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Apyaa ycammeHocm Second Loneliness
2018, akBatuHTa y 60ju, 36x26 cm 2018, color aquatint, 36x26 cm
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Kocta Bacumwkosuh, apT kpuTnuap, AICA

IMcKpeTHe any3uje y HeroBaHoj IMKOBHOCTHU

MNoBopoM nsnoxbe akBatuHTM Mnuje Koctosa

MoBoaoM usnoxbe nckycHor cimkapa u rpaduyapa Unuje Kocrosa xenum aa ucupram, y Hajkpahem, oHO
WTO je BUTHO a WITO Ce AeCHNI0 HeLWTO paHuje AW HENOCpeaHOo npes Heros Aebu Ha 6eorpanckoj CLueHu.

Mako je nocTojana yHyTap Haler NpoToMoAepHU3Ma (CTUACKM Yy PeanncTMyYKMM Bapujaumnjama’™ kao
reHepanHe ogpenbe crarba), CybopaMHMPaHa y 04HOCY MpPeMa HaleM CAMKapCTBY U CKYNNTypu (M camu

y peTapiaumju cnpam eBponckor MoLepHU3Ma), onoMumbyhe 3ByYmn YnkbeHWLA @ je yNpaBo U Npeko
rpaduke Halla YMETHOCT, Ha KPaTKo, M3paBHana YacoBHMK Ca EBPONCKMUM UCTOPUjCKUM aBaHrapaama —
Mux. C. lNeTpoB pexe OHe acouujaTMBHO-aNCTpakTHe AnHopese (napanenHo ca bujenuhesum nctopujcku
papuTeTHUM cnukama AncmpakmHu npedeo, 1921.w bopba daHa u Hohu, 1922) n 0bjaBsbyje ux y
3arpe6aykumM aBaHrapaHuM peeujama, Muunhesom 3equmy (1921) u Anekcvuhesom Jada-TaHk-y (1922),
1 HoBOCaACKoj/combopckoj peBuju 3ontana Yyka Ym (flym). Te nonyanctpakTHe rpaduke MNeTpoB 3aTum
usnaxe Ha 3eHUToBOj [Ipsoj MehyHapodHoj uznoxbu modepHe ymemHocmu y beorpapy 1924. (Moxaa v Ha
PegonyyuoHapHoj usnowédu 3anada 'y Mockeu 19267). OBy onwuTy NposeroMeHy, Kao enemMeHT No3aguHe
Ha Kojy npojekTyjeM cTBapanawTso Unuje Koctosa, HagorpahyjeM KOHKpeTHUMM nogaTkom Aa ce Koctos
YK/byyyje y cLeHy nocne porahaja Koju cy y3apuMmanu oHaj MauHCTpeaM ,,CoLMjannMcTMUKor MoaepHmM3Ma”
(ca npepomuHaumjom MNpotuhese goueHTcko-npodecopcke Jeuembapcke epyne): aecuna ce ,,MHTerpanHa’,
aBaHrapAHo-KOH3epBaTMBHA M peTporpagHa Meduana (1958) w, napanenHo, bpeHeTnyHa nHBasuja
KOHTpoBep3Hor EHgopmena (ca budypkaumjom Ha ecTETCKO-IMPCKO U CYPOBO-HUXMUIMUCTUYKO KPWUIO Ca
NOMUHALMjOM HaTypann3Ma He-CIMKapcKe MaTepuje uta).

KocToB ce, nakne, nojassbyje (No aunnomupatby) kacHux 60-ux,y Bpeme oaMaKIMx NnocteHHopMenHUxX
KpeTaba: HaCTanMX Kao penakc, No 3aKoHy peakuuje, og dpeHesunje eHdbopmena v napanenHor
HEOKOHCTPYKTUBUCTUUKOT U CLMjE@HTUCTMYKOT Talaca ONTUYKO-TeluTanTmuuke (KacHuje 1 KoMnjyTepcke)
yMeTHOCTU Hosux meHOeHyuja, ca cepujom MefyHapoaHux usnoxbu on 1961.y 3arpeby. To HocTanrmyHo
onylTake, To Bpahatbe YoBeKy, Aonasu ca peabupMaumjoM BapujaHTu Hoge gueypayuje Koja GyHKLUMOHULIE
Ha ceH3nbuNHOM Tanacy aHrnoamepuykor flon-apma (eBponcka BapujaHTa MMana je aHraxoBaHUju KapakTep:
kpuTnuap lNjep Pectanun opraHusyje rpyny napuckor Hosoe peanusma ca HoToM Heo-panavsma v MNon apta -
M. KnajH, Tureenu, Apman, Cesap, Xpucto, Cnoepu, Huku ne Cen-®an).

Ha camom ctapTty KocToB yKasyje Aa Huje CKIOH YMETHMYKOj XMbepHaLumju, Aa HUje KaTeropuykun BesaH 3a
jenaH BMA NoeTUYKe ekcrnpecuje Ma KoMKo B1o KomyKTypaH 1 npodutabunaH (Maga nma npumepa aa ce
HeKM Tora fipXe ,,Kao NujaH NnoTa’, WTOo je AUjaneKTUYKM HOHCEHC, Y MPEHOCHOM CMUCAY, 3HaK CMPTH). Ann

*Beh je ApuctoTen pekao ga MumMesuc Tpeba HaforpaguTu GaHTasnjoM.



MnujuHa Licentia poetica, cTBapanauka cnobopa, Huje y 3Haky Furor poeticus-a, ctBapanaykor 6eca HekakBor
yMeTHMKa KOju nonyT ,,AnBsber Mecuje” unu Muuuhesor 6ankaHckor ,,bapbaporexuja”,Bacnocrassba

CBOjY HUXWMIUCTUYKY CTpaxoBnaay (cnpaM ,,nereHepucaHe EBpone”), HuTu je Mnuja npeBuwe pacumHupaH
XMPOBMMaA ,,HOBE YMETHWYKe npakce” oko CTyAeHTCKOr KyNTYpHOT LeHTpa KacHux 60-ux u paHux 70-

UX (NMOHaLWaka, NPOLLECYaHOCT, CUpOMalLHa YMETHOCT, ,,FOBOP Y NPBOM /1LY, ayTOPCKE MUTONIOFEME,
KOHLLeNTyana), NpaKkce Koja je Taga uMmana cratyc underground-a, MaprvHe y ogHocy Ha 6eorpaacku
KaCHOMOZEPHUCTUYKM MaUHCTPEAM.

Kao pecnektabunHo ctBapanayko 6uhe Koctos je, pekao 6ux, Heka BpCTa XxapMOHMYHe cMHTe3e Huueosor
LMOHU3MjCKOT M anOIOHCKOT NOpPUBA: adUMHUTETA 33 OHY KYP3MBHY, TaNacacTy, XOrapToBy IMHKUjy NenoTe
(nMMHKMjy )xeHckmnx nehal) n 3a paumMoHanHu, LO3MpaHM reoMeTpm3am enemeHata 1 popme. To ce Buan 1
oceha y pa3HuM umknycuma oncepajyher MotuBa. A TUM UMKIYCMMA M3 NOTaje AOMUHUPA jefaH AeNUKaTaH,
aneropuyHo-copMCTULMpPaHK, €30MOBCKM je3nK BacHe ca XXMBOTUHAMA M NTMULAMA KAao MPOTAaroHUCTUMA
OWCKPETHWX ayTOPOBMX Maeja U Nopyka 3abnyaenom ApywTey U YOBEYAHCTBY (6€3 eKCNAMLUTHUX
NONNTUYKO-NponaraHOHNUX U MUNUTAHTHUX nanJneTa).

MHTEHUMOHANHU, CTDYKTYPHU U CEMAHTUYKM NOPEAAK HETOBOT AeNa U aNy3uMBHA PETOPUKA HETOBUX
MKOHMYKMX 3HAKOBA anconyTHO cBepoYe Aa je MnujuH apuHuTeT Tako pehn reHcKM NpeancnoHupaH

33 OHO TUMUYHO CIUKAPCKO, Na Kaf, ce paau o rpadmuum, OTyA U HeroB U360p akBaTUHTE Ca eLoBakbeM
nospuiuHe 1, 3aTUM, OCET/bUBUM HUjAHCUPArEM Y fOpaau WabepoMm (CTpyrayem) npu YeMy, Katkag, eto 1
HocTanruje 3a TpehoM AUMEH3MjOM, 33 MYHOM MNACTUKOM, MOMYT OHOr GpU/bAHTHOT NpyKasa Hory 6anepuHa
Ca HUjaHCMpaHWUM chyMaTMMa NNacTuKe (MHavye TUMUYHUM 3@ MeLOTUHTY). [leKopaTUBHY HOTY BENIMKUX
noBpLumHa Mnuja edukacHo HeyTpanuiue KOHTpPacTMMa Banepa U eKCNpecuMBHUM (yrnactum) dopmynaumjama
[leTasba, na 0TUCaK YeCTo MMa GU3MOHOMU]Y U LUITUMYHT KOMMAKTHe, @ pasyfeHe aMU3aHTHe apabeckHe
KOMMNo3uLuje Kao ,,ecTeTckor npeaMeta” par excellence! CBe je To y 3HaKy onTMManHor 6anaHca any3meHo-
bUrypaTMBHOT U ancTPaKTHOT eNIEMEHTa Y CYXOU KYNTUBMUCAHE, HEroBaHe JIMKOBHOCTY.

LLTa ce cee Moxe mwuntatn (M yuntatu!) us osux Ununjunnx bawnaposckum (FactoH bawnap)
KOHTEMMIATUBHUX Catbaperba, U JeTKMUX aNleropuykmnx KpunTo-objekuumja, ocraje Ha ,,KBanuTeTy” u
0CeT/bMBOCTM NocMaTpaya. Anm npu TOM YBEK OCTaje CyBepeHo oHo BuTreHwTajHoBo, u Cy3aH JlaHrepose,
Heu3peyuso WTO Ce THe3 M Yy ,,3aakeM niaHy”/ XuHTeprpyHay XapTMaHoOBOT (eHOMEHO/IOLWKOT METOAa,

W, aHanorHo, Ha oHoM Cyp1MOOBOM TpaHCLLEHAEHTAIHOM HUBOY Er3uUCTeHLMje YMETHUYKOT AeNa, - Kao
BpPeAHOCHA KBMHTECEHLM]A Aena, KOjoj ce MOXKEMO CaMO aCMMMTOTCKM BEUMTO NpUBAMKABATU: jep Yy HayLu O
BpELHOCTUMA, aKCUONIOTUjU, HEMA U HE MOXe BUTK anoAMKTUYKMX CyA0Ba. To orpoMHa BehMHa YOBeYaHCTBa
(na v oHa Hajobpa3oBaHuja) jeAHOCTABHO, HE 3Ha, LUTO, HAPABHO, HE 3HAYM Aa Ce PagM O eCTETUUKOM
arHocTUumM3My, HemoryhHoCTH npocynbe.

MocTtoje, 6yAMMO CUrypHU, eCTETUUKM NpocyauTebu: cep Xepbept Pua cmatpa fa cy cnocobHocm
npocyhuearsa, yKyc u 2eHuj npupoheHu u He Mo2y ce Hayyumu!

[akne, 3HaK jenHakocTu usmekhy ctBapaoua/reHuja u npocyfhmsaya/kputuyapa! (WTo HNp. TBpAM MmaHyen
KaHT, no KkoMe He nocToju Hayka Beh camMo KpUTUKA YMETHOCTH).

Anv kap cam Beh Ha TOM, BEOMa OCET/bUBOM TEPEHY, TOPUM Of, XKE/bE 3 KAKEM HELUTO LWTO HUKALA Huje
peyeHo y UCTOPUjU, TEOPUjU U MONEMULM O AKTYESIHOM CTakby Y YMETHOCTM (Na je 3aTO aApecoBaHo M Ha
MuHucTapcTeo KynType). bonecHa uctuHa mMopa ce, jeAHOM, TPECHYTU Y nLLe.



MoMeHyTH, anu Bap/bMBM €CTETUYKM arHOCTULM3AM HE MOXe BUTKU annbum 33 Halla XMPOBWTA, NYCTOMALLHA
LWEeHNyYeHa y 30HaMa aKCMONOLLKOT (BpeAHOCHOT) Cyajera. JeaHa eBponcka npectoHuua, beorpag, jow ysek
HeMa OHY MnpaBy, BUCOKONPOdECUOHANHY, BUCOKOMOPASHY U epyAMTCKY KPUTUKY Ca BENMKOM PYLITBEHOM
MWUCUjOM; @, EBO, Ha MYTY je A3 je yMULLbajHO u3rybu (Ma kakea 6muna). Anu, 3aTo je npectoHUUa MMana
(0CBPHMMO ce Yy FHeBy) OHy GaMuAnjapHY, aNoNoreTcKy, FpynalKo-MUAMTaHTHY, anPUOPHO aHUMO3UTETHY
(Tvna “caTapoM no nary”), OHY MyCTONALIHO-BOMYHTAPUCTHUUKY, MONUTUYKO-CTPAHAYKM KOHTAMUHUPaHY U
noapenawku MHCTEPYMEHTaNU30BaHy “‘KPUTUKY” (He CaMOo Y 30HU YMETHOCTH).

PasopHM necrmMmnsam AaHalwkmLe He CMEMO MPUXBATUTU KAo GaTasHOCT HeKakBe NpeaecTUHaLmje: Ha
Tpary KaHntoBor Kateropuukor umnepartmsa (oy)XHOCTH), OKDEHUMO CE OHOM HuueoBOM “npeBpenHoBakby
CBMX BpEAHOCTM” CTBapanaykm ekcumMtupanu onum Tejap ae LLapaeHosum “6utu Bulie”, onum DaycToBuM
“Anu ja xohy”. Tako 61 ce y aexuapupany, peudrKoBaHy, CXonacTuuku npeseh copucTULMpaHy UTa.
YMETHOCT MLUYMAENOr eNlaH BUTaNa, XMBOTOAAjHUM TpaHcdy3mnjaMa pecTaypumcao, yBeo, oHaj Xycepnos
Lebenswelt, ceeT xxuBoTa. KnuBo nyncuparbe 6uha ymeTHOCTH, y 6€36pOjHUM, HEYXBAT/BUBMM HUjaHCaMa
cBoje (heHOMEeHOoormje U OHTONOoMMNje, CEMaHTUYKA TPAHCNAPEHTHOCT M BpeAHOCT Aena (ca YntaBuM hyKcom
paamjaumja), jasuhe ce y cB0joj TpMjyMdanHoj MajecTeTUYHOCTU, TEK OHAA KaZa Kao APYLUTBO NOCTAaHEMO
CBECHMU, Y3 0CTaNo, UMNepaTMBa pectaypaumje, pasnMunTUM areHcMMa OnCTPYMPaHOT, ereHepuUcaHor 1
pa3bujeHor 4OCTOjaHCTBA M Buha yMeTHUUYKe KpUTUKE (jep je KpUTUKa, APYLUBEHO MOCTyAMpaHa Beh of,
“npeteye” Xpucra”, Cokpara, a KacHuje, Hnp. no EpHcty Broxy, ycnos npakcuca 6yayhHoctu).

Y 0BO Halue BpeMe, eBo Beh 1 NocT-nocTMoAepHU3Ma (K1mMMe xaoca u bnacheMmuyHor rmajxianTtoBama
THYCHOT M MOPAJIHOT) CBe OHE CTape yTonuje, 3ajeAHo ca nep3ucTipajyhum areHcuMa GaMo3HUX UCTOPU]CKUX
aBaHrapau, Mopane 61 ce jaBMTM y HaLIOj CBECTU: KAO CBOjEBPCHM “NPeA-Cjaj”, Kao HaBelTee BnaxeHe
CBET/IOCTM Ha XOPU3OHTY, HOBE 30pe.

Dixi et animam meam salvavi!

Mnuja KocTos je pofeH 1941. roamHe y Ckonsby. AkafeMujy TIMKOBHUX YMETHOCTM 3aBpLuno y beorpaay
1966. ropuHe y knacn npod. Jbybuue Cokuh. lNocneannnomcke ctyamje Koa uctor npodecopa 3aBpLuno
1969. roauHe.



2016, color aquatint, 50x40 cm

| Baron

bapox

2016, akBaTMHTa Yy 60ju1, 50x40 cm



Hosu momeHmu | New Moments
2013, akBaTnHTa y 60jK, 29x41 cm 2013, color aquatint, 29x41 cm

Tpu Kopaka Three Steps
2013, akBaTuHTa y 60ju, 29x41 cm 2013, color aquatint, 29x41 cm



Cycpem | Meeting
2016, akBaTuHTa y 60j1, 32x45 cm 2016, color aquatint, 32x45 cm

Cycpem Meeting
2016, akBatnHTa y 60j1, 30x41 cm 20136 color aquatint, 30x41 cm



WHmepmeuyo Intermezzo
2006, akBaTuHTa y 60ju, 59x45 cm 2006, color aquatint, 59x45 cm



Kosta Vasiljkovic, Art critic, AICA

Discreet Allusions in Cultivated Art
On the exhibition of Ilija Kostov’s aquatint prints

On the occasion of the exhibition of the Ilja Kostov, an experienced printmaker and painter, | would like
to briefly give an outline of what | consider important and what has happened somewhat earlier or
immediately before his appearance on the Belgrade art scene.

Although the movement existed within our postmodernism (stylistically in realistic variations* as a general
characteristic of a state) being in a subordinated position in regards to our painting and sculpture (which
themselves were losing pace with European modernism) it is a warning fact that through printmaking the
art created in our country managed to maintain pace with European historic avant-guards for a short time:
Mihajlo S. Petrov cut his associate-abstract linocuts (simultaneously with Bijeli¢’s historically rare paintings
Abstract Landscape, 1921 and The Struggle between Day and Night, 1922) which were printed in avant-
guard magazines in Zagreb, Mici¢’s Zenit (1921) and Aleksi¢’s Dada-Tank (1922) and Zoltan Cuka’s magazine
Ut (Path) published in Novi Sad/Sombor. Petrov then exhibited these half abstract prints at Zenit’s First
International Exhibition of Modern Art in Belgrade in 1924. (perhaps also showcased at the Revolutionary
Exhibition of the West in Moscow in 19267) This general introduction is an element of the background on
which we project the art of Ilija Kostov expanded by the fact that Kostov joined the art scene after the
events that have shaken up the mainstream of “socialist modernism” ( Proti¢’s December Group made up

of professors from the Academy prevailed): the appearance of the “integral’, avant-guard-conservative

and retrograde Mediala (1958) and at the same time there was a frenetic invasion of the conservative

Art Inforomel (with a bifurcation into an aesthetic-lyrical and brutal-nihilist wing with a domination of
naturalistic non-painterly material etc).

Thus, Kostov appeared on the art scene (after completing his studies at the Academy of Fine Arts) in

the late 1960s at a time of advanced post-informel movements: that appeared as a form of relaxation,
according to the rule of reaction, contrary to the frenzy of informel and parallel neo-construist and
scientistic wave of optic-gestalt (later computer) art of New Tendencies with as series of international
exhibitions showcased from 1961 in Zagreb, that nostalgic repose, the return to man came with a
reaffirmation of a variants of New Figuration that functioned on the sensitive wave of Anglo-American Pop
Art (European variant had a socially engaged character: the critic Pier Restani organized the group New
Realism in Paris with a note of Neo-Dadaism and Pop Art - Ive Klein, Tinguely, Arman, Cesar, Christo, Sporrei,
Niki de Saint Phalle).

At the very beginning of his career Kostov showed that he was not inclined to an artistic hibernation, that
he was not categorically attached to one of the styles of poetic expressionism no matter how booming

* Aristotle already said that mimesis should be superposed by fantasy.



and profitable it could have been (although there are examples that some artists blindly followed it

which was dialectic nonsense, metaphorically a sign of death). However, Ilija’s Licenta poetica, his creative
freedom, was not in the sign of Furor poetics, the creative fury of an artist who like a “wild messiah” or
Mici¢’s Balkan “Barbarogenius” established his nihilist reign of terror (in contrast to “degenerative Europe”),
nor was Ilija excessively fascinated by the whims “of the new artistic practice” positioned in the Student’s
Cultural Center (Belgrade) in the late 1960s and early 1970s (behavior, processuality, arte povera, “speaking
in the first person”, authorial mythologems, conceptual art), practices which at that time had the status

of underground art, art on the margins, in contrast to the late modernist mainstream art produced in
Belgrade.

| would say that Kostov, as a respectable creative being, is a kind of harmonious synthesis of Nietzsche’s
Apollonian and Dionysian drives: he has an affinity for Hogarth’s serpentine line, his line of beauty (the line
of woman’s back !)as well as for the rational, dosed geometric elements and forms. This can be seen and
felt in the phased cycles of the motifs that constantly appear in his work. A dominating delicate, allegoric-
sophisticated language of Aesop’s fables hidden in his cycles depicts animals and birds as protagonists

of Kostov’s discreet ideas and messages for society and mankind gone astray (without explicit political-
propaganda and militant pamphlets).

The intentional, structural and semantic order of his prints and the allusive rhetoric of his iconic signs
absolutely testify to Ilija’s genetically predisposed affinity for the typically painterly, so when he produces
prints it is no surprise that he chooses aquatint echoing of surfaces and then delicately nuances the
finishing with a scraper that sometimes seems to be a nostalgia for the third dimension, a full plasticity,
like the brilliant depiction of the ballet dancers with nuanced sfumato plasticity (otherwise typical

for mezzotint). Ilija efficiently resolves the decorative note of larges surfaces by contrasts of light and
expressive (angular) formulations of detail, so the print often has the physiognomy and tone of a compact
but heterogeneously playful arabesque composition as an ,aesthetic object” par excellence! It all shows an
optimal balance of allusive-figurative and abstract elements in the service of cultivated art.

What can be read out of (and read into) Ilija’s Bachelard like contemplative dreams and angry allegoric
crypto-objections, depends on the “quality” and sensitivity of the viewer. However, Wittgenstein’s and
Susan Langer’s inexpressible always remains supreme - that which is in the “background”/Hintergrund in
Hartmann’s phenomenological method and analogously with Surio’s transcendental level of art work’s
existence - as the quintessence value of a work of art that we can only always approach asymptotically:
since in the science of values, axiology, there are no and there can not be any apodictic judgments. That
is something that most of humanity (even the most educated part) is simply not aware of! This does not
mean that we are dealing with aesthetic agnosticism, the inability to judge.

There is, be sure of it, aesthetic judgment: Sir Herbert Read thinks that the ability to judge, one’s taste and
genius are inborn and can not be learned!

Thus, there is equality between the creator/genius and the one who judges/critic (Immanuel Kant, for
example, claims there is no science but only criticism of art).

However, while | reflect on this very delicate issue, | am burning with desire to say what has never been
said in history, theory or polemics on the current state in art (thus, this is also addressed to the Ministry of
Culture). The awful truth must be said bluntly.



The mentioned but deceptive aesthetic of agnosticism can not be an alibi for volatile, uncontrollable
practices in the zones of axiomatic judgment. Belgrade, one of the capital cities of Europe, still does not
have a true, highly professional, highly ethical and erudite art criticism with a great social mission; but
it is on the road of intentionally losing it (no matter what state it is currently in). However, our capital
city had (look back in anger) the familial, apologetic, group-militant, an a priori animosity (of the “hit the
log with an ax” type), the raucious-volunteeristic, politically-party based contaminated and flattering
instrumentalized “critique” ! (This does not only refer to art).

Today’s destructive pessimism must not be accepted as a fatality of predestination: on the trail of Kant’s
categorical imperative (duty) let us turn to Nietzsche’s “revaluation of all values” (transvaluation) creatively
excited by Teihard de Chardin’s “to be more” and Faustus’ “But | want”. Thus, the dehydrated, reificated,
scholastically over sophisticated etc. art of the vanished élan vital would be restored by the life giving
transfusions of Hustler’s Lebenswelt, Llifeworld. The live pulsating being of art in numerous elusive nuances
of its phenomenology and ontology, semantic transparency and the value of a work of art (with a whole
flux of radiances) will appear in its triumphal majesty only when we as a society become aware, among
other things, of the imperative of restoring dignity to art critique whose being has been obstructed,
degenerated and destructed by different agents (since critique was already socially postulated by the”
forefather “of Christ - Socrates and later according to Ernest Bloch it is the condition for future praxis).

Nowadays, in the era of post-modernism (a climate of chaos and blasphemous leveling of the sordid and
moral) all those old utopias, together with the persisting agents of the fabulous historical avant-guards,
must emerge in our consciousness: as a special kind of “afore glow” that hints that the blissful light of the
new dawn is on the horizon.

Dixi et animam meam salvavi ! (I have spoken and saved my soul!)

Ilija Kostov was born in Skopje in 1941. He graduated from the Academy of Fine Arts in Belgrade (1966)
and completed his MA studies (1969) in the class of professor Ljubica Sokic.
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