MPUKa’Ke HUBHATA PaHIMBOCT.
@urypara € OHaa Koja MOXE ancTPakTHO Jia c¢ HajZorpanu, KOja MpeT-
CTaByBa HEKOE PEANTHO MCKYCTBO, BOHBDEMEHCKO, amMCTOPMCKO, €AHAL
Za CeKorall JajeHo. Bo 0BOj KOHTEKCT TPaJieHU C€ PEedncu CUTe Jena,
rpraysajkun ox Ilejsackor m Mprsara mpupoja, NPEKY MOPTPETUTE,



SApamepuja“, ,, TummmHa u ekcrasa“, ,¥rexa“ u gp., ma OO LMKIYCOT
OJf TOCIENHMUTE CIMKM BO KOM IOTIIONHO ja LOJKMBYBaMmMe MerycebHaTa
MMOBP3aHOCT HA BHATPEIIHUTE CIUKMA CO HABOPEITHUTE.

Ho Bo 0BOj caiyuaj ,pemetkure’ HITO C€ jaByBaaT BO TIOCIETHU-
ke CIMKM MeTadopuukM ja genaT peamHOCTAa HA OBO3EMHA M OHO3EM-
Ha U ja co3jaBaaT BO Hac HeOyno3aTta 3a (POPMAJIHO BHATPELIHMOT W
MaJBOPEIIHMOT CBET Ha CAMKMTE. BO cammuTe CIMKM, RO CaMOTO CIIH-
Kam€ M3rPajeH € €[eH KOMILUIEKCEH CHUCTEM Ha BPCKi. DOpMalHO
HaZBOPEIIHATA CIMKApPCKAa KOMIIO3MIIMja TM TPEAM3BUKYBA CIUKATE HA
BHATPELIHNUTE IPOLECH, HAa BHATPEIIHATA JKUBOCT U Pa3HOBPCHOCT. Hus
co3/lajieHara IPONOJPKEHA aKLMja Ha CBOMTE CAMKHM ja TBODM U peak-
nujaTa Koja € BHATPEIIHA PEaJHOCT Ha CBETOT M mpupojarta. OGjerTor
Ha NPUKAKYBameTO (OPMAaNHO 0 MOMECTYBa OJ EIHO KOH ADPYTO
CTMIICKO OCBETIYBAam€ (0] amCTPAaKTHO KOH (DUIypaTtMBHO, Of ury-
PATUMBHO KOH AaIlCTPAKTHO, KAaKO ¥ B3aeMHOTO TPOHMKHYEAME) 3a [1a
MOXX€ BO IIOTIOJHOCT Ja ja pealm3mMpa CBOjaTa MMCia, 3a fga #u ia
Taze HajBMCOKATa MEpKAa Ha OHAA HERMAJNKMBA PEAIHOCT, OHaa MpealHa,
1iaTHATYPATMCTUUKA 00jEKTMBHOCT.

EnHa uypnecHa, BEMWYECTBEHA, MHOTYKpaTHa cuMOMO3a MEry IITi-
LUTE M JyreTo ojpaseHa € Bo ,,CuHMOT Makao®, ,Apa mpex oriena-
ao“, ,Ilarpmma®, ,Kakagy“, ,Tya-nyamnotr amren uyBap“ u JOp. BO
unja MEryCIOjHOCT MNpOBEjyBa (DaHTACTUUYHOTO, MPALMOHAIHOTO, HE-
JIOTMUPIMBOTO, ACMMMIVPAHKM BO €AE€H JNUPCKMU hIylj Ha OHA KPEeaTuB-
HOTO, O0KECTBEHO TBOPEUKO JIVIIIIO.

HenpexmnHaraTta, mjejHata, eMoOIMOHANIHATA (IOMCTOBETEHOCT HO
I anujeHMpPaHOCT) TEOMETPMUCKM AujaMeTpanHaTa, HO KOXEDEHTHA JH-
HUja TM TPOHUIKYPRA CTPYKTYPUTE HA OBKME KOMIIO3MIMM KOou Tpeba a2
Ce TOJpEeNaT, CTajloXXaT M IPEeCcOo3Jajar BO HAC CaMHUTE, KaKO IITO
CTaHKOBCKM HM IO NPHMKa’kald CBOjOT CBET 1 cebecHu, a MCTOBPEMEHO
U CBOETO IPUKAKYyBawke€ Ha cBeToT. Bo ,I'va-nygmor aHren uysap“
NTHUIATa M HEj3MHEMOT UyBap, MaK0o OJJalleueHy, pasAeieHM CTOjaT BO
TAMHCTBEHA U COCEMa paIMOHANHA METYIOBP3aHOCT KOja TPOTEKYBD
HM3 dayuaHaTa atMocdepa BO ume OTrJIEfano Ce OApPa3eHM HUBHUTC
CMOIIMOHAJNHO MCIpPasHeTH ¥ M3ry0eHu mnorieau npes OECKOHEUHMOT
rnipocrtop. IlocraBeHn Ha pasnuuHu GPEroBw, HA €JHA JCTa BOJa TU
EP3YBa €ICH JICT, CUMMYJTAHO TKaeH, 0e3TiacHO-TIaceH, 0cnoboaeH O/
OOJIOT M Of CMPTTAa, MOHOJIOT KOj BO CBOjaTa KVJMMHAIMja CO HAIIATa
goiara hukcammja ce TMPETONyBA BO KOCMMUKA MY3MKa M3MeENIaHa OJf
6e306poj IIyMOBM Ha NMPUPOJHMTE 3BYLM 3a HAa KpajoT jacHO Aa Oiec-
HE M Ja J0Ipe JO Hac JYAMIOTO KOE HEePACKMHIMBO TM BpP3yBa, TOA
JYAMIIO HA HeyMHUpPamke, JIyII0To Ha 6ecMpTHOCTAa 1 cnodofaTa. LIBpe-
TO cMe yOemeHM M BepyBaMe BO TBOPEUKATA AMMCH3Mja, BO MMAHEHT-
HUTE BPENHOCTM Ha 0BAaa MHTEAMUTEHIIMja OJ HAjBMCOK pEx, KOja HAa
UAHUTE IOKoJeHuja Ke MM ro ocTaBu CBOETO 0OOTATO HACIENCTBO 30
KO€e HHe, Ol JleHelllHa MepCIEeKTMBA HE CME BO COcCTOjCa BO LENmOCT Ad
0 Oco3HaeMe. Ha 0BOj KOMIIIEKCEH, €30TEPMUEE CIMKAPCKIM CHCTEM
MOJKEME CaMO OJ JaleKy Aa My ce nobimkume 1 co HallaTa MHTY-
AmMja Aa ™M KOJOpMpaMe PEeIOBMUTE M MErypeLOBUTE Ha HalllaTa CBECT
1 Ha HEKAKOB HAYMH Aa ro o)OpMMME CO3HAHMETO, Ia Ja KOHCTaT-
pame gexka CTAHKOBCKM OJaMHA MMHAN BO ECEHIMjalTHOTO CO34aBaj-
KM r'M CBOMTE CJIMKH, IITO CO CBOjaTa TEXKMHA M BHATpELIeH chopmar,



rO HampaBuje YeKOpPOT KOH LapcTBOTO Ha TBOpEYKaTa 0e3yMHOCT,
sarapaHTUpajky cu ro Ha TOj HAUMH JYIMIOTO Ha CBOETO HEYMMPAMC.

CTAaHKOBCKU € CBECEH JIeKa CEKOE COJMCTUMYKO JIMKOBHO [EJ0
rpajeHo Bp3 cuMQOHMCKUTE MPUHIMION INPOAMPA RO HAjAnabOKUTE
KONOPUCTHYKY, JNUTEPADHM, TCUXONOWIKY, (DUI030(hcku 1 My3HUKH
WHTOHMPAHM CIIOEBM KOM ja TpajaT apXMTEKTOHMKATA Ha MMTArOpejCK
ceomndaruara cauka, Moxxebu mMarujaTa Ha BaKBaTa YMETHOCT € BO HE-
MOTO pasfupame Ha B3aeMHaTa JbyOOB IOMeEry CO3ZATENOT M CO3-
[ANEHOTO, IIOMEFYy PENENnTOPOT M CO3AaZEHOTO, IIOMErY CO3/IaTeNorT,
CO3XAZEHOTO M DPEIENTOPOT, NMOMELy TOa CBETO TPOjCTBO 0O€3 Koe Ma-
ryjaTa He 6u MoOJKela Aa OMBCTBYBAa M Ja ja M3BPIIM CBOjaTa MMCHja.

TBOPE®HETO € HEroBaTa ECEHINNja, HETCBOTO Jac € BO EIMHCTBO
Ha Taa CYICTAaHIa Off KOja TO CO3Jal CBOETO HEDO M CBOjOT IEKOJ, A
Ha Uy KOCMUYKM 6O0jHM HPOCTOPKM OCTAHAN ANCONYTHO caM, 0e3 Hue-
Jl6H COjy3HMK, OHAKa KaKo IITO OCTAaHyBa Cama ,PacTpemnepeHara due-
NMYHA IIMIKA 3al(BPCTEHA Ha IPAHUTHMOT GJIOK Ha pasyMoT: ...

Konua IImpkoBcKa
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«A time will come when researche done over long periods
of time in the past will shed light on things that lay hidden mow.
One man’s life, even if it were completely devoted to heaven (to
art), wouldn’t be long enough to study such an immense subject . ..
That’s why, the knowledge of it will be acquired after a series of
ages. A time will come when our descendants will be amazed by
the fact that we had not known the things that are as clear as day
te them . +-

Many discoveries are preserved for future generations when
the memmory of us has faded. Our world would have been dark
and worthless if it had mot offered to each age something new to
study ... Nature (of things) does not reveal its secrets at once and

to everyone.”
Seneca, book VII, I a.a.c.

Questiones naturales
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The inner eye of the one who observes a work of art, as
well as the one who kindles the holy flame of art and burns him-
self in it, are not able to discover the mistery of creation in its
totality and absolutness, because, there are always some invisible
signals twinkling over it, which link the artist with the invisible
umbilical cord of the universe.

As to the great creators, those of a very particular kind, ra-
rely can be found an interpretor who will not be left in an absurd
position because of his knowledge limited with resignation.

Every fry to unveil the extremely strong erudite power of
the young artist Alexander Stankovski (1959), whose works are
directed outside the context of the local Macedonian painting tra-
dition, would be only a little approach to the vestibule of his poly-
valently structured artistic consciousness.

His contemplative and meditative nature, his “light inside
a darkness”, in its metaphysical meaning could be interpreted as
coming of a monk out of his cell, out of his essential light and
extreme freedom, a comming out which displays and endangers
the whole structure of this freedom because it is open to the de-
structive flash of day-light, and to everything that will try to
hurt it, vulgarize it, and even (verbally) destroy it completely.

The embryo of his mycrocosm has been created in this cell,
the genesis of his creation has been built in it, and here, for the
first time, his loneliness hass been faced with doubts about the
limits of human existence and the infinity of universe. Here, he
has been faced for the first time with the problem of making a
balance, and how to make the dreams of human kind come true,
(its eternal search for values), dreams which are supported by
cosmic sparkles of milliards of light years.

The artist himself, in a moment of resignation, adds that
“it’'s no use remmembering the pleasant fillings that we had in
the wombs of our mothers. In the days of our birth, we were
kicked out, shocked, we forgot the only truth, and like new-born
Galapago, we headlessly threw ourselves into the ocean of ideals;
We became humble bearers of bacteria, excrements and pain, brib-
ed by mean lusty moments, the illusion of power and love, and
yet, we bore a big ransom — the geniousness.”

Yet, in spite of these thoughts, the creative life of Alexander
Stankovski, (as is the case with many real artists), did not actual-
ly began with his birth, but resulted from the multi-structure of
light years; Because of that, his “breaking through towards the
new" has not by a chance been directed to past periods covered



with film and strata, which unveiled to him the unrivalled space
of the constant and timeless existence of present.

“The style of old age” is a concept introduced by Herman
Broch who, in his essays sais about it that: “it is not always and
necessarilly a product of age; it is an innate gift of the artist,
as his other talents, a gift which perhaps comes to maturity over
the years, but often blossoms too early under the shadow of pre-
mature death; It is an achievment of a new expressive level like
that which we see in Rembrandt and Goya in their maturities,
when they found the metaphysical plain which lais beneath the
visible surface of man and things, but still can be painted...”

Young creative souls, filled by means of empiricism, with a
big knowledge, are constantly inhabited by metaphysical darkness.
It seems to be the primary and basic need of a mind which initiates
creation, and through that very process, this metaphysical driving
force becomes illuminated.

In the time of the treacherous calm before the big European
social and political storm of the psychodelic 1968th, which was
reflected in the Yugoslav life as well, time when art from the
museums “came down” into the streets, when the individual crea-
tive act was transformed into a collective game, in that time, the
first abstract canvases of this amazingly talented artist appeared,
and since then, his continual and intensive creative activity has
produced more than 450 canvases, (most of them in big format),
and thousands of drawings and graphics. It is impossible to talk
and think about this artist in the usual flattering way which sti-
mulates young and hopeful painters, but, we must approach to
him (a priori) as to a completely mature person. In order to shed
ligh on all aspects of this rich soul treasure, and to discover enti-
rely (if we possibly can), it's phenomenon, we should devote to
him a more extensive monograph, within which, all of his verti-
cal leyers should be sounded out; Because of that, this catalog li-
mited both in space and time, will probably seem like an impres-
sionistic, tendentious and literary intoned speculation, but we hope
to be given some future opportunities for some deeper, more
detailed and more specific critical approaches to this complex
artistic world.

Let us go back to his origins and paraphrase once more the
fascinating Broch and his “style of old age”, style not limited by
the actual age of the artist; but not forgetting the conventions
which turned our petty dogmatic minds into slaves or malicious
persons who squint their eyes and refuse to bow, at least once,
in front of the gates of the noble souls, but always search for
someone else’s gates where they can “go into raptures” without
any risk; But unfortunately, they very often bow before totally
ephemeral values. Before we begin with concrete analysis ,let us
quote Stankovski once more, and through that, remind our na-
tion burdened with a centuries-long inferiority, on a Talmud say-
ing: “If I am not for myself, who will be? If I am only for my-
self, what am I? If not now ,then when?”... But, to begin at
last, turning our eyes to the near past, to the year of 1966, and
to feel, if we can, how the anachronistic Stankovski, (as he is
called now by some people), was avant-garde when he was seven,



in the same way in which the middle-aged abstract intuitive artists
are so, nowadays.

In his first abstract canvas named “Celebration”, we can no-
tice his first uncertain and fearful, but irresistible approach to
the artistic substance. The title itself suggests festivity, a first
real spiritual holiday, first christening, and first fireworks of co-
lours that will intuitively involve him in a game, which had been
rationally unknown to him up till then.

The thick, stallionish throwing of dark, ocherous-brown and
red colours which convay some melanchoilily intoned psychologi-
cal connotations, will make him feel the risk and the seriousness
of this game, whereas in the following painting, “Lots of Rugs”,
it is precisely the unserious seriousity by means of which, the
temptation of the previous painting will modify this risk into a
real ode of joy which flashes suddenly in all splendor and richness
of child’s fantasy. In front of all these sensations, in front of the
gates of the magic constellation (which offers to him the kingdom
of colours), we ses this infinite, heavenly calm ocean in which
he had departed with his second painting, without any hope of
comming back. Will all this become a sole blue star (in which we
are convinced), or it will vanish in accordance with the natural
rules, just like millions of other stars in the space eternity.

But what is fascinating about this canvas, in this colouristic,
and intuitive weaving in a Rauschenbergistic manner, is a striking
rationallity which leads our thought to paralogismes and inner
conflicts which can be interpreted only as our own failure of mind.
or, we must loudly admit our fascination with this miracle of
child and envy “the child who sees and creates miracles”. The
rational organization of the composition and melodiously intoned
disscnant polyphony of colours, stand in a complete convergence
with one genetically woven material culture of ours. “Lots of Rugs”
is a banal title and a prosaic inspirative motif, but here, it is
made noble, poetized and raised to a level of sacrament. In the
oil painting “The Red Keyhole”, the sharp red stroke of his paint-
brush has wounded the structure but in the same time, has built
up the architectonics of this composition, it’'s direct stroke being
necessary for creation of the inward monologue. This monologue
has made a transfer of all the disparity and contradictorities of
its elements taken one by one, melting them into a unity which
is pleasant, lyrical, reduced and abstract. We let our eye glide
slowly across the surface of the “defiled” metaphysical whiteness
of the locked door, till the moment when it (our eye), according
to the nature of its curiosity, stops in front of the keyhole and
the magic power of gravitation of that focus absorbs the eye and
discovers to it even the other side of absurdity, denying to it the
last emotionally coloured word — hope. Alike to the preceeding
oil paitings, the “Shipwreck”, “Park” and “Small Street” which
are from the same year, are still not freed from a totally formal
abstract play; However, Stankovski gradually begins to break it,
building associative landscapes in which the fear hides under some
tree in the park or around some corner of the street and within
which, some obscure forces of reality and fantasy are interwoven
with each other. After a year, we see how his “Spy” following



“The Walking Ghest of the Grandfather” through the small streets
of the urban space in some atmosphere which we can now call
trans avant-garde.

The “Portrait of Picasso” (1969/70), treated in the mannev
of his aestheticism, lcoks as if it had been painted by the younger,
cubist and playful “Portrait of (the charming) lMiissis Elsa” (1968/
69), dressed in a dappled fur coat, with mournfully outlined front
teeth, but in provocative self-satisfied ccquettisn pose, whereas,
in the “Drunk Conversation”, the artist gives us the creatures
who live and belong to the sphere of symbols, through a subtle
humourously-ironical dialogue. It is a sphere of the allegoriczl
structure of child’s dreams within which ke had already formed
his rational reason that became permanently vibrant and ready
for modification of his dreams. The t{wo painting: of a nude date
from the same year, and they are his first les.ons in anatomy
imposed by the human body, (if we do not consider thecse which
are not included in this catalogue) and in the same time, his
tirst efforts for a more realistic apprcach to the painting and
drowing problems. The turmoils in his soul that happened in
1973d, were of vital importance because they actually became the
driving force that brought him to a level of a rapid self-trans-
cending and a higher creative phase whici, without a consistent
and strict self-discipline and studies based on the spirit of the
Dutch masters and the ancient Greek philosophy in the same time,
could never create and integrally form the extremely high quality
of his self-portrait. It was the year of the beggining of his her-
metic isolation and spiritual banishment which was voluntarily
chosen, passionate and horrible.

In the same way in which the artist’s consciousness got mo-
dified, it is our mind that now has to undergo that process and
break through itself in order to gain “a new point cf view”. But
it’s a terribly long way for our internal pace (since our experience
is not adequate to the artist’s experience), so, our consciousness
has to follow a totally different course from its ordinary one, and
our eye must learn how to force its way out like the X-rays do.
untill it reaches the other side of reality for, the way (of abstrac-
tion) from inside to cutside isn’t fcrmally identical to the one di-
rected from out to in.

We fearfully but decisevly try to break the blockade of for-
mally-mimet barriers tnd walk try to break the blocckade of for
colouristic plays of the flegmatic tone of “The Man in Red” which
is shaded in a meticulous, subtle and psychological way. This man,
deepened in his body and thoughts, amazes us with his “tame” and
calm facial landscape, and all this seriousness abstracts the age
of his creator from our consciousnesc.

His ,Player”, conceptualized in a baroque way, is another
step ahead to a higher artistic level. Its composition, unlike to
those of the previous two portraits, is enriched with elements of
still life, so, our excitement does not result only from the player
and his song, but also, from the breath of the still life whick
builds and quietly whispers the story of its young master. We
try to understand the language, to feel and determine the hierarchy
of the elements which are rhythmical and mutually interwoven.



The visual harmony changes into an auditive one, the auditive
into a visual, so that, both the play of our eyes and our knowledge
can not be fixed, but are lively rhymed and left to the polyphony
of this visual composition.

We coninue the flow of our thoughts, and, being already
exhausted, come to a two year’s distance and a new internal growth
of the artist, and here, we have to hold cur breath and then heave
it carefully, soc as not to disturb the tranquillity of the “Portrait
of a Turk”, treated in Rembrandt’s manner and destinguished by
its simple, but absolutely perfect solitude. This face, abstract in its
essence, is engrossed and lost into cosmic silence, and although it
is dominant and given in close-up, it lives in the spheres of some
other existence, far from us and from itself. The holy silence
woven from the most tranquil threads of nature, is in complete
convergence with the seemingly physical being, who has been
cleared up from anything material or earthly, by God’s presence in
him. A permanently sent prayer and only a single rhyming of
a permanently returned silence. This mute prayer serves the me-
taphysical coldness faithfully and hopelessly. In these eyes, we
recognize a fear of that possible “never to touch each other”, fear
of this predesinated, deeply resigned state of man ts a God’s
servant.

In this painting, as well as in the following ones, the visual
and mimetic quality becomes a seeming product of a conflict
thrown among different forces. The subject of Stankovski’s interests
in cases of this kind is a mental act and intelectual abstraction
which has unbounded him from trivialities, giving him another
value and different aesthetic connotations. Painting of this kind
convays an awareness of the constantly changable space in which
the consciousness’ functioning gets burned down.

His stories prepare the one who follows them, for a trip
through the internal landscapes of the consciousness with a subtle
narration, and their simplicity unveils their vulnerability. A figure
can be called so if it can be abstractly superstructured, if it sub-
limes a real expirience which is timeless, non-historical and given
once and for all. We see this, present in almost all of his works,
beggining with his landscapes and still life paintings, through his
portraits and the works entitled: “A Drapery”, “Silence and
Extasy”, “Solace”, etc. up till the latest series of paintings in
which we can throughly feel the mutual conection of inner and
outer images.

But in this case, ,the bars” that appear in the last paintings,
metaphorically devide the reality into an earthly and a heavenly
internal and external world of the paintings. We see a complex
system of links, built in the process of creation of these paintings;
And how a formally external artistic composition creates images of
inner processes and deep liveliness and wariability. Through the
continual action of his paintings, he creates their reaction, as an
inner reality of the world and nature. He formally shifts his object
of interest from one stylistic illumination to another, (from abstract
to a figurative one, and from figurative to abstract but also to
their mutual entanglement), in order to realize his idea completely



and to raise it to the highest level, that of an invisible reality and
unreal, surnaturalistic objectivity.

In the paintings entitled “The Blue Maccao”, “Arra in front
of a Mirror”, “Patricia”, “Kaka”, “Gua — The Mad Angel Savi-
our” etc. we see a symbiosis between men and birds, which is a
miraculous, splendid and repeated one, and in their interlayerity,
the fantastic, iraticnal and untouchable are assimilated in a lirical
fluid of the divine madness of creatiion.

The unintermitted ideological and emotional, (empathy but
alienation in the same time), line which is geometrically diametric
but coherent as well, penetrates through the structures of these
compositions and they have to be ordered, settled and recreated
within us, in the way in which Stankovski has shown his world and
himself and presented his point of view. In the “Gua — The Mad
Angel Saviour”, there is some misterious but quite rational interre-
lation between the bird and the man (its saviour), although they
are placed at a distance, and the mirror of this fluid atmosphere
reflects their emotionally emptied and lost stares towards the in-
finite space. Placed on different banks cf one river, they are linked
by the same monologue which is woven simultaneously, soundless
but voiced, and freed from pain and death; This monologue in its
culmination, melts with our long fixation into a cosmic music
made by a numberless tones and noises of the natural sounds,
and suddenly flashes in the end resulting in a madness which
links the madness of immortallity and freedom, unbreakedly. We
are deeply convinced and believe in this highly intelectual perso-
nality and his creative dimensions and immanent values, but we
leave his whole estate to the following generations, since we are
not able to understand it now, from this perspective, in its totality.
We can make only a mean approach to this complex, esoteric
artistic world, and colour the lines and inter-lines of our conscious-
ness intuitively, so as to form our understanding and conclude that
Stankovski had passed into the essential a long time ago, creating
his paintings, and their depth and internal format have made a
step to the empire of creative insanity, guaranteing him the mad-
ness of immortality.

Stankovski is aware that any solistic work of art built on
symphonical principles, penetrates to the deepest colouristic, lite-
rary, psychological, philosophical and musically intoned unities
which build up an architectonics of a Pitagorically all-inclusive
picture. Perhaps the magic of this kind of art is in a mute under-
standing of the mutual love between the creator and his work,
between the receptor and the artist’s creation, and in the love of
the creator, his work and the receptor, love between this holy
trinity without which, the magic couldn’t have existed and couldn’t
have done its mission.

Creation is his essence, and his I is in the unity of that sub-
stance from which he has created his heaven and his hell, but on
its cosmic battle-fields he has stayed absolutely alone, without
any ally, alone like a “shaking steel bar, fixed to the granite block
of wisdom”. ..



PEMPOAYKUNN
REPRODUCTIONS






1. Hpazamk: macyo Ha nmaTtHo, 100 x 80 cMm, 1966—1968
1. Celebration; oil on canvas 100 x 80 c¢m, 1966—1968




2. MHoOry u4eprm, Macno Ha KapTow, 45 X 35 cm 1966—1968
2. Lots of Rugs; oi lon cardboard 45 x 35 cm, 1966—1963



3. CoKkak, MacJjc Ha KapToH, 30 X 32 cm 1966—1968
3. Small Street; oil on cardboard 30 x 32 cm, 1966—1968



4. Bpopmosiom, MaciIo Ha KapToH, 32 x 32 cr1 1966—1968
4. Shipwreck; cil on cardboard 32 x 32 cm, 1966—1968



5. IIpBeHaTa KIy4alka, Macjo Ha KapTeH, 32 x 32 cm 1966—1968
5. Red Keyhole; o0il on cardboard 35 x 32 em, 1966—1968
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6. IMapk, Maclo Ha muaTeo, 78 € 61 cum, 1966—1968
6. Park; oil on canvas 78 x 61 cm, 1966—1968



7. Iyx, Mac/io Ha KapToH, 34 x 18 cm, 1968—1969
7. Ghost; oil on cardboard 34 x 18 cm, 1968—1969



8. Tocmofa Exn3a, macjo Ha KapToH, 31 x 18 cm 1968 — 1969
8. Missis Elsa; oil on cardboard 31 x 18 cm. 1968—1969



9. IIepudrepuja, Macio Ha KapToH, 49 x 39 cm 1968—1970
9. Suburbs; oil on cardboard 49 x 39 cm, 1968—1970



10. MuagHe Bo MeKkcnko, Macio Ha KapToH, 31 x 31 cm 1969—1970
10. Noon et Mexico, oil on carboard, 31 x 31 em 1969—1970
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i1. JemoBmMoT AyX ce I[IeTa, Macilo Ha KapToH, 47 x 34 cm 1969 — 1970
11. The Walking Ghost of the Grandfather; oil on cardboard 47x34 cm

1969—1970



12. IilnmoH, Macyo Ha KapToH, 31 x 31 cm 1969 — 1970
12. Spy; oil on cardboard 29 x 29 cm, 1969—1970



13. Bamoupkara Cy3m, Maciio Ha KapToH, 45 x 38 cm 1969—1970
13. Suzzy the Vampire; oil on cardboard 45 x 38 cm, 1969—1970



14, Bammup, Macjo Ha KapToH, 31 x 31 cm 1969—1970
14. Vampire; oil on cardboard 21 x31 cm, 1969—1970
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. THoprper Ha I[Mukaco, Macio Ha IJIAaTHO, 98x75 cM 1969

. Portrait of Picasso; oil on canvas 98 x 75 cm, 1969—1970

1970



16. IInjaH pa3roBop, Macio Ha miaatHo, 100 x 79 cm 1970
16. Drunk conversation; oil on canvas 100 x 79 cm, 1970



17. TaBon, macyo Ha KapToH, 35 x 29 cm 1970 — 1971
17. Devil; oil on cardboard 35 x 29 cm, 1970—1971



15. Majka u JeTe, Macio Ha KapToH, 45 X 32 cM 1970—1971
18. Mother and Child; oil on cardboard 45 x 32 cm, 1970—1971



19. AKT Bp3 CTOJMIIA, MACJIO HA KapToH, 35X 26 cm 1970 -— 1971
i9. Nude on a Chair; oil on cardboard 35 x 26 cm, 1970—1971
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20. Naked Figure; oil on cardboard 39 x 29 em, 1870—1971



2i. MaamoT pudap, MCCJIO HAa KapToH, 53 X 43 cm 1970 1971
21. The Little Fishman; oil on canvas 53 x 43 cm, 1970—1971



22. Bomenumna, Temmepa Ha gapToH, 70 x 50 cm 1970 — 1971
22. Water Mill; tempera on cardboard 70x 350 cm, 1970—1971



23. YoBeKOT BO LPBEHO, MAcJ0 Ha IJaTHO, 71 x 51 cm 1973
23. The Man in Red; oil on canvas 71 x51 cm, 1973
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24. IlopTper a TATKO MM, MAcJ0 Ha MJIaTHO, 65 x 48 cm 1974
24. Portrait of my Father; oil on canvas 65 x 48 cm, 1974



£5. CBupay, MacJio HA gacka, 84 x 56 cm 1976
25. Player; c¢il on board 84 x 56 cm, 1976



96. TypuMH, Macio Ha MJIATHO, 27 x 20 cm 1978
96. Turk; oil on canvas 27 x 20 cm, 1978



27. Ueye Xpueroe, Macio Ha IaTHO, 45 x 31 cm 1978
27. Jesus Christ; oil on canvas 45x 31 cm, 1978



28. ¥rexa, Maclo Ha nuatHo, 100 x 30 cm 1978
98. Solace; oil on canvas 100 x 80 cm, 1978



29. Munap cdunoszod, macnao ga nuarHo, 71 x 51 oM 1978
29. Young Philosopher; oil on canvas 71 x 51 cm, 1978



30. Mejzam, Macjgo Ha miarteo, 70 x 50 cm 1979
30. Landscape; oil on canvas 70 x 50 c¢cm, 1979
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31.

Crapa dortorpaduja, Macmo Ha muatHo, 69 x 38 cm 1979
0ld Photography; oil on canvas 69 x 38 cm, 1879



32. Csera Mapuja co mraga, Macjo Ha gacka, 87 x 57 cMm 1980
32. Mother Mary with a Crutch; oil on board 87 x 57 cm, 1980



33. Jipanepuja, macao Ha riaaTeO, 80 x 7¢ cM 1980
33. Drapery; oil on canvas 80 x 70 cm, 1980



24, TpodumTa, Macio Ha miaarHo, 100 x 80 cm 1980
34. Cemetery; oil on canvas 100 x 80 cm, 1980



35. TypumH, MacJo Ha jgacka, 48 x 56 cm 1980
35. Turk; oil on board 48 x 56 cm, 1930




36. Cmern CedacTmjaH, Macjyio Ha rratdo, 100 x 80 cm 1980
36. Saint Sebastian; oil on canvas 100 x 80 cm, 1980



37. Yac mo amatomuja Ha r. Carup, Macno mga Kaprtod, 70 x 50 cm 1980
37. Lesson on Anatomy; of Mister Stayr; oil on cardboard 70 x50 cm, 1980



32. MpTBa mpMpoja, Macjio Ha MJIaTHo, 70 x 50 em 1980
38. Still Life; oil on canvas 70 x 50 ¢m, 1980



39. THIIMHA ¥ €KcTaza, Macjo Ha ImmaTHo, 100 x 80 cm 1982
39. Silence and Extasy; oil on canvas 100 x 80 cm, 1982




40. Mamkmu aKT, Macjao Ha KapToH, 23 X 35 cm 1982
40. Male Nude; oil on cardboard 23 x 35 cm, 1982



41. Jipe riaBm, Macjo Ha njaaTHo, 43 x 31 cm, 1982
41. Two Heads; oil on cardbcard 43 x 31 cm, 1982



42. OBuyap, Macjo Ha KapToH, 70 x 50 cm, 1983
42. Shepherd; oil on cardboard 70 x 50 c¢m, 1983



43. IMopTper, Macio Ha MIaTHo, 62 x 45 cm, 1984
43. Portrait; oil on cardboard 62 x45 cm, 1984



44, Cummoert MiaKao, Macio Ha MJIATHO, 62 X 45 CM, 1984
44. The Blue Maccao; oil on canvas 62 x 45 cm. 1984



I'ya-nyamor aHren uyBap, Macjo E3 IJaTHo, 62 x 45, 1984
. Gua — The Mad Angel Saviour; oil on canvas 62 x 45 cm, 1984




46. MaTpuuia, Macjo Ha IIAaTHO, 62 x 45 cM, 1984
46. Patricia; oil on canvas 62x45 cm, 1984



Ha maaTHO, 62 x 45 cMm, 1984
cm, 1984

47. Apa mpeJ Orjefajo, Maciao
47. Arra in front of a Mirror; oil on canvas 62 x 45



48. pa MOJATH NIITArana, Macjo Ha MIaTHO, 62 x 45 cM, 1984
48. Two Yellow Parrats; oil on canvas 62 x45 cm, 1984



49, Xagany, Macio Ha IJIaTHO, 82 X 45 cM, 1984
49, Kaka: oil on canvas 62 x45 cm, 1984




50. Moprper, Macjo Ha IWiaTHo, 62 x 45 cMm, 1984
50. Portrait; oil on canvas 62 x 45 cm, 1984
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