CTaHKOBCKU
Stankovski
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XHTIIEP. 1992, Macio Ha niaTHo
HITLER. 1992, oil on canvas

Maau sojruyku uciiosedu

Bes 6ojuux 60 63-ia, ucitio u 6o 85 ... Bepysajitie ne ewe nututiio foaowe wu 91'ma...
Moja sadava Getue da ce Gopas co OPIABHOCTIA KA Zo.reMallia Opxasa

Hocita aicyporo TpuaHasam

Koja e yeaitia u 3adava na eden idaxos sojuur??

IMpusnasasm Ha 0sa Apaaise ewtco vosek 0a dade 00Z060p

Ha eitte ke fipobam, jac cym 2oc. Huxoj u Huui@o - uau coy.maz

aKo fgosere su ce doiasa.

Mojaitia we@iapiai ¢ cexozaw Haj He-eawiting, Ioznai@ mu e cexof caoj na Opywitisoiio
Bo zZaasaiin umam 6e36poj KOMOUHALUI KA UEPL

Hema iajua koja 06unuoiil wosex moxe 0a ja CKpue od Mene

Cexozaw clipesmen 3a Hoa il Ha uzpa

Jac cym eden 00 HajooGpuitie caGomepit

Bojiuk wilio Heanae wito caKa, Ho CCHaK BOJHUK.

Cexoforeano ja ocliasam Mojaitia cemra fod mocltiosuite

doae kaj OVRITOBHUITE 1t HECAKAHUITTE

Hoae kaj @iue witio ceKojoResHo YMUPAait...

*MAPCO



"Mezy uznoxcenuiiie 0ena 3a6eneNcas HEKOAKY CALUKIU WO Me

Hallepaa da 3aKayHam 0eKa Ha HeKoU Ay3e OHIIle 1M 20

UPUKAHCYBAALl CEeMONl HOUHAKOE OMKOAKY WO O] HABUCTIUNA e,
0OHOCHO OeKa HABUCITIUHA UMA NYZe KOU CEZAUUHAIRG HOUYAauja HA

HAWUOI HApoO Ja cmetiiaaill 3a Hajobu4HY ZayHasu Kpeilenu?; itue,

602ZNA6HO, ZAe0aalll CUHIL AUBAOU, 3eAeHO HeDO, CYAPDYPHO IO
obaauu i Haxka Hawamy, Ui, KaKo Wito eeaaill, maka 21
doxcusysaaiit. He cakam 0a Hasnezysam 60 OUCKYCUJA OKOAY
Ipawiarseiiio 0aai Ayzeitio 3a Kou cilanysa 360p HAGUCIHUHA
2aedaaiil Ha THAKOS HAYUH; HO, 60 UME HA ZEPMAHCKUOIL
HAPOO CaKam Ha Miue KYpUu HeCPeKHIUUU, KOU OHUZACOHO
citipadaaiii 00 60aeciii Ha o4uitie, 0a UM Zu 3abparam
sceciioxutiie 06U 0a Zu 62padaiti pe3yNattiume Ha
ceouUllie HOZPEUHU WOAKYBaLH 80 8PeMeio 80 Koe
Jcuseeme, 0a He cMeaill Hit 0a llocakaaitl 0a 2u

peiciiasaili KaKo "yMemHoc ",

3a fioa tocwiojaill camo 06e MONCHOCIHL:

MoxceOu iwiue, akaHapedeHu "y MemHun ",

HABUCIAUHA 20 2ae0aaill c6eltloill Ha aK0e HaAYUH,

W0 OU 3HaHen0 0eKa 8epysaaill 60 Moa Wito

20 caukaaitl; Wozaw Ou wWpedaao 0a zu UCHUiame
dechopmaruuiiie HA HUBHUOT U0 U 0a YIUBPOUME

04U HACIAHANE KAKO Pe3yAlaill Ha MEXAHUMKU

foepedu uau ce Hacaedenu. Bo fpeuoitl cayyaj

08Ue HECPERHULIL MOXCE CAMO O 2L CONCAAYBAME;

60 giOpUOM cayHaj iWie 6u modcere 0a Gudaill

ipeomeini Ha untiepec Ha Munucitiepciusoitio 3a
sHaiupewnu paboiiu Ha Pajxotii koe ke mopa da

Hposepu Oaau Waa clapaiHa degpopsmanija Ha sUOON

u fonamamy Ke ce Hacaredyaa. Axko, 00 Opyza clipaua,

Hiue He 6epyeaaitt 60 BUCIHUHUINOCIUA HA [Ue 8HeHAHOUl
{HyKy 00 Opyzu dputunu ce obudysaaili 0a ja 603HeMUPall
Hayujaitia co MaKsu Zayiociiy, mozau axeuiie oouou
cllazaaiil 60 HAONEHCHOCTE HA KPUBUHHUOWL 3AKOH. "

(Adoadh Xuttinep, HuayzypaitiusHUOW 2060p HA

"Toaemaifia usaoxc6a Ha Zepmaricra ymetiinocia ", Munxen, 1937)

"I have observed among the pictures submitted here, quite a
[few paintings which make one actually come to the
conclusion that the eve shows things differently to certain
human beings than the way they really are, that is, that
there really are man who see the present population of our
nation only as rotten cretings; who on principle, see
meadows blue, skies green, clouds sulphur yellow, and so
on, or as they say, experience them as such. I do not want to
enter into an argument here about the question of whether
the persons concerned really do or not see or feel in such a
way; but, in the name of the German people, I want to
[forbid these pitiful misfortunates who quite obviously suffer
from an eye disease, to try vehemently to foist these
products of their misinterpretation upon the age we live in,
or even to wish to present them as "Art".

Now, here there are only two possibilities: Either these so-
called "artists" really see things this way and therefore
believe in what they depict; then we would have to examine
their eyesight-deformation to see if it is the product of a
mechanical failure or of inheritance. In the first case, these
unfortunates can only be pitied; in the secon case, they
would be the object of great interest to the Ministry of
Interior of the Reich which would then have to take up the
question of whether further inheritance of such gruesome
malfunctioning of the eyes cannot at least be checked. If, on
the other hand, they themselves do not believe in the reality
of such impressions bu try to harass the nation with this
humbug for other reasons, then such an attempt falls within
the jurisdiction of the penal law".

(Adolf Hitler, the inaugural speech of the “Great
Exhibition of German Art”, Miinchen, 1937)



AJTEKCAHJOAP CTAHKOBCKHA
ALEKSANDAR STANKOVSKI

MY3EJ HA TPAJl CKOIIJE
MUSEUM OF THE CITY OF SKOPJE



XUTIIEP-"®JIOPA", 1992, maciio Ha jjacka
HITLER - "FLORA", 1992, oil on board



Cysana Munaescka
3A COIICTBEHHUTE HMHIbA:
Hcye, Xuianep, Tuio, Ausnu...

He ilocitiojaili uHOUBUOYAAHIL L3JasU, cekoja usjaséa e upou3eoo Ha
MEXAHUMKU ACEMONAN, HA KONCKIUUBHU AZeHIIU HA eHYHUUjayujaia.

(XKua Henes / @eaurc aitiapu, "Hajada pamnuwiia")

COoTCTBEHOTO MME HE 03HAYYBa MHIMBU/Ya: HAIIDOTHB, TOA € OTBOPEHO
3a MyJITHIUTHIHPAKkE - MHCTAHTHO caKkame Ha MYITHILIHIUTETH.
PasnuuHo Ol pealdCTHYHATA TEOpHja CIOpel KOoja 3HAUCHETO Ha
AMETO € W HEroB HocuTel, cnopen Beprpann Pacen HochTenuTe Ha
HMHIGATa He Ce CEeKOTalll HEeONXOHH, HEMEHIMBH W HEYHHUILITIIUBY.
He ce caMO UMUEbaTa HA CIUKWTE W HAa HACIMKAHUTE JTHYHOCTH BO
nmenmata Ha Amekcangap CTaHKOBCKH NOJJIOXKHY HA IIPOMEHA, TYKY U
CaMHTE HMBHU 3HAUCH-a MUHYBAaT HU3 IpOLEC HAa TpaHC(hOpMaImja.
Hu3 mocTojaHOTO KOMakMpamke Ha CIUKH BP3 CIHKHU Off Pas/IHIHA
a3 Ha HeroBaTa CIWKapcKa KapHepa H KOHTPAmyKTHpame Ha
PAa3MHYHH CIOPE] MOTEKA0TO H MEJHYMOT LIMTATH, ABTOPOT I'O MOHTHPA
3HAYEHETO, CO3/1aBa KOMILIEKCEH aMaliraM KOj ce OMHpa Ha Kaksa U
la € CHCTeMaTH3allija Off CTPaHa Ha eJleH HCTOpUYap Ha yMETHOCTA:
XPOHONOIIKATA, CTHJICKATA WM TeMaTcKaTa KiachdHKanuja e
OHEBO3MOXKeHa, caboTHpaHa TIOpaji HEIIOYHTYBALETO Ha KaKBH H 14
€ mpaBmiia Ha KOMOWHHpakhe Ha HCTPTHATHTE (PparMeHTH.
3Havyem:eTo Ha CIUKHTE, CTMYHO KAKO BO MOHTaxkuTe Ha Ej3emrajH u
Kynewmos, He ce Haofa BO caMHUTe PETCTaBH TYKY HagBOP O]l HUB, BO
MPOLECOT Ha e PLHUITAPAE CO KOj Ce MOBP3YBaaT CHTE THe (DparMeHTH
u muaHocTH. Ha Kpaj, THYHATe HMHBA ce IPeTBOpaaT caMo BO MecTa
OTBOPEHH 3a MYNTHIUTHIHPAke Ha HUBHOTO 3HAUEHE H PAcejyBame

HA MOKTa Ha HUBHUTE HOCHUTEIMN.

AJIETOPHJA/HAPAITHIA/ME/TAHXOJ/THIA

Hapauujara Bo ciaukaperBoto Ha Anekcangap CTaHKOBCKH €
cripeveHa. Hej3uHUOT TeK € NPEKUHAT HOPAfiH aTerOPUCKUOT KapakTep
Ha cueHaTta. E¢ekTor Ha cuMynmpaHaTa TeaTapcKa HHCIEHaIHja He
MO3Ke J1a ce pefyljupa Ha HapaTOJIOIIKa WU IpaMaTypIIKa CTPYKTypa
Gupejku cexoja (huTypa, CeKoj TecT, CeKOj MpeMeT IOJIETHyBa Ha
APYT'H 3aKOHHTCTH - OHME Ha aJeropHCKOTO U amMOJIeMaTCKOTO
o3HauyBame. Toj mpomec pe3ynTupa co npoiudepalja Ha 3HauYemha
CO IITO Ce NMpPEKHHYBAa HapaTHBHATa CTPYKTypa. MOHTaXXHHTE
CKJIOTIOBH TIaK, C& CO aJerOPHCKH MCXOf IITO € TOKMY €fleH Off
KpYyLjalHITE aCNeKTH Ha MeJTaHXOIMYHaTa IPHPOJa Ha CIMKAPCTBOTO
Ha CTaHKOBCKH.

MenaHXOIHYHATA CKEIICa IITO IPOU3JIeTyBa Ofl CBECTa 3a OTCYCTBAOTO,

HENOCTATOKOT Ha HCKOj alcoayTeH ujaean, opac ce nojaByBa Kako

Suzana Milevska
ABOUT THE PERSONAL NAMES:
Jesus, Hitler, Tito, Disney...

Individual statements do not exist, each statement is an output
of mechanical assemblage, of collective agents of enunciation.

(Gilles Deleuze/Felix Guattari, “A Thousand Plateaus”)

The personal name does not denote an individual: on the
contrary, it is liable for multiplication - the instant comprehen-
sion of multiplicities. Unlike the realistic theory according to
which the meaning of the name is also its carrier, according to
Bertrand Russell the carriers of the names are not always
necessary, unchangeable or indestructible.

It is not only the titles of the paintings and the painted individu-
als in the works of Aleksandar Stankovski that are subjected to
changes; the meanings also undergo a process of transformation.
Through a repeated collaging of paintings over paintings pro-
duced in different phases of his painting career and by counter-
pointing of quotations that vary in their origin and media, the
painter edits the meaning, creates a complex amalgam that
resists any systematization applied by art historians: the chrono-
logical, the stylistic or the theme classifications are useless,
sabotaged, because of disrespecting any rules when combining
the extracted fragments.

The meaning of the paintings, similar to Eisenstein or Kuleshov
editings, is not revealed within the presentations but on the
outside, through a process of perception that joins all the
fragments and individuals. Finally, the personal names get
transformed into places liable for multiplication of their mean-

ing and for spreading the power of their carriers.

ALLEGORY/NARRATION/MELANCHOLY

The narration in the paintings of Aleksandar Stankovski is
prevented. Its course is cut because of the allegorical character
of the scene. The effect of a simulated theater scenery can not be
reduced to a narrative or dramatic structure since each figure,
each gesture, each object comes under different regulations that
imply the allegorical and emblematic denotation. This process
results in proliferation of meanings that leads to cutting of the
narrative structure. The edited units, though, acquire an alle-
gorical outcome which is one of the crucial aspects of the
melancholic nature of Stankovski’s painting.

The melancholic distrust, derived from the awareness of the

absence, the lack of absolute ideal occurs as a reflection of the



HALIM CBEIUTEHHK, 1992, sacno u KONax Ha MIaTHO
NAZI PRIEST, 1992, oil and collage on canvas

ofipa3 Ha MOCTMOJEPHHUCTUYKOTO PE3HTHUPAHO COOUYYBaHe CO
0OC/IabHYBAkETO Ha alcoJyTUTE Off MUHATOTO, €/IeH BHJ] Heo-0apoKHa
orncenHaTocT co (pparMeHTH 1 ocTatouu. ' AneropujaTa € 3a cpepara
HAa MECIATE OHA INTO € pyHHaTa 3a cepara Ha crBapute” (Banrep

Benjamun).
PE/THTH/AEOJIOTHIA

Kako mro cnopep JIyj Anruce cy6jektor ce chopMupa Kora ce
NMOTYHHYBA O] MPHTHCOKOT HA 3aKOHOT M ja npucdaka BUHATa KOTa €
TIOBUKAH HA OATOBOPHOCT, Taka u Bo nenoto "Hayu - ceewuienux"
(1995) peIUrHOZHUOT M MACONOMKHOT aBTOPUTET ce OGEIMHETH TO.
eneH muamt u cpatenu ce Kako cunoHnMu. "IIpoiiogeduiie " na Xur-

flep BO PUTyalTHATa OfEX[a Ha Kap[HHAl CO KYKacT HaMecTo

post-modernistic confronting with the weakening of the abso-
lutes of the past, a sort of a neo-baroque obsession by fragments
and remnants. “The allegory is. in the domain of thoughts,

equivalent to the ruin in the domain of things™ (Walter Benjamin).

RELIGIEDOLOGY

According to Louis Althusser the subject is being formed when
subjugated to the pressure of the law, accepting the guilt when
interpolated to account, same as in the “Nazi-priest” (1995)
where the religious and the ideological authorities are united
under one cover and understood as synonyms. The “Sermons”
of Hitler, dressed in the ritual gown of a cardinal with the hooked

instead of the Christian cross, most precisely reveal the personal




XUTIEP CO CBUHCKA I'TABA, 1992, macno Ha nnaTHO
HITLER WITH SVINE HEAD, 1992, oil on canvas

XPHCTHjaHCKH KPCT HajAHpeKTHO 360pyBa 3a cy0jeKTHBHATa
XepMeHEYTHKA U HKOHOrpaduja Ha aBTOPOT KOj He apTyMEHTHpa,
HO 3acranyBa €[JHO MPOHUCKO M MapoOAMCKO MHCIEHHPaHkE Ha
COIICTBEH CIIAKTAKII - TeaTap Ha CYpOBOCT.

[MpamameTo 32 #300pPOT HA OApPENIeH CHCTEM Ha pENpe3eHTalH]a
Ha peaJHOoCTa € Npallaike Ha BOCINOCTABYBaMWE HA BIACT U BP3
caMara peasHOCT IITO O COrJefale caMO HajuHTEIHUTEHTHUTE
Bojgaun. Toa e TOYKA BO KOja ce MpecekyBaaT HCOJOIIKUTE
JMUCKYPCH Ha XPHCTHJAaHCTBOTO, HAIM3MOT W KOMYHH3MOT.
CEKOBHATA MUTOJIOTHja UM € 3ae[JHHYKA IITO € TIOTEHUPAHO BO
cnukara "Xuminep co ceunckazrasa " (1993) kaje mTo aHergoTaTta
O] IIKOICKUOT yuyeOHHMK 3a JeTckuTe feHoBu Ha Turo e

HUCKOPHUCTEHA 3a €[Ha BaKBa aﬂanomja.

hermeneutic and iconography of the painter who, instead of offering
facts, insists on an ironical and parodical scenery of a personal
spectacle - the theater of cruelty.

The question of choice of a particular system of representation of
the reality is a question of establishing power over the reality itself,
which only the most intelligent leaders had realized. Itis a crossing-
point of the ideological discourses of the Christianity, Nazism and
Communism. They all have the painting mythology in common,
which is emphasized in the painting “Hitler with a swine head”
(1993), where the schoolbook anecdote concerning Tito’s child-

hood is used for such an analogy.



f s By R e

NOCIETHA EKCIIETULIMIA. 1992, macio Ha KapToH
THE LASTEXPEDITION. 1992. oil on cardboard

IICHXOAHAJ/TH3A HA COHUHNITATA HA EJJEH KOIIPODPH/T, CHOPH/THYIAP H 3ABHCHHK 01 MOP®HYM

"[Tocaeonaiua excueduyuja" (1993) u "Hanenadyeamwe" (1993) hyHKIHOHUPAAT KAKO €/IEH IMNITHX IOCBETEH HA JIOIIATA COBECT.

"= =

[NpeTnocTaBeHaTA ICHXONEIUYHA XanyHaIMja Ha GUPEPOT HAa HETOBUOT NOCNE/EH "ipuil " BCYITHOCT IPETCTABYBA e/IHA IAPOANIHA
Bapujarnyja Ha Tema: KejfeHaTa MallliHa Ha (hallM3MOT KaKO MeXaHu3aM Ha MOTHCHATOTO KOJICKTHBHO HECBECHO.

Any3mjaTa Ha XOMOCEKCYaJHOCTa, KompoduinjaTa, cuhuIucoT, 3aBUCHOCTAa Off MOP(HYM KaKko MOTEHIHpaie Ha MepBep3HaTa
CTPYKTypa Ha (halMCcTHIKATa CBECT KOHTAPATYHKTHPAHA € CO IOMHTUIHCTHYKA HACTHKAHATA HIHINYHA 3a[HAHA Ha CIIUKATE: 'eoHa
faciiopaaa Ha paboiti na Jumnbo kade witio Xuiliaep e 0o4eKkar 00 HAOH0B8eKOM-UpHel| KOj Ha 06anailia Ha AMazoH HOH3HO MY do0asa

Kkpiia Ha Pupepoili pywejiu ja neZosailia fipeilicliasa 3a HaOmMoKiHa Ha apuesckattia paca” (A. CTaHKOBCKH).




SURPRISE. 1993.0il on cardboard

THE PSYCHOANALYSIS OF THE DREAMS OF A COPROPHILIAC, SYPHILISTIC AND A MORPHINE ADDICT

“The last expedition” (1993) and “Surprise” (1993) are functioning as the same diptych dedicated to the bed conscience.

The supposed psychodelic hallucination of the Fiirer on his last “trip” is, in fact, a parodical variation on the theme: the desiring machine of
the fascism as a mechanism of suppressed collective subconciousness.

The allusion on homosexuality, coprophilia, syphilis, the morphine addiction, as an emphasis of the perverse structure of the fascist conscience,
is counterpointed by a pointillistic-painted idyllic background of the paintings: “a pastoral on the edge of Limbo where Hitler was welcomed
by the black Ubermensch who, by the banks of Amazon humbly passes a towel to the Fiirer, destroying his image of the superiority of the Aryan
race” (A. Stankovski).



CHECTA. 1992, mac1io Ha IJ1aTHO
SIESTA, 1992, oil on canvas

MOJAEPHH3AM, KOMYHH3AM, ®PANIH3AM

BooOnuaenaTta aHajormja Ha TpHjajaTa: KOMyHH3aM, dalu3am |
nuGepan-KanuTaan3aM cO TpHjafaTa: ancTpakiuja, peanu3aMm H
Haapeaan3aM Off BPEMETO Ha aBAHTAPJHUTE JBIKEHA HA MOYETOKOT
Ha JBACCETTHOT BEK, KAKO H BOOMINTEHOTO MOUCTOBETYBAHE HA
UICOJIOTHjaTa CO pelIuTHjaTa, MPeTCTaByBa HACHIHO OpHILEmE Ha
pasnukuTe Mefy OBHe MOBP3aHH, a CEMaK paslHYHH (DEHOMEHH.

Bakpure aHAJIOTHH, HA PUMEp, He (PYHKIHOHHPAAT BO KOHTEKCTOT

MODERNISM, COMMUNISM, FASCISM

The usual analogy of the triad: communism, fascism and
liberal-capitalism with the triad: abstraction, realism and sur-
realism applied in the times of the avant-garde movements from
the begging of the 20th century, and the general equalization of
the ideology with the religion, annuls by force the differences
between these related, and, yet, different phenomena. Such

analogies do not function in the context of a provincial commu-




KA®E"YTOITHUIA", 1992, macno Ha NIaTHO
CAFFE "UTOPIA", 1992,0il on canvas

Ha NPOBHHIAjATHATa KOMYHHCTHYKA HHTEPIPETALH]a HA MOJIEPHUMOT
Kajie IITO HCIPa3HEeTHOT CHCTEM Ha CHIHI(pIKAIIHja Ha ancTpakiyjaTa
ce JI0ueKyBa KaKo HajafeKBaTHa Ge30macHa HeoIoruja.

On npyra crpana, Hauy-peanu3MoT 1 Kulturbolschewismus (Tepmun Ha
ocyfa IITO HAUUCTHTE IO KOPHCTENE BO TPHECETTHTE TOJMHH BO
T'epmanmja kora pedeprpale Ha €KCOPECHOHU3MOT KaKO OMacHOCT
IIITO floarana Ol IeBOTO KPHUJIO) Ce II0jaBU IITO 300pyBaarT 3a IUITe e[{Ha
HHjaHCA BO OHOCHTE MEKy pa3IMYHHTE CHCTEMH Ha HAEOJOTHja I

pernpe3eHTanyja.

nistic interpretation of the modernism where the emptied system
of signification of the abstraction is welcomed as the most
adequate harmless ideology.

Onthe other hand, the nazi-realism and the Kulturbolschewismus
(a word of condemnation, used by the Nazis in the 30s in
Germany when referring to the expressionism as a danger that
came from the left wing) are phenomena that show an other
nuance of the relations between the different systems of ideol-

ogy and representation.



[MOPTPET HA A XUTIIEP, 1991. macio na naaTtHo
PORTRAIT OF A. HITLER. 1991, oil on canvas

3aroa, Ipo0IeMOT Ha yMETHHUKATa (DOPMa KaKo OOJIMK Ha MOITUTHIKH aHTa3KMaH BO CIMKapPCTBOTO Ha AsekcaHiap CTaHKOBCKH €
neperumB. Cakajkn ja ri u3berne Mpenu3HuTe AeUHAIIAN Ha MapaUTMHTH CO KOH MAHHUIYJIHpA aBTOPOT H TOA [palliamke ro
MOAIOKYBA Ha MAPOIUCKO MOJUIPYBALE CO COBPEMEHHTE TPEH/IOBI BO YMETHHUKATa Teoprja n mpakca. IMeHo, orpajiyBajku ce ot
MHTEpIpeTalujaTa Ha HeroBaTa YMETHOCT KAKO aHTasKMPaHa, TO] aBTOHPOHIYHO T'0 HMEHYBA CBOETO TBOPEIITBO CO HajTA0yN3UPAHUOT
TepMUH: AKaIeMCKH, CATIOHCKI peair3aM oOuyBajKu ce i Ha TOj HA4lH J1a ja u3berHe KinacugukalijaTa BO HEKO] Ofl COBPEMEHHUTE

TEH/JCHIMU Ha CIIMKapCcTBOTO.




BAMITUPHU3AM. 1991, macno Ha KapToH
VAMPIRIZM. 1991. oil on cardboard

Therefore, the problem of the artistic form as a kind of political engagement in the painting of Aleksandar Stankovski is insoluble. In order to
avoid the precise defining of the manipulated paradigms he subjects this question to a parodical deriding of the contemporary trends in the artistic
theory and practice. Namely, refraining from the interpretation of his art as socially engaged, he self-ironically names his works after the most

tabooed terms: academic or drawing-room realism, thus trying to avoid the classification into some of the contemporary painting tendencies.






TAJHA BEUEPA BO "BATTAI KA®E". 1990. (hoToc 1 Mac1o Ha aHen
THE LAST SUPPER IN "BAGDAD CAFFE'", 1990, photography and oil on panel

"Small soldier's confessions”

I was a soldier in the '65, and in the '85... Believe me, it was not any worse in the '91...
My duty was to fight the integrity of the big state

Rather absurd, I must admit.

What is the aim and the duty of such a soldier?

I must admit, it is hard 1o answer this question

Bui, however, I shall try, I am Mr. Nobody - or M. A. of Sec. Sci. if You like.

My neighborhood was abways the least elite. I am familiar with all the strata of the society.
I have countless combinations of games in my head

An ordinary man could hide no secret from me

I am always ready for a new type of game

I am one of the best saboreurs

A soldier thar does net know what he wants, but, however, a soldier...

Every day 1 leave my seed under the bridges, down, by the rebellious and unwanted ones
Down, by the ones thai die every day...

*MARSO



TAJHA BEYEPA, 1989, macno Ha nasen
THE LAST SUPPER, 1989, oil on panel

"H koza cedea u jadea, Hcyc um peqe: Buciiuna su seaam: eder 00 8ac, witio jade co Mewe, ke Me ipedade."
Mapko 14, 18

“And as they sat and did eat, Jesus said, Verily I say unto you, One of you which eateth with me shall betray me.’

Mark 14, 18




TAJHA BEUEPA - UMITPECMOHMU3AM, 1989, macno Ha naxen
THE LAST SUPPER - IMPRESSIONISM, 1989, oil on panel

"U Koza jadea um peue: Bucitiuna su seaam: Eder 00 sac ke Me fipedade. "
Marej 26, 21
“And as they did eat, he said, Verily I say unto you, that one of you shall betray me.”
Matthew 26, 21



TAJHA BEYEPA HA LSD,1989, mac:io Ha naHed
THE LAST SUPPER ON LSD, 1989, oil on panel

ECXATOJ/IOTHJA/EBXAPHCTHIA

TajuaTa Beuepa, o0e[/pUTyal, eBXapHCTUYHA IPETCTaBa MOIIOXKEHA Ha BapUjaliyl yIITe BO PAHO XPHCTHjaHCKATa, BA3aHTHCKATa
1 peHecaHCHATa YMETHOCT, BO IUKIycOT Ha CTAHKOBCKH ja HATACyBa PeAYHAaHTHOCTA HA COAPXKHUHUTE TOKMY NMPEKy IPOMeHeTaTa

JIHKOBHA CHHTAKCa, CIHMYHO Ha CcjlaBHATa MCYCOBa PEILUTHKA - HABECTYBAKE HA NMIPEaBCTBOTO.

[TapajoKcanHaTa Urpa co CHCTEMOT Ha Pa3/IiKH IpH 00e30e/lyBakbeTO Ha 3HAKOBHA ITOJI710ra 33 BOCIIOCTABYBahE Ha HIeHTH(HKauujaTa
Ha Mcyce, mpousiieryBa oj XpUCTONOIIKATa HayKa 3a nKkoHaTa n CBetnte Tpowia M Off HeraTUBHATA TEONOLIKA APryMEHTALMja.
Wpentudukauujata Ha Jyaa, nak, ce ocTBapyBa INPeKy aKLEHTUPAaHkEe Ha CaMo e[eH JeJ Of TelOTO - pakaTa MITO € JUCKYP3UBHO
MOTEHIUPaHa BO ciTe eBaHreuja o CBETOTO MICMO, a THKOBHO MPE3€HTUPaHA BO (hPECKATE U HKOHUTE KAKO MHM(pa 3a pakara

Ha [IEeJaToT /)KpTBa.



TAJHA BEYUEPA-MAHHPH3AM, 1988, macno Ha naden
THE LAST SUPPER - MANNIRISM. 1988. il on panel

ESCHATOLOGY/EUCHARISTICS

The Last Supper, the ritual/rite, the eucharistical presentation subjected to variations since the early Christian, Byzantine and the Renaissance
art, in Stankovski’s cycles emphasizes the redundancy of the topics through the changed artistic syntax, similar to the famous line of Jesus -

the announcement of betrayal.

The paradoxical play with the system of differences when providing the signifying basis for the establishment of the identification of Jesus results
from the christological reading of the icon of the Holy Trinity and from the negative theological argumentation. The identification of Judas is
achieved through the emphasis of only one part of the body - the hand - that is discursively emphasized in the Gospels of the New Testament,

and which is artistically presented in the frescoes and icons as a code for the hand of the executioner/victim.



TAJHA BEUEPA- A JTA [IM3HH. 1991, macno Ha naHen H KoJax
THE LAST SUPPER - A LA DISNEY. 1991 ,o0il on panel and collage

PakarawnaIlajallatopor ("Tajna sevepa- Qusnu",1989) , pakata Ha Xusku (" Tajua eevepa”,1989), orpoMHaTa pBeHa MPOIOJKEHA
paka Bo npepieH mnaH ("Tajna eewepa-ITuxaco”, 1989) e 3HaKOT Ha pacrmo3HaBamke HA TMPEJABHUKOT, 3HAK LITO IO OBO3MOXKYBA
BHU3YEIHHOT NpOoLec Ha HAeHTH(HKALNja TOKMY TPEKy Pa3likaTa BO HETOBOTO JIMKOBHO WHTEpNpeTHpame. EBxapuctuiHaTa
cparmenTaumja na McycoBoTo Teso Ha 1e6/Teio 1 BHHO/KPB Off KOMIO3HIIMATE Ha MPHYECTYBabe TOKMY BO CLIEHATa Ha TajHa Beuepa

ja fobmWBa cBOjaTa pajUKanHa KOHCeKBEHIA: BUCTHHCKATA (hparMeHTalija 3all09HyBa CO MPEIaBCTBOTO.
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TAJHA BEYEPA BO TAIIEPHIA 7, 1990, dhoToc 1 Mac1o
THE LAST SUPPER IN GALLERY 7. 1990, photography and oil

The hand of Donald Duck (The Last Supper - Disney, 1989), the hand of Hinki (The Last Supper, 1989), the huge red extended hand in the front
range (The Last Supper - Picasso, 1989) is the identification sign of the betrayer, a sign that provides the visual process of identification through
the difference of its artistic interpretation. The Eucharistic fragmentation of the body of Tesus into bread/body and wine/blood shown in the

communion compositions acquires its radical consequence in the scene of the Last Supper: the actual fragmentation begins with betrayal.
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TAJHA BEYEPA-ITMKACO, 1989, macno na nasen
THE LAST SUPPER - PICASSO, 1989, oil on panel

KOMIUIEKCHHOT CHCTEM Ha HCITPEILIETYBathe Ha 3T0CTOPOT, KA3HATA | CIIACOT CBOjOT H3NE3eH MyHKT To Haofa Bo MicycoBOTO Tes1o Koe
BO XPHUCTHjaHCKaTa HKOHOrpadyja ce TojaByBa e[[HAIll BO YIIora Ha MPHHECEHA XKPTBa (nmpercraBara Ha jarHe (LEAGUOG) HIH MaJIO
HeTe BO KOMITO3HIJHHTE Ha MPUYECTYBabe), EHALI BO yJIOTa Ha OHOJ IITO XPTBYBa (HA HCTHTE KOMMO3HIMH), €[HALI BO yJIOTa Ha
06BHHHTEN (BO KOMIIO3ULMUTE HA TajHA Beuepa).

®aTanHOTO OGBIHYBaH-E/AHTAIIHITAI]A OTHATIPEN ja IeTEPMUHUPA HCOTIOMIKATa CTPYKTYPa Ha CHCTEMOT 3110CTOPCTBO/Ka3HA IITO
nmpeTcTaByBa FpaHMYHATA TOYKA BO KOja Ce JOIUpaaT UEONOTHjaTa H pelurujaTa. BocnocraByBameTo Ha 3aKOHOT MpETCTABYBa

HCTOBPEMEHO KOHCTUTYHPake Ha CyGjeKTOT/MPEaBHAK KOj € MOBUKAH HA OATOBOPHOCT YINTE MPEJ H3BPLIEHOTO 3/10/1E/10.



TAJHA BEYEPA - MATHC. 1990, macro Ha nanel
THE LAST SUPPER - MATISSE. 1990, oil on panel

The complex system of interrelation of crime, punishment and salvation finds its way out in the body of Jesus that in the Christian iconography
appears in the role of a sacrifice (the presentation of the lamb or the child in the communion compositions), in the role of the one that makes the
sacrifice (in the same compositions) or in the role of a prosecutor (in the compositions of the Last Supper).

The fatal accusation/anticipation determines beforehand the ideological structure of the system crime/punishment that comes as the point where
ideology and religion meet. The establishment of the regulation is, actually, the constitution of the subject/betrayer who was accused even before

the crime was committed.



Luke 22, 21
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Jopan 13, 21

rily I say unto you, that one of }ou shall betray. m
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